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 Editor’s note, third issue

This is our third official issue. Like the other is-
sues, it features work of 8 artists who are all 
emerging in their own right. The many layers of Ber-
lin, its art, architecture and of course its people, 
makes the diversity between this set of featured 
artists, feel natural and logical. Their work, phi-
losophies and great energies touch upon so many as-
pects of the city that I hold dear to my heart. A 
city that, in the past two years, has not fully been 
able to be her wild self. While writing, we identi-
fied patterns of facade, borders and domesticity in 
all the works, which felt so related to Berlin in her 
natural state, as well as her current state of inter-
lude. In this edition, the artists are woven together 
by poems about those states. All poems are written by 
other women, and are selected by Lara O’Toole. In our 
videos, the artists are connected through the sounds 
of Berlin-based musician Kutmah. 

This issue also had many firsts. It was the first is-
sue abroad for me. The first issue where I met all the 
artists in their studios for an interview, and got to 
see all their incredible work from up close. It was 
the first issue that so many different people contrib-
uted to: from photography, to writing, to design, 
campaign video editing, music - whom I all want to 

thank wholeheartedly once again. Especially Carmijn 
Dura, who came all the way to Berlin to take out-
standing photographs of the studios, and Giulia Bie-
rens de Haan, who is still by our side as a graphic 
designer and made everything come together beautiful-
ly. And Rutger Lysen, el puto amo (according to my 
fab intern Sol) video editor. And to all the artists 
of course: Thank you. 

I couldn’t be happier to kick off the new year with 
this edition. I look forward to everything that is to 
come: we received support for our upcoming fashion 
edition, that will be printed and sold this year. We 
are looking in to editions in other cities, collab-
orations with platforms and have another exhibition 
planned in Holland in March. 

But first things first: time to revel in lots of Ber-
lin beauty.

      XXX Marguerite
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 Part 1

Grins and Lies by Anna J Arredondoona

Should someone chance to catch a glimpse, 
Through my unguarded eyes,
Of those dim regions where the shadows lurk,
I quickly yank the shutters down,
Then straighten my disguise,
And minimize the damage with a smirk.
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Alex 
Roberts

Alex Roberts is an artist who lives 
and works between Berlin and the 
UK.  She works with paint and trans-
lucence, addressing paintings’ sur-
face, layers and spatial depth, via 
the play of colour and immediacy of 
marks.  Testing the sliding scales 
of figuration and abstraction, her 
focus is how we perceive identity, 
change, and encounters.bi
o

Midpoint VI, 2021, Pigment and oil on polyester, 140 x 120cm (right)



You wouldn’t know, meeting Alex Roberts, 
that facades, the hidden or unspoken, and the 
guarded, private self are such deep fascina-
tions of hers. In conversation and, indeed, 
in her work, she possesses an irresistible 
honesty and vulnerability, but perhaps this 
can only be achieved when an artist can em-
brace the façade, peel away at the chips in 
its surface, and stare boldly into the under-
neath. But where did this come from? Is one 
born with this quality?

“When I was in art school, I knew I could 
draw, and if there was a set of keys on the 
table, well, I could draw that. But, I remem-
ber art tutors, they were like ‘Well, you’re 
not really giving us what’s really there. 
You’re just showing us your skillset.’”

Her work, in her own mind, lacked maturi-
ty, then: “Later, I was going to go off to do 
the next part of art college [her MA], and I 
got to the interview and, actually, I had all 
these lovely, simple, little abstract colour 
panels around the interview room, and the tu-
tors were all very excited, and it was really 
obvious, to me, that 

“I didn’t know what my work was about.
“I could paint, and I had a link, a kind 

of curiosity with colour, but I hadn’t al-
ways lived enough. I didn’t know what I 
needed to reveal at that stage. I was still 
quite young.”

“I didn’t know what my work 
was about.”

Should Someone Chance 
to Catch A Glimpse

She showed unmistakable promise, but ulti-
mately her professors agreed. Upon applying 
for her MA, Roberts had begun setting up a 
studio of her own, and so she took some time 
away from her studies to continue settling 
that space.

It was at that point that Roberts’ life 
handed her experience. “Life threw me quite 
a curveball that I didn’t expect, and it was 
really quite tough, but like all of us, we 
get challenges in life. I’d just graduated, 
and all my peers were going on to exciting 
things. And something unexpected happened 
that changed everything for me.”

