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Filmmaking from the Inside Out:  
Self-Documentation and Fiction 

 
 

 Abstract  
 
Heat (working title) is a short experimental fiction film currently 
in development that uses documentation and embodied data as 
generative tools for fiction. The project examines domestic 
cooking as a site of hidden labour and affective strain, with 
particular attention to the pressures of sole parenting. Departing 
from conventional scripted approaches, Heat adopts a process-led 
methodology in which fiction emerges from the systematic 
documentation and measurement of everyday activity.  
 
Over eight days, I filmed myself cooking in a domestic kitchen 
with multiple cameras, capturing everyday routines alongside 
moments of disruption, urgency, and fatigue. At the same time, I 
collected heart rate data using a smartwatch and chest strap to 
track physiological stress. Combining audiovisual documentation 
with biometric monitoring enables an alignment between 
internal, often imperceptible stress responses and observable 
gestures, rhythms, and spatial dynamics of domestic labour. 
 
The resulting footage and biodata function as generative 
material for the film, where recurring patterns of repetition, 
escalation, and strain will shape the translation of cooking into 
an fictional narrative. Positioning self-documentation and 
biometric data as primary creative inputs, Heat proposes a 
methodology in which fiction emerges from lived experience, 
articulating domestic stress beyond the limits of industrial fiction 
filmmaking. 
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The idea for Heat (working title) originated in a period of personal rupture: the moment I unexpectedly became a sole parent seven years ago. 
Cooking, once a shared activity, became a daily site of pressure, negotiation, and endurance. As my children have now reached their later 
teens, I have begun to reflect on the act of cooking as a sole parent, not only as lived experience but as a site of artistic inquiry.  
 
This project proposes that domestic cooking, especially within sole parenting, operates as a compressed space where time pressure, 
emotional labour, and physical exhaustion converge. Preparing a meal rarely happens in isolation; it unfolds alongside supervising 
homework, resolving conflicts, managing work demands, and, in my case, dealing with a disobedient dog. These conditions exist alongside an 
activity that requires precise timing, rigorous hygiene practices, and the careful use of sharp, high-temperature equipment. In these overlaps, 
the kitchen shifts from a site of routine to one of sustained, low-level crisis. With the lack of a continuous headspace and constant distractions, 
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cooking becomes an everyday “stress test,” akin to high-pressure simulations in fields like the armed services or emergency response: 
multiple demands, limited time, and unpredictability.  
 
Positioned between care and survival, routine and crisis, cooking becomes a liminal activity, and this project asks: how can these internal 
states, such as urgency, strain, and emotional containment, often invisible or suppressed, be made perceptible within a cinematic narrative 
form? To do so, I have set out to explore this space through an experimental fiction methodology that departs from conventional script-led 
filmmaking. Instead, it uses self-documentation and biometric data as generative tools to shape fiction that conveys the realities of domestic 
cooking.  
 
Framing Domestic Labour: The Cinematic Everyday and the Mediated Kitchen 
 
The unglamorous nature of domestic cooking – repetitive in its rhythms yet demanding in its execution – is one that cinema has little 
incentive to portray faithfully. It has, however, featured as a central theme in notable exceptions. Consider The Lunchbox (1) and Babette’s 
Feast (2), two different films that both centre on a woman alone in a domestic kitchen, cooking for others. Each is unusually attentive to the 
physical reality of cooking, such as the repetition, the duration, and the quiet accumulation of tasks. Warmth and close detail render these 
kitchens inhabited and alive: steam, colour, texture, the sensory pleasure of ingredients. In sharp contrast stands Jeanne Dielman, 23 quai du 
Commerce, 1080 Bruxelles (3), in which a fixed, frontal camera refuses any invitation to take pleasure in the kitchen, instead recording time 
and duration with austere precision. While wildly different, the three films all focus closely on the everyday reality of domestic cooking, yet 
none of these films fully conveys the intensity of cooking. That intensity is more often reserved for representations of the professional 
kitchen, as in the high-end television drama The Bear (4) or the celebrated single-take film Boiling Point (5), where collaboration replaces the 
isolation of domestic labour. 
 
