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SETTLING IN 

Icebox (Just like Grandma used to make it) was an exhibition 
initiated by #3 Gallery in April 2018. Artist Daniel Hoffman 
worked with the micro cube in residence at his studio in the 
months leading up to the exhibition that would be situated at 
the residence of Doenja Oogjes and Alexandra Box-McCoy.  
 
Zoopolis¹ is a model for future cities theorized by Jennifer 
Wolch of the University of Southern California. This model 
advocates for the renaturalization of cities, where we form 
our infrastructure around rather than over or through the non-
humans that live among us. The context of Daniel Hoffman’s 
work, however, seems to look beyond such a theory to a world 
where humans are eliminated from the equation, leaving man-
made technology to mutate by it’s own agency. The work for 
Number 3 Gallery’s exhibition Icebox (Just like Grandma used 
to make it) situates the fruit of man’s technical labour and the 
natural fruit of the earth in an setting wherein they have adapted 
symbiotic ways of survival in this imagined post-human context. 

In occupying a home this project offered a confusing disruption 
of space, reshaping the inhabitants daily use their residence. 
The dwelling cum-exhibition space offers a juxtaposition of 
aesthetics. With the walls and floors of the garden level suite 
veiled in poly plastic sheeting, the remains of a vibrantly lived 
in home become mere shadows within the newly clinical 
environment. Lit by a single caged shop light and #3 Gallery 
itself, one invites associations to a combination of squatter 
and DIY laboratory settings. Many elements of the work, the 
rotting fruit, for example, beg reference both to classical forms 
of still life representation as well as to the invisible language of 
Hoffman’s world, where anthropomorphization, ironically 



enough, seems to stand at an arm’s length. Though the various 
sculptural aspects of the installation are seemingly connected 
by a variety of  medical apparatuses (ie. IV drip-style tubage), 
no active system transfer is visible. The room itself is like an 
icebox - aside from the viewer, nothing moves. 
 
This invisible system of transfer can be used as a way to describe 
the Icebox project as a whole. With the critical thinkers involved 
coming from various academic and artistic backgrounds, a 
great number of ideas were exchanged through the planning 
and execution of this project. Box-McCoy, an artist completing 
her BFA at Emily Carr University of Art and Design includes 
writing and images that reflect on her experience living with the 
exhibition. Doenja Oogjes, completing her PHD in speculative 
design at Simon Fraser University, speaks generously to the 
conflation of binaries that exists between art and design. 
Frequent collaborators Simon Hauck and Daniel Hoffman 
include visual documents that pertain to the exhibition and 
concepts explored through this project. Much of our collective 
reflection falls directly in line with both the artist’s concept of 
survival through adaptation and #3 Gallery’s interest in how 
such artworks can mediate or alter quotidian interactions with 
space.  

1 Wolch, Jennifer R., and Jody Emel. Animal Geographies: Place, 
Politics, and Identity in the Nature-Culture Borderlands. Verso, 1998.
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IN CONVERSATION WITH DOENJA OOGJES

Tuesday May 1st 2018 8:16 pm residence of Doenja Oogjes 
and Alexandra Box-McCoy: Our intention going into this 
conversation is to discuss dichotomies that exist between 
contemporary art and design. Knowing that it’s a very broad 
spectrum with much debate, we will do our best to frame it in the 
context of our mobile curatorial project, and your speculative 
design practice. 

#3- When we were putting this publication together, you 
were reluctant to be categorized as an artist. Could you talk 
a bit about why that is?

D.O- That has nothing to do with my perception of artists, I simply 
don’t have any formal artistic training. I did my undergraduate 
studies at a technical university in the Netherlands. Though I do 
draw on art practices, it seemed like it would be disrespectful to 
artists who have gone through all their specific training to get to 
where they are. I don’t have to defend myself on the same basis 
as artists do when it comes to talking about the work I make. 
Our work at the Everyday Design Studio is also very clearly 
outlined as research, and that is where our intentions lie. Our 
objects have research questions embedded in them and are 
meant to contribute to a specific community. My supervisor and 
I have discussed how one of the dangers of our work, being 
outside the realm of traditional design, is that it will be mistaken 
for art objects.

#3: You mention that you draw on contemporary art practices, 
and The Everyday Design Studio has collaborated with 
artists or institutions like Emily Carr for certain projects. 
In these instances how does your practice blur the division 



D.O- We don’t set out to create that dichotomy. We create 
objects that are purposely strange, but they have goals to fill 
through their abstract functions. They are supposed to look 
like a well developed design object (which in my opinion is an 
object that integrates seamlessly in the home). We reach out 
to places like Emily Carr so that we can have a hi-finish object, 
one that blends in with other objects in the home, which is a big 
part of what we call material speculation².

#3- Okay, so you conceive these conceptual objects that 
exist in the home, which is very much in line with #3 Gallery’s 
initial purpose. Whereas you are a designer seeking out 
artists to create the vessels for your research, we are artists 
who sought out a designer to make the structure for our 
project. I think it’s interesting to consider the hierarchies 
that separate the relationship of art and design, yet here we 
have two prime examples of how they work symbiotically. 

D.O- Yes, but then again they are separated by intention. 
Part of the reason I was hesitant to be labeled an artist in 
conjunction with this project is because of the respective 
language we both use. 