 As in her work, her revelations are 
spontaneous and candid. Speaking to Alex, 
experiencing her work, one feels compelled 
to know more, to dig deeper, and, over time, 
this has become a staple of her work.

“I don’t know if what transpired was a co-
incidence around that time. I felt the col-
our work was really interesting, but it maybe 
wasn’t enough. Then, the image, or rather the 
behind, the back of the painting, started to 
become really important.”

Nowadays, her work combines figuration and 
abstraction. Her paintings feature the kind 
of tension that is difficult to look away 
from, in terms of form, colour and subject 
matter. Body language is poised – her sub-
jects provide insights into how we present 
selfhood, but the private self is present, 
hidden underneath. “There’s been a kind of 
fusing of, like, inbetweenness: oscillating 
between figuration and abstraction, observa-



tion and just playing with materials or mark 
making, or the between public and private.” 

There is, however, a play/battle between 
image and figuration that persists, and Alex is 
conscious of the (sometimes seductive) power 
of the image. “Say, I’ve seen someone that’s 
looking awkward or something, well, actual-
ly I’m painting awkwardness, but I’m starting 
with a something/ someone that I’ve seen. 

“I’ve got to be really careful, sometimes, 
that I’m not reproducing a photo. For me, 
I start with a memory or found imagery or 
sketches or photos, and I collect these ob-
servations. I’m starting there, but the work 
isn’t about recreating a scene. It’s about 
capturing something that isn’t necessarily 
visual and communicating that to the viewer 
in a visual way. The work is about painting.”

It is a fine line, because these characters 
feel unique, distinctive, real – as though 
plucked from our reality and transported into 
Alex Roberts’, through a looking glass to 
world of colour. So, where do they come from? 
“They’re made up. They are people I’ve cap-
tured or seen. So, they’re not anyone I know 
– they’re characters that I’ve seen a glimpse 
of, or I’ve found bits of newspapers. Maybe 
the subjects come to me. They choose me.”

 What makes a good subject? What piques 
her curiosity? 

“People kind of behave in a 
certain way. You know, they’re 
chatting to you like this, but 
maybe their hand is clutching 
like that. That’s where the 
story is: the hand.”

“People kind of behave in a certain way. 
You know, they’re chatting to you like this, 
but maybe their hand is clutching like that. 
That’s where the story is: the hand.”

She is drawn to the fickleness of individ-
uals, their “falsehoods”. “There’s a lot of 
genuineness in people, but also, we’re such 
changeable creatures.” Alex’s paintings re-
mind us that there is something profoundly 
authentic in human inauthenticity.

 In life, she surrounded herself with 
people who shared this interest in perfor-
mance, for a time at least. “I became friends 
with a load of actors, and they were bril-
liant. They were very good at… they acted 
out, they became characters for me to paint, 
but then I had to be really careful that I 
wasn’t creating a fakeness.”

 Above all else, Alex Roberts displays an 
acute sensitivity to human beings and our sil-
ly little habits. Her work challenges our ten-
dency to hide behind a mask, but in confront-
ing this performance, she lays herself bare. 
“There is something about a façade. I mean, 

I think everyone has mannerisms to balance 
and protect themselves. In a way, I think 
that protection is naive.”

Perhaps most curiously of all, she does 
not know exactly what it is we attempt to 
shield ourselves from. “I don’t know. Where 
does it come from? I don’t know is the answer 
and that’s probably why I’m painting because 
I’m trying to figure it out.”

A writer for the New York Times, Tim Krei-

“I think everyone has mannerisms 
to balance and protect them-
selves. In a way, I think that 
protection is naive.”



Currently, Alex is working on a new body of 
work: a fresh series of paintings, ‘absorb-
ing women’, “stemming from my recent encoun-
ters in my hyper-localised home (beloved 
Berlin)”. She is also curating an exhibition 
that will launch in Berlin, Spring 2023, 
pulling a group of European painters togeth-
er. Smaller works continue to be exhibited 
via @torncontemporary and torncontemporary.
com. Finally, Alex has also been selected 
for and will feature in the Contemporary 
Art Collectors Art Book – a new publication 
celebrating 100 artists that is due to be 
published at the beginning of 2022.no

w

der, submits that in order for us to reap the 
rewards of being loved, we must first suffer 
the mortifying ordeal of being known, and 
Alex’s subjects are tantalisingly unknowable. 