The mediated kitchen of cooking programmes typically presents cooking as a site of pleasure, control, and aesthetic refinement. Popular 
figures associated with this mode construct an image of cooking that is carefully composed and aspirational – whether through Nigella 
Lawson’s sensuous, intimate style or Jamie Oliver’s breezy, seemingly effortless approach to everyday meals. 
 
In contrast to these familiar representations of cooking, Heat seeks to highlight the strain embedded within this practice, especially when 
undertaken in isolation. Rather than representing this through conventional dramatic storytelling, the project aligns itself with film practices 
that privilege process, duration, and embodied experience. The focus on repetition and accumulation allows for a different kind of narrative to 
emerge, one shaped not by plot progression but by cycles of action and escalation. 
 
Methodology: Self-Documentation and Embodied Data 
 
The methodology of Heat is process-led and practice-based and remains in active development, with its final stage yet not realised. As a 
starting point, I undertook an eight-day period of self-documentation, filming myself cooking. This was captured using multiple GoPro cameras 
and battery-operated LED lights, necessitated by the low-light conditions of my kitchen. The filmed cooking sessions, though seemingly 
mundane in their everyday nature, revealed through closer inspection a pattern of habitual, repetitive gestures alongside moments of 
disruption, instances in which the flow of activity faltered or broke down under pressure. 
 
Simultaneously, I collected heart rate data using two consumer-grade wearable devices: a chest strap marketed to professional and amateur 
athletes for performance tracking, and a smartwatch designed to monitor stress through heart rate variability. After each cooking session I 
made brief diary notes recording my subjective experience: levels of stress, points of frustration, moments of distraction, and contextual 
factors from that day that would affect my emotional and physical state.  
 
Following the eight days of filming, I had accumulated approximately four hours of multi-camera filmed material alongside heart rate data, 
and diary notes. To shape the material into an initial proof-of-concept, I pursued two concurrent processes: analysing the heart rate data to 
identify markers of physiological stress during cooking and selecting filmed moments that combined measured stress with visual and 
narrative appeal. 
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From the data, I was particularly interested in moments when heart rate spiked while remaining relatively inactive, as this combination can 
indicate physiological stress, as it points to the autonomic nervous system responding to something internal. Since cooking is itself an active 
activity, these fluctuations were cross-referenced with diary notes to distinguish movement-related heart rate changes from moments that 
appeared to correspond with internal pressure. It is important to stress that this process was not designed as a scientific or medically reliable 
method of measuring stress.  
 
This project treats the data more in the manner of a self-tracking athletic practitioner using wearable technology to cultivate a heightened, 
reflective awareness of their own body and performance. The biometric and qualitive data functioned not as empirical evidence, but as a 
creative and reflective tool for tracing embodied experience and generating an additional interpretive layer within the filmmaking process. 
That this data was collected in a domestic kitchen, rather than during athletic performance or medical assessment, is itself significant: it 
relocates the language of bodily measurement into the unglamorous terrain of everyday care work. Mapping the data against the footage, 
alongside diary notes, allowed me to reflect on how different moments during filming may have shaped both my physical state and my 
experience of the process. 
 
I then edited the material into a proof-of-concept that brought together the eight days of filming into a series of fragments from everyday 
home cooking. Structurally, the focus was to draw attention on small but revealing details, such as sighs, tapping, clapping, and changes in 
tone of voice, that suggested a layer of tension beneath the surface calm. I also paid attention to the pressures of the domestic environment, 
especially the distractions that interrupted concentration and pulled attention away from the task at hand. Notably, the captured diegetic 
soundscape, generated by household appliances, was already rich with tension, amplifying the sense of stress without additional intervention. 
 