#3- I’m glad you brought up language. 

D.O- When you guys describe what you do as your practice, 
that’s not a word I am custom to using to identify what I do. 

#3-  right, our artspeak is showing (haha?)

D.O- Now that we’ve been talking about this, I have started to 
consider that my work as a research practice. 



#3- Perhaps a lot of these binaries comes down to the fact 
that we aren’t well enough versed in one another’s language, 
and academic systems are at least partially responsible 
for that divide. Moving forward, we were interested in 
discussing with you what comes out of a situation where a 
non invasive objects become invasive, as in the shift of our 
gallery’s presence through the ‘Icebox’ project. Do you see 
similar things occur given the agency of your objects when 
they are placed in participants homes?

D.O- That is part of why I was so excited to host #3’s project. 
I figured it was probably good to experience the other end 
of what my research usually involves - having your home be 
altered, and figuring out how to live with it. Icebox is a pretty 
extreme example, I suppose. Even though it’s mostly a visual 
difference (plastic sheeting covering all walls and floors), it still 
messes with your perception of space. 

#3- I struggle to find the language to describe the act of 
living with this kind of artwork. It’s not hanging on the wall, 
but rather a durational alteration of space. I want to say 
performance, but it’s not necessarily one of a conscious 
nature. Maybe unconscious performance? 

D.O- Everything you take for granted in your home can 
become emphasized by the introduction of something strange. 
Designers often disregard just how disruptive something might 
become when it’s placed in the home for a study. You are 
asking a lot of  your participants. 

#3- Have you experienced #3’s placement in your home 
differently because of this consciousness? 



D.O- We do test our own products in our personal homes 
before sending them off to others, but of course that experience 
is super biased. I was excited about #3’s project because I 
expected it would be something I had less control over. 

#3- In a general sense, I wanted to ask you what you think 
ties our project to the work that you do in design.

D.O- Well, a clear answer would be that we both explore ideas 
around the home in relation to objects, and involve participants 
who end up living with our products. Our goals are similar 
when you think about this project as well, because we are both 
publishing about the results of a durational work. We make 
alternative ‘things’ and by living with them, alternative worlds 
emerge. 

#3- What happens to your objects when they are no longer 
in their research placements? The work made for our gallery 
no longer exists outside the realm of the micro cube, as all 
the work thus far has been custom made in response to the 
specificity of scale. 

D.O- Well, at the moment we have a few objects living in the 
Everyday Design Studio at SFU Surrey.

#3- How do you see their purpose or their function outside 
of their intended context?

D.O- They are kind of standing by - they could be deployed 
again for the study. Some of the objects are of particular favor 
to us so when they aren’t out for research, we designers get to 
have them in our homes to see how they are working, and how 
we might want to change them. Some are in pieces. We are 
activated by them, they are activated by us. 



Lyssna, a ‘hearing aid for your fridge’ is part of Doenja’s master thesis 
done in collaboration with the Technical University of Eindhoven and 
the Everyday Design Studio at Simon Fraser University.

2 Material speculations are designed artefacts crafted specifically 
to ask research questions. These artefacts are counterfactual in the 
sense that they are counter of what you would normally design, yet at 
the same time they fully exist and can be taken up into daily practices 
and lived with. Our inquiries emerge from the lived-with experience and 
observed existence of these artifacts.

Wakkary R, Odom W, Hauser S, Hertz G, Lin H. Material speculation: 
Actual artifacts for critical inquiry. In Proceedings of The Fifth Decennial 
Aarhus Conference on Critical Alternatives 2015 Aug 17 (pp. 97-108). 
Aarhus University Press.
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CONTRIBUTOR BIOGRAPHIES

Alexandra Box-McCoy is an artist and writer currently 
studying Visual Arts at Emily Carr University of Art and Design. 
Alexandra’s practice focuses on ceramics, performance, and 
printmaking.

Simon Hauck was born in Chilliwack BC. He makes and looks 
at art in Vancouver and has a Bachelors in Fine Arts from Emily 
Carr University. 

Daniel Hoffman was born and raised in Sooke, BC where 
he was fortunate to have been surrounded by untouched 
wilderness and organisms that transcend costal human life. 
He now lives and practices between the island and Vancouver, 
BC, where he received his Bachelors in Fine Arts from Emily 
Carr University of Art and Design in 2017.

Doenja Oogjes is a PhD student at the Everyday Design Studio, 
a research lab at the school of Interactive Arts and Technology, 
SFU. Her research explores the design of digital domestic 
technologies using speculative design and integrating 
indirect ways technologies mediate our everyday. She holds 
a Bachelors and a Masters in Industrial Design from the 
Technical University of Eindhoven, Netherlands. Prior to joining 
the Everyday Design Studio, she has worked as a research 
assistant at the Interactive Institute in Eskilstuna, Sweden.

Number 3 Gallery is a not for profit, mobile curatorial project 
focused on initiating collaborations with emerging contemporary 
artists and spaces. As a satirical response to the lack of feasible 
real-estate spaces in Vancouver’s economic landscape, the 
small, portable scale of #3 gallery allows for exhibitions to travel 
and take place in a variety of contexts. #3 Gallery is curated by 
practicing artists Julie D. Mills and Julia Lamare. The project 
was conceived and designed in partnership with Logan Mohr 
and Pongsakorn Yananissorn.