Of course, one must wonder what she uses to 
protect herself. Where is her story? Does she 
have something to hide? “I think we all do.”

While she understands that the basis of 
connection is vulnerability, her subjects 
resist connection. They draw you in, all the 
same, like a warped mirror. The viewer is 
in there, but not in the way one tends – or 
wants – to see oneself. 

“The more honest you are, the work then 
starts to become more universal for every-
body else.”

While one might resist identifying with 
(or, at least, admitting to identifying with) 
the insecurity in Alex’s paintings, one can-
not help but feel a sense of kinship with 
Alex, herself. She exudes all the warmth and 
vulnerability that her subjects desperately 
want to keep hidden. Furthermore, hearing her 
speak about her painting, her chance encoun-
ters with strangers on the Autobahn, one does 
not only feel as though she is understandable 
or honest. You feel known.

“I do believe as an artist that we have a 
responsibility just to shine a light on what 
our time is. And I think, without being re-
ally didactic or patronising, I don’t have 
the answers that anybody else doesn’t have. 
I’m just trying to understand what I see. 

But what I’m going to give you is what I 
see. And maybe that sometimes isn’t the nice 
bits. But possibly it’s the true bits.”

“The more honest you are, the 
work then starts to become more 
universal for everybody else.”

“But what I’m going to give you 
is what I see. And maybe that 
sometimes isn’t the nice bits. 
But possibly it’s the true bits.”

We are delighted that Alex Roberts has cho-
sen to share her unique perspective on the world 
through her work with us at ever_emerging. 



Midpoint II, 2019, installation view, Happy Hour, 2019, Kristin Hjellegjerde Gallery 
(Melior Place), London.



10 Uhr, 11B nach London I, 2018, Pigment, oil, pastel pencil on silk, 80 x 70cm.  
Image credit: Laurin GutwinMidpoint II, 2019, Pigment, oil, pastel pencil and pastel on silk, 140 x 120 cm  



Midpoint VII, 2020-21, Pigment, oil and pastel on polyester, 140 x 120cm Im
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Tracey 
Snelling

Tracey Snelling was born in Oak-
land, California USA. She attend-
ed photography classes in Northern 
California, and later attended the 
University in New Mexico, where she 
experimented with photography and 
other mediums. Tracey Snelling has 
exhibited in the Royal Museum of 
Fine Arts in Belgium and Palazzo 
Reale, Milan, among many other in-
ternational galleries, museums, and 
institutions. She has screened short 
films at multiple International Film 
Festivals, including San Francisco, 
Thessaloniki, and the Arquiteruras 
Film Festival Lisboa in Portugal. 
Her work has been included in the 
collection of the Museum of Fine 
Arts, Houston. Nowadays, she lives 
and works in Berlin. bi
o





Those Dim Regions 
Where the Shadows Lurk

Tracey Snelling’s sculptures and performanc-
es play with reality. Through them, she builds 
layers of facades, showing different versions 
of what is possible. Before Snelling began mak-
ing sculptures, as a student in Albuquerque, 
New Mexico, she already utilised art to demon-
strate that not everything is as it seems.

“I would photograph objects, tear my neg-
atives, paint on them, paint on the photos. 
I was always experimenting. I was also cre-
ating collages from old Life magazines from 
the 1940s. I would photograph them, and pres-
ent them as prints. What influenced me to make 
sculptures was a collage of an old apartment 
building that I had created, with the front 
wall missing. Each room was two dimension-
al, but the way I layered the images gave the 
rooms a three dimensional aspect.”  

That particular collage inspired her to in-
itially build sculptures of “buildings that 
wouldn’t really exist in the real world”, 
adding a cheeky “almost” at the end of her 
sentence, referring back to the possibility 
of their reality. 

When you come closer to her work, and ex-
perience the amount of detail and attention 
that has gone into every inch, her sculp-
tures are almost ‘the real thing’. As soon 
as she turns off the lights, and connects the 
sculpture to electricity, a whole city comes 
alive in her studio, which is also her home. 
Lights flash and miniature videos play clips 
of famous movies, in almost every shack, 
apartment, or shop that Tracey built. These 

sculptures are partially replicas of build-
ings that inspire her, but also memoirs from 
which countless tales and emotions surface, 
that she or others have experienced. To name 
a few: Berlin’s Mäusebunker and the buildings 
at Kotti, a chinese brothel, reinterpreta-
tions of Route 66 motels and pitstops, the 
infamous Four Seasons Total Landscaping in 
Philadelphia, where the Trump campaign held 
their last press conference in 2020.  