From Documentation to Fiction – Proof-of-Concept and Future Development 
 
The proof-of-concept version is 11 minutes long and functions both as a stand-alone film and a developmental tool. The next phase, funding 
dependent, involves reshaping it into a fictional work, restaged with an actor on a film set where the dynamics of the original can be 
intensified, stylised, and made more perceptible. This controlled environment allows the project's central aesthetic tension – between control 
and chaos, and between the lived reality of domestic cooking and its mediated representations – to be pursued more deliberately. Heat seeks 
to disrupt the familiar "mediated kitchen" aesthetic by foregrounding instability and pressure under conditions of sole parenting, using 
lighting, framing, and presentation in counterpoint to moments of breakdown and strain. Patterns identified in the proof-of-concept, 
repetition, escalation, and interruption, will inform an action-led rather than dialogue-driven narrative structure, while working with an actor 
raises further questions of embodiment and performance: how does repetition change when it is consciously performed rather than 
unconsciously enacted? 
 
Alongside new footage in the fictionalised version, I am exploring the incorporation of the original heart rate data as a sonic texture by 
transforming it into a continuous hum or buzz that rises and falls in intensity, interwoven with the kitchen's existing diegetic soundscape. 
Rather than representing physiological stress through a conventional heart rate monitor sound, this approach embeds it directly into the 
atmosphere of the piece. In the final work, this sonified trace of my own internal experience will operate alongside the actor's interpretation 
of similar conditions: the actor does not simply represent stress as an externalised emotional state but performs in dialogue with a sonic 
structure that carries the imprint of an actual physiological history. The score will function not as abstract composition, but as a direct 
translation of embodied, lived experience. 
 
Conclusion: Articulating Domestic Stress through Film Practice 
 
A central challenge of this film project is how to make visible the forms of everyday stress that are often internalised and accepted as normal 
because they are deeply embedded in daily life. By focusing on domestic cooking as a site of pressure and liminality, Heat moves beyond 
representation towards embodiment, using repetition, escalation, and the translation of physiological states into audiovisual form to bring 
these dynamics into view. 
 
Self-documentation and the capturing of internal data provide the means of accessing states that would otherwise remain hidden. Narrative is 
not imposed onto the material; instead, it emerges from patterns already present within it. Rather than presenting the data as objective truth, 
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the project treats it as creative material that shapes the form shape the style and structure of the proof-of-concept, which will then guide the 
fictional re-enactment. This creative methodology enables generative material to emerge from an embodied experience, rather than from a 
constructed external narrative, a process that conventional scripted filmmaking does not typically accommodate. 
 
The use of biometric capture is not evaluative. It does not seek to measure stress to reduce or optimise it, but to amplify it and to treat the 
body's responses as expressive rather than symptomatic. This implicitly challenges the logic of the wellness industry, which frames biometric 
monitoring as a tool of regulation and self-improvement. By repurposing the same technology as a creative instrument, Heat refuses that 
framework: it does not smooth over the pressures it records but insists on their weight and persistence. Normalisation, in this sense, is not 
accepted but exposed and made strange through the very act of measuring it. The next step in the project is to incorporate biometric data into 
the final fictional film through sonification, producing a soundscape that reflects the body’s internal responses to cooking. 
 
The decision to use my own body and data, rather than that of others, is a foundational ethical choice. First, it avoids the power asymmetries 
that arise when gathering intimate physiological data. Second, it positions the project within a tradition of auto-ethnographic practice, where 
the filmmakers own experience serves as primary material. While self-documentation carries its own risks, particularly the potential for 
solipsism, Heat navigates this by treating the filmmaker's data not as universal but as a trace of the broader structural conditions facing sole 
parents who undertake domestic cooking.  
 
The core of the project is to convey the hidden stress embedded in everyday cooking. The initial phase of audiovisual documentation and 
embodied observation functions as a starting point rather than an end. This material will then become the basis for a second phase of the 
work: its translation and re-enactment as a fiction film. In this shift, the project will move from observation to construction, using the recorded 
textures and rhythms of domestic labour to inform a staged reimagining of experience. Together, these stages establish a dual register – the 
recorded practice of everyday life and its subsequent fictionalisation – proposing a process that moves from lived reality into crafted 
narrative, while remaining rooted in the affective conditions of the original moment through a practice of embodied fiction filmmaking that 
emerges from the inside out. 
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