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Isolation Room/Gallery Kit (IR/GK) is a white cube
exhibition space situated in the dining room of a
private residence in St. Louis, MO. The concept of
IR/GKis to focus on a single artwork per exhibition
cycle.

My contribution to IR/GK will consist of the simple
act of relocating the refrigerator of the house from

its ordinary position in the kitchen to the exhibition
space in the dining room. This gesture highlights

the appliance often described as ‘the heart of the
house, as a somewhat private, closed, withdrawn and
obscure place.

Placing the refrigerator on public display in the white
cube, complete with spotlights, and revealing the
stored contents for this specific household reverses
everyday life. How will the viewer, and not least the
proprietor, act in relation to the exhibited fridge? Will
I, as a guest, get a better understanding of my host by
looking into their fridge?

Danes like their fridges and recent media attention
has focused on the power of the refrigerator. On a
national television show titled, “Vis mig dit koleskab”
(transl. Show me your fridge), Danes were enter-
tained by looking into the refrigerators of different
people. But what can you actually find out about a
person or family by looking into their refrigerator?
And as a foreigner, can one get a better insight into
another culture through their fridge?

The Refrigerator

© Heidi Hove, 2013 - Heidi Hove, 2013.

Cover and Layout: Sarrita Hunn
Print: Creative Litho Inc., St. Louis, MO USA
ISBN: 978-87-996683-0-4

Isolation Room/Gallery Kit - 5723 Dewey Avenue, St. Louis, MO 63116



CONTENTS

Introduction

Questioning the Banal »
3
“Heidi...invites us to consider the g
cultural, social and political norms revealed X
by reframing a common refrigerator.” §
S
Feeding the Cube o
=8
“The constant contestations and discussions §
revolving around art and the white cube seem 3
to make the notion of contemporary art seep S
through the frantic grip of our concepts.” ;"',
§_
<
How did it end up in there?
“What we eat has always been a part of our E
identity — whether we have had to hunt or o
gather for it in our surroundings, grow it 5
ourselves or just buy it in the nearest 18
supermarket.”
What’s in a bottle of pre-made
Hot Wing Sauce? <
Reflections on the Semiotics of Food 5
I
“Opening someone’s fridge is like a biopsy %

that let’s us diagnose who we’re really
dealing with.”

The Encounter

9AOH IpIsH



INTRODUCTION
QUESTIONING THE BANAL

1

From hotel door signs to common street trash,

the objects used and referenced throughout Heidi
Hove's conceptually-driven practice could be
generally categorized as banal, so lacking in
distinction they remain unquestioned. However, it
is just this commonplace quality that charges each
object, each subject, with unconsidered significance
that is ready to be unleashed as soon as she recon-
textualizes it - exposing the cultural, social and
political norms that we regularly take for granted.

In 2007, Heidi produced an exact replica of a sign
she stumbled across at The Wharfin Santa Cruz,
CA and had it installed outside the Odense Airport
in Denmark. The text on the sign included common
phrases seen all across America:

“Do not feed the birds”
“No dogs”
“No alcohol”

In our individualistic society, we do not question
these signs as much as we ignore them. However,
placed in a Northern European context where social
consciousness is the norm, these signs become
absurd statements of prohibitive control. They
imply the reader has no common sense, or at least
cannot (and should not) think for themselves. Our
relationship to these signs, whether they are com-
monplace or out of place, tells us a lot about our
cultural politics. These complex dynamics can be
illustrated by the famous Karl Marx quote (referring
to Lustgarten in Berlin during the revolutions

of 1848):

“It is impossible to have a revolution in a
country where people ‘stay off the grass’.”
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Heidi Hove

Many times, Heidi’s actions take the form of poetic
gestures. FFor a later project, she imported a com-
mon park bench (also from the United States)
inscribed with the title TN MEMORY OF YOU”
and placed it in Sundholm, Copenhagen - a mixed
neighborhood that includes a shelter for homeless
drug addicts, a kindergarten and a conference cen-
ter. With this new juxtaposition, she asks:

“Is the bench in memory of you, me or the
area of Sundholm?”