In the late 60s, the Neue Kreuzberger Zen-
trum was built at Berlin’s Kottbusser Tor. 
The NKZ was a result of a new Berlin archi-
tectural policy that spurned the capital’s 
old, romantic structures in order to re-
build from the ground up and to demonstrate 
economic strength. The result: something 
so brutalist, that it became beautiful and 
iconic. It now accommodates 1000 households 
and many more stories. Righteously so, it 
became one of the buildings that Tracey res-
urrected in her studio. 

“I’ve always been attracted to 
these kinds of somewhat ugly, 
yet beautiful places. I don’t 
quite understand why. I think 
they’re more interesting than 
a really fresh new building 
that’s very clean, that doesn’t 
show the history.” 



In Lorez Magazine, the NKZ was described 
as being “aesthetically anomalous” and having 
“no hope of similar company now”. That may be 
exactly what Snelling is drawn to so much: 
the unattractive kind of beauty that is at 
risk to disappear. With her sculptures, she 
conserves the structures and sequalizes the 
experience she had when encountering them. “I 
kind of feel like I’m preserving something, 
you know? It is likely that such places will 
die out, as they often don’t get rebuilt. By 
preserving it, I also feel a kind of owner-
ship of the place after I build it.”

By making films that feature live people 
in her sculptures, she creates another layer 
of facade. About films, she argues, “you can 
choose a short clip that can give a lot of 
information and context,” an effect that she 
aims to incorporate in her sculptures. “My 
sculptures are three-dimensional nonlinear 
films, because you can observe different parts 
of them and see multiple stories”. Combining 
both film and sculpture, Snelling takes this 
play with reality a step further: you don’t 
have to imagine the stories that can happen 
in the buildings but are directly faced with 
different possible stories.  

“I made this film called “The Stranger”, a 
collaboration with Idan Levin, where we took 
the sculptures outside and shot them in the 
natural environment. We then filmed an artist 

 “My sculptures are three-di-
mensional nonlinear films, 
because you can observe dif-
ferent parts of them and see 
multiple stories”.

friend against a green screen and inserted him 
into the small scale cities. I made another 
video with Arthur Debert (produced by Kuens-
tlerhaus Bethanien) at the end of 2020, using 
similar techniques. In this film, A Poem is a 
City, named after and containing narration of 
Charles Bukowski’s poem, I play various charac-
ters and wander the streets of my sculptures.”

By literally placing the viewer in her 
buildings, making them actors, Tracey further 
blurs the lines between fiction and truth. You 
become a witness to the different stories 
that are hidden under the facade and have the 
active role to choose what to believe.  

She does so by utilising aspects of per-
formance in  her life-sized room installa-
tions, which are both realistic and surreal. 
One of these installations was “Woman on the 
Run,” first presented in 2008 at Selfridges, 
London. A life-sized motel room and motel, as 
well as varying scaled buildings, constitut-
ed the installation in which Snelling herself  
and some of her friends were the actors that 
populate the installation. The work features 
a woman who goes “on the run” after her hus-
band disappears, but it is never specified 
what happened and whether she is guilty of 
something. It is up to the viewer, who can 
wander through the room and alley, to decide 
what she has done or “what you want her to 
have done.” The work is both an homage to film 
noir and a feminist commentary on both the 
genre and society.

Another performance work featured multiple 
live performances: a woman crying in front of 
a tv, covered in blood in a white prom dress 
like the film Carrie; two men dancing, having 
their own prom night; the artist getting a 
tiger tattoo on her arm; as well as about 20 
other performances in two life-size rooms: a 



bedroom and a living room. These performances 
make the viewer wonder about what happens in-
side a home when no one is watching; whether 
what they are witnessing is the reality of 
what people do when they are alone and freed 
of their any disguises, a theme that really 
intrigues Tracey Snelling. 

“When people are alone, they do real-
ly strange things, and also really mundane 
things. I feel that you get the true essence 
of people if no one’s watching them. And I 
like the idea that everyone is kind of a 
freak at heart. People walk around portray-
ing themselves as very normal usually... Not 
in Berlin so much, but in other places. But I 
like this idea that people are all strange.” 

This is one of the reasons why she enjoys 
living and working in Berlin. “I feel like 
Berlin has more freedom than any other place 
I’ve been.” In Berlin, she says, people do not 
hide under a facade. They show their story as 
it is. “People have seen everything here. They 
don’t care. And I like that feeling.”

“When people are alone, they 
do really strange things, and 
also really mundane things. 
I feel that you get the true 
essence of people if no one’s 
watching them. And I like the 
idea that everyone is kind of 
a freak at heart.”

Presently, Tracey is preparing for the 
prestigious Roman J. Witt Residency/
Fellowship at the University of Michi-
gan, where she will work with students 
to realise a travelling public project 
about safety and adequate housing in these 
chaotic times. This coming spring, Tracey 
will partake in the Tokyo Art and Space 
International Creator Residency Program 
2022. She will have a large solo exhibi-
tion in Munich in the fall with Pulpo Gal-
lery, and she will exhibit at the Ludwig 
Museum in Budapest at the end of the year.no

w



Kotti, 2018, mixed media sculpture with video, 72 x 122 x 90 cm, courtesy of Aeroplas-
tics Contemporary, Brussels.



Lost Year Motel, 2020, wood, plaster, paint, metal, lights, fabric, lcd screens, 
media players, electroluminescent wire, water, speakers, transformer, 70x127x70 cm, 
courtesy of Studio la Città, Verona 
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Inês 
Cabral

Inês Cabral is a visual artist who 
studied Fine Arts in Lisbon (Por-
tugal), in The Hague (Holland) and 
in Valencia (Spain). In 1997 she 
graduated in Painting at the FBAUL, 
University of Lisbon. Since then she 
has exhibited in single- and group 
shows, being selected for interna-
tional biennials and art prizes as 
well. Besides her artistic career, 
she has taught in secondary schools 
over nine years a wide range of 
subjects such as Drawing, Art His-
tory, and Design, among others. 
Since 2007 she has lived and worked 
in Berlin and Lisbon, where she has 
taken part in pedagogical projects 
and is developing her artwork main-
ly in the area of painting.bi
o







In 1900, L. Frank Baum wrote two books: The 
Wonderful Wizard of Oz and The Art of Decorat-
ing Dry Goods, Windows, and Interiors. It is 
strange to think that one mind composed two 
foundational pieces – one a pioneering work of 
modern advertising and the other a cornerstone 
of popular culture – that are so formally dif-
ferent. However, when it comes down to it, they 
share a stark commonality: the human capacity 
to invest in the facade. It’s tempting to be-
lieve that Dry Goods, Windows, and Interiors is 
the more cynical piece (“Here’s how to shift 
goods by pretending they’re something more than 
they are”) and that Wizard is a more wholesome 
warning against the man behind the curtain. 

However, Inês Cabral’s Am Fenster series bridg-
es the gap between these seemingly opposite 
takes on the art of presenting a façade.

The series in question spans 10 years (so 
far), from 2009-2018. Often looking outward, 
sometimes peeking in, Am Fenster comprises 
front-room home windows. Inês has spent a lot 
of her time in Berlin and in the Netherlands 
where this phenomenon is a popular sight: warm 

“In Portugal, you don’t have 
a future as a painter. You 
draw very well. You will be 
an  architect. That was the 
mentality, the normal mental-
ity in the ‘80s and  ‘90s.”

I Quickly Yank 
the Shutters Down

lamps spotlight over goosefoot and aloe vera, 
dainty pots and coffee table reading peer 
through loosely drawn blinds. She maintains 
that the smaller towns boast the more inter-
esting, “sometimes bizarre” windowsills. The 
allure of other people’s houses has long been a 
fascination of Inês’, and in school, she con-
templated a career in architecture. I wanted 
to study architecture because I also very much 
like architecture, and because everybody in 
the family said, ‘In Portugal, you don’t have 
a future as a painter. You draw very well. You 
will be an  architect. That was the mentality, 
the normal mentality in the ‘80s and  ‘90s, but 
in the end my family supported my decision to 
become a painter In fact Painting was and has 
been inevitably my passion so I studied paint-
ing instead of architecture.” 

And these paintings have a distinctly ar-
chitectural feeling as well as a wonderfully 
uncanny quality, as though they’re digitally 
rendered in bold, often primary, colours with 
striking, busy patterns. . Her work tends to-
wards figuration, but there is something other-
worldly to them. “I would describe my work as 
technically, figurative… although  I fight a bit 
against hyperrealism. I bore myself a bit when 
I go too much into details in my work.”

The manicured windowsill is an unusual sub-
ject for painting and, indeed, window dress-
ing is a peculiar habit. Inês takes note of 
the “everyday life details” and stockpiles our 
funny little tendencies, presenting them in 
beautiful, bright colours. And colour is impor-



tant: “It’s very important. Colour is light. 
I could not imagine a world without colour. 
Colour gives  things a life– more reality. I 
guess it’s more expressive: the expression 
of the world. It’s also like gifts. Like 
happiness, I guess.” 

The objects in these windowsills are often 
nondescript: a leafy houseplant, some untitled 
books or magazines, and undistinctive blinds. 
Inês believes that there is an element of per-
formance in these displays: an attempt to be 
perceived as refined, minimalist, organised. 
However, she understands that we do not exist 
in a solely spiritual world, and objects and 
materials serve practical purposes as well as 
providing a more concrete mooring against which 
we can anchor our identities. “We communicate 
each other, ourselves, in the materials. I 
think the material connects with the spiritual, 
but we also need material. We need objects, we 
need things.” 

Inês’ viewpoint is invariably optimistic in 
her work, and she aims always to “look at the 
bright side” of the world around her. The prom-
inence of the houseplants in these displays, 
therefore, is merely a reflection of the world 
around her, rather than any cynical commen-
tary on hollow environmentalism or anything 
of the sort. “The plants came because of the 
windowsill, because they are always there! In 

“We communicate each other, 
ourselves, in the materials. 
I think the material connects 
with the spiritual, but we 
also need material. We need 
objects, we need things.”

my photo research, these windows are at least 
80% plants. I would say, in this series, these 
plants are not my main object, not my main in-
terest, but I find they are expressive, and I 
find they are there. And if they are there, I 
will paint them.”

Her sunny outlook elevates these mundane 
scenes to near oases of brightness and colour, 
and it is clear that the artist puts great ef-
fort into endowing these windowsills with beau-
ty. “People want that beauty in their environ-
ments, they want that pleasantness, and I think 
I also search for that. I know that art can 
also question, art can also shock, show brutal-
ity, reality. But that is not my direction.”

This tendency to find beauty in the mundane 
extends itself into another of Cabral’s series, 
“Alltagsmelodie”, in which she celebrates more 
everyday scenes – a woman carrying groceries, 
the objects scattered around the periphery of a 
kitchen countertop, a woman with a vacuum. Her 
subject matter is universal, and she includes 
such objects that are simultaneously so common 
in our day-to-day lives and yet so far removed 
from our artwork. Little should surprise us 
when it comes to her subject matter, but it is 
difficult not to smile at the appearance of Tup-
perware in this series. She admits to harbour-
ing a fascination for plastic.

However, Cabral does mention a caveat. “I 
don’t think people display valuables or very 
private information on their windowsills, es-
pecially when they live on the ground floor in 
big cities and the windowsill is seen by every-
one passing by on the street. The windowsill 
it’s really used more like a stage, a place for 
show and decoration and therefore to communi-
cate with the other side, the outside.” Cabral 
notices that, in our homes and our minds, we 
conflate the private with the valuable, but 



Cabral’s art points out that there is something 
valuable, beautiful, and worth exploring in the 
act of dressing one’s windows.

In a very uncomplicated way, Inês Cabral has 
found a “small stage” for the culmination of 
identity. The street-facing windowsill is the 
perfect middle-ground – and our silly little 
houseplants serve as quotidian omphali – to 
connect our inner sanctums with our outward 
projections of the self. In her Am Fenster se-
ries, she casts a sympathetic, uncondescending 
eye on the quiet philosophy behind the strange 
human ritual of dressing one’s windows.

Due to the pandemic, Cabral opted last year 
to show her work in the studio to private col-
lectors. Presently, she is seeking opportuni-
ties to exhibit the work in galleries, project 
rooms, and beyond.

Due to the pandemic, Cabral opted last year 
to show her work in the studio to private 
collectors. Presently, she is seeking op-
portunities to exhibit the work in galler-
ies, project rooms, and beyond.no

w

Lar doce lar, 2015, acrylic on canvas, 60x50 cm.



Idyllische Gaerten, 2018, acrylic on canvas, 160x120 cm (Right).

Peeking out, 2018, acrylic on canvas, 120x160 cm (Bottom Left).

Wedding, 2017, acrylic on canvas, 110x150 cm (Top Left).