A few years later, she installed a gas station-scale
solar powered “WELCOME” sign in the middle

of the West Texas desert and a permanent brass
plaque with the engraving “T am not here - I am
somewhere else” outside of a gallery in Los Ange-
les. More recently, she has (literally) framed the
defects of an industrial toilet paper roll, installed
abstract banners in rural Denmark that resemble
the common Derma “TFAMILY™ brand of liquid
hand soap, relocated a giant stone her grandfather
pulled from his field to a history museum in Finland,
and brought an everyday street scene from Dubai to
downtown Aarhus. With each new form she asks:

“Is it possible we might encounter these
things without any notice?”

Located in a working class neighborhood in South
City St. Louis, Isolation Room/Gallery Kit is a
unique exhibition venue that consists of a modular
“Gallery Kit” built inside of founders Danicl Mc-
Grath and Dana Turkovic’s dining room. The Kit
is meant to “isolate” a work of art for each exhibition
and encourages the viewer’s experience to be one
of depth over breadth. Openings or gallery visits
usually include a long chat with one or both of the
organizers - many times over a fresh cup of tea.

Considering this domestic setting, it is then perhaps
no surprise that Heidi has chosen their household
refrigerator as the focus of this current exhibi-

tion. According to a U.S. Department of Energy,
Residency Consumption Survey (2005), 99.9% of
American homes have a refrigerator - making it the
single most common appliance. Refrigerators, as
such, are something we don't give much thought to,
but considering they have only been mass-produced
since the late 1940s, this technology has arguably
had the quickest and broadest impact on our mod-
ern daily life.

For this exhibition, Heidi’s subtle act is to relocate
the refrigerator from it's normal location in Dana
and Daniel’s kitchen to the Gallery Kit. In the fol-
lowing essay, “Feeding the Cube,” art critic Carl
Martin Faurby discusses what it exactly means “to
take a fridge and put it into a white cube.” Addition-
ally, two social scientists examine the contents of
the refrigerator. Anthropologist Mette Krog asks,
“But how did it end up in there?,” and sociologist
Ulla Holm asks, “What's in a bottle of pre-made
Hot Wing Sauce?” T'o underscore the importance
of asking these seemingly mundane questions, con-
sider that St. Louis is also the world headquarters
of Monsanto, the leading producer of genetically
engineered seeds and an equally potentially dev-
astating pesticide, Roundup. The GMOs grown
from Monsanto’s seeds have been banned in many
countries and this tension is brewing to become one
of the most prominent global issues of our lifetime.

What is in a refrigerator? - indeced.

With this catalog, Heidi creates yet another con-
tainer to enclose many contents of the exhibition
and invites us to consider the cultural, social and
political norms revealed by reframing a common
refrigerator. I invite you now to look inside.
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FEEDING
THE CUBE

A couple of years ago I got the assignment to
entertain a Chinese artist doing an exhibition where
I was working. He, a Buddhist, and I, a fallen
Catholic, quickly fell into talking about religion. He
believed that humans were descendants from beings
from outer space: ephemeral entities of energy most
likened to spheres of light. Struggling to survive on
earth, they started eating from it: plants, animals
and so forth. The remnants started sticking to them
and they grew physical bodies with earthly needs
like sex and sleep. I kind of found the story silly,

but both being art lovers we found a kinship in the
enjoyment of entertaining the notion. We did what
people in the so called “art world™ usually do: we
continued the discussion.

The constant contestations and discussions revolv-
ing around art and the white cube seem to make

the notion of contemporary art seep through the
frantic grip of our concepts. Instead of delineating

a core concept, we are left with a cloudy construc-
tion that we continue to feed with the production of
artworks, texts, talks and images. So the outline of
the white cube and contemporary art must naturally
be this - the continuous discussions of it. This is its
core product - its body. Only through discussion
can it keep its constant contemporary relevance -
morphing into new sensical forms that perform and
sustain the production of art.

Heidi Hove has decided to take a fridge and put it
into a white cube. She had an idea and decided to
act on it: an act that really wouldn’t make a lot of
sense without the ideology of the white cube. But
what a wonderful thing to do: Perform an act, turn
it into a sculpture, rendering it manifest, giving it a
body, and offering it as a conundrum to the visitors
of the home where the cube is set.
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Mette Krog
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Heidi Hove

On entering the space, the ideology of the white
cube turns the everyday kitchen object into some-
thing worth contemplating. It opens up an array

of cognitive dimensions. One of which allows the
symbolic meaning of the objects surrounding us, to
spill over and into each other. The symbolic (and

in this case deconstructed) white cube space turns
the everyday and private object into a sculpture that
again turns the contents of the fridge into sculptures
and so forth, but also the other way around: The
white cube is turned into a container, that, with the
symbolic support of the fridge, seems to artificially
uphold it’s contents.

Hove's act creates a situation where the space and
the object seem to feed on each other in a reciprocal
action - a kind of cannibalistic mode of production.
"The situation seems both full of life and ready to
die the moment the walls drop and we go on with
our everyday lives. And so the ephemeral act grows
a body that feeds and tweaks the cube: a sphere of
light momentarily stuck on earth.

HOW DID IT

END UP IN THERE?

R

oDk

“You are what you eat.” This saying has
been a part of dietary advice campaigns
in both Denmark and the US. It basically
means that if you eat healthy you will be-
come healthy. But there is a deeper mean-
ing to this saying...

What we eat has always been a part of our identity
- whether we have had to hunt or gather for it in
our surroundings, grow it ourselves or just buy it in
the nearest supermarket. In a society where nearly
everything is available to us, our choices become

a construction of our identity. But what is it that
forms our food choices? And why does the refrig-
erator feel private? Why do we think we can tell so
much about a person, family or culture by having a
quick look inside this particular appliance?

A selection of choices

‘What ends up in our bellies is determined by a long
list of factors - some of them conscious choices,
others unconscious. These choices are based on
different kinds of knowledge - some days we might
buy fish because we know we need vitamin D,
sometimes we use our knowledge of diverse dietary
advice like eating “5 a day,” and sometimes we just
buy a turkey because that is what we eat on Thanks-
giving or ice cream simply because we are craving it.
These are different types of knowledge that can be
contradictory, but which coexist side by side and are
brought into play in different contexts.

The French sociologist Emile Durkheim describes
these different forms of knowledge as Science,
Practical Theory, and Art. It might not seem as if
we use a lot of scientific knowledge in our everyday
food choices, but it has become pretty much the
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norm now that most people have quite specific mi-
crobiological knowledge about food. We might not
understand how our house is constructed or how
our car can run on gas, but we know which minerals
and vitamins we need in our diet and where to find
them. And naturally, the dietary advice, we (some-
times) follow, is based on science. Dietary advice is,
however, part of the knowledge type Durkheim calls
Practical Theory. It falls between Science and Art
incorporating all theories about food and health.

To me Art is the most interesting of the knowledge
types. It has to do with cultural norms, tastes and
habits. It is those actions that we do not really think
about or question. When it comes to food, we call
this knowledge type “the art of cooking™ or “eating
patterns” or “food tradition.” In Denmark, for ex-
ample, liver paste is eaten on rye bread topped with
cucumber or pickled beets. Never marmalade. Mar-
malade is, however put on cheese. Why? Because
that is the way it is.

If asked about this, we might try to explain it with
the notion that some tastes go better together than
others, but the truth is that we never really ques-
tion these food preferences. Just like we never really
wonder why we do not eat cat or snake like they do
in other parts of the world.

How free, then, are our food choices?

There is always a reason behind our choices. This is
why it is possible to say something about us just by
looking into our refrigerators. If it feels so private it
is because we are not in full control of the signals it
sends - because we are not always conscious of our
selections and we are not alone in deciding what
possible choices we have. Our cultural and social
background affects us and forms both our possible
choices and our preferences.