Vive l’Orchidee!, 2011, acrylic on canvas, 30x70 cm.

Sorgenfrei, 2008, acrylic on canvas, 30x118 cm.
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 Part 2

The Attic by Vona Groarke

Between tea-chests and boxes
a strange assemblage lurks
of portraits and made relatives
and gadgets that don’t work.
 
As nature abhors a vacuum,
it follows that beneath
the roof, suppressed desire
should accumulate, as heat.
 



rjablo.com
@rljablo

Rachael 
Jablo

Rachael Jablo is a Berlin-based 
US-American artist who works with 
photography, installation and col-
lage. Dealing with issues of the 
feminine, the body and mythology 
using botany and abstraction, she 
joins analog photographic techniques 
with collage to create floating wall 
installations large and small, as 
well as the occasional traditional 
photography. Her work has been seen 
recently in Collagistas Festival in 
Brussels and Milan, the Analogue 
Now Photography Festival in Berlin, 
and at the Museum für Fotographie 
in Braunschweig. Her work has been 
featured on Booooooom, Lensculture 
and Migraine.com, and her book, My 
days of losing words, was published 
by Kehrer Verlag in 2013.bi
o
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Beneath the Roof

A central tenet of the feminist movement 
in the 20th century was the severing of the 
pervasive ties between women and the home-
place. The dutiful housewife is all but a 
retired trope in modern media, and by and 
large, we have come to equate self-actual-
isation with distance from the home and the 
nuclear family, and the pursuit of individ-
ual growth. Of course, as the movement pro-
gressed, feminists learned to accept that all 
lifestyles and pathways were valid and worthy 
of respect. However, some might say that the 
residue of second-wave feminism persists to 
the point where, perhaps subconsciously, we 
continue to consider the decision to remain 
within the home somewhat regressive and un-
liberated. Of course, after an unusual and 
trying year (longer), the effects of confine-
ment to the home have become all too real for 
many of us yet again. Ultimately, we have 
learned that our identity as individuals is 
inextricably linked to our relationships and 
our connections with other people.

Through this lens, in particular, Rachael 
Jablo’s work fully realises its relevance. 
Upon completing her graduate studies, Jablo 
began to suffer from debilitating migraines 
which permanently altered the way she worked. 
“I used to do a lot of night and street pho-
tography, but after I got out of grad school, 
I got sick, so I had to kind of shift how I 
worked. I could no longer stay out all night 
photographing. Instead, I began photographing 
my life as a sick person.”

Her series, “My Days of Losing Words”, 
documents the time she lost to chronic mi-
graines. “When you have a chronic illness, 
you live your life by evidence. You document 
every symptom and side effect for doctors and 
insurance, and also in some way because no 
one believes that anyone can really be that 
sick for so long.”

The series peers into the intimate moments 
of the life of a sick person. It comprises 
self portraits and staged and found scenar-
ios. When asked about the title, Jablo ex-
plains that “one of the symptoms of migraine 
can be that you lose the ability to speak, so 
I could think all the words, but I would open 
my mouth, and nothing would come out. It would 
drive me crazy, and, finally, they got me medi-
cated, but one of the side effects of the med-
icine is that it made me forget words.”

“When you have a chronic 
illness, you live your life 
by evidence. You document 
every symptom and side effect 
for doctors and insurance, 
and also in some way because 
no one believes that anyone 
can really be that sick for 
so long.”



The isolation of literally having no way 
to communicate – somewhat ironically – comes 
across clearly in “My Days of Losing Words”. 
In an untitled self-portrait, Jablo wears 
sunglasses in a room that is bright despite 
the drawn curtains. It is a familiar scene: 
her outfit is comfortable and the couch is 
slightly mussed, and one recalls afternoons 
waiting out the symptoms of a head-cold or 
a stomach bug. The colours at the centre of 
the image are deep and intense, growing in 
brightness and airiness at the borders of the 
image. The darkness at the centre of the im-
age, occupying the same space as Jablo her-
self, hints at the pain and isolation that 
are central to her experience. In other pho-
tographs, intensely close shots of loose med-
ication, stray hairs, wilting flowers heighten 
a sense of claustrophobia that pervades her 
work. The camera’s perspective is extreme-
ly limited, and the edges of the photographs 
blur as does the world outside of Jablo’s 
sickness. The size of Jablo’s world, as ev-
idenced by her photography, is profoundly 
shrunken by