In the social science study of food, Denmark and the
US fall roughly into the same category - both are in-
dustrialized, Western, postmodern socicties where
food overuse often leads to health problems. In fact,
many food trends, products and problems that start
in the US eventually find their way to Denmark.
When it comes to knowledge about consumption, if
you want to foretell the future in Denmark, all you
have to do is look at what is going on in the US.
Whatever is trending there will certainly come along
shortly.

In both countries, culture serves as a social force
that gives moral power to our food choices. You
could try to resist, but there would be consequences.
You can eat (almost) anything you want, but if your
practices do not fit with social norms, you risk, for
example, social exclusion. In Denmark, there is also
a tradition of the state imposing economic conse-
quences on citizens who do not eat according to
social food moral as taxes are put on unhealthy food
that contains a lot of fat or sugar.

So, what ends up in the fridge is not just

a question of preferences and taste. And
our choices are not just formed by dietary
advice or political views either. Culture,
tradition, public views and state regula-
tions all affect, or even dictate, our choices.
And without knowing it, we do not single-
handedly decide what goes in our shopping
bags, our refrigerators and eventually our
stomachs.
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WHAT’S IN A BOTTLE OF
PRE-MADE HOT WING SAUCE?
REFLECTIONS ON

uuny ejies

O
THE SEMIOTICS OF FOOD &
1
Over the last couple of years the national Danish %
5 INTIAL SETTING broadcaster "DR” has run a popular prime time =
9 COLDEST show called "Show Me Your Fridge.” In every m
FRESH FOOD episode, two anthropologists are assigned the task g
of identifying a particular person with the help of =
cue cards consisting of food items which that person <

keeps in his or her fridge. Can by can, jar by jar, the

identity puzzle unfolds until it is partly or entirely

solved. The underlying rationale of the show is that =
what we eat can and does provide access to some o)
deeper truth about who we are. Opening someone’s o)
fridge is like a biopsy that let’s us diagnose who X
" Lo X
we're really dealing with. 8

On a broader level, this way of thinking is perfectly
in line with those widely accepted social scientific
theories of consumption, according to which our
lifestyle choices are inextricably linked to social
background categories - whether they be class,
gender, or race, ete. So the logic goes, every single
product that we own or fancy - be it alimentary or
otherwise - is a carrier of profound meaning that is
bound to reveal the basic characteristics that define
our person: who we vote for, how much we earn,
what we think of illegal immigrants, whether we
went to college or not, etc. If we follow this logic
then, for example, if your fridge contains no vegeta-
bles, white bread instead of wholegrain, Budweiser
instead of Beaujolais, and pre-made hot wing sauce,
it is an indication that youre not into modern art,
never read a book in your life and probably grew up
in a white trash neighborhood.
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Not only do many social scientists take this to be
common sense knowledge; somehow our intuition
tells us that it is true, that our surface is a mirror that
never lies about our true selves. Thus, no matter
what we stuff into our fridge, it will betray us.

You can run, but you cannot hide!

Except, what if the person in question just happens
to like pre-made hot wing sauce or a particular
brand of mayonnaise for no other reason that they
stimulate his or her taste buds - how much does
that really "say” about who that person is? And what
happens to all the meanings and messages that these
products are supposed to convey? Or, let’s take an-
other example: What if the Muslim head scarf is not
a “symbol” of religious repression and female submis-
sion, but may be worn by some Muslim women as a
fashion accessory, as pure embellishment?

"This exhibited performance seeks to address these
types of questions. It examines the surface/depth
relationship and asks if, and to what extent, we

can rely on the objects around us to transmit true
insights about other people’s personality, views and
identity.

Also, the relocation of the refrigerator from its usual
habitat in the kitchen into the exhibition space in the
dining room is an essential part of the performance.
"The dining room is the very center of intimacy of a
house; it is where the masks come off. But, at the
very same time, it is also the center of staging; it is
where we put our finest silverware and china on
display and where we engage in impression and
appearance management. The dining room, then,
has a highly ambivalent function as both front and
backstage. Thus, placing the fridge in this particu-
lar room is a gesture intended to emphasize the
question of how much food - and other artifacts in
general - can really tell us about our true selves.

THE ENCOUNTER
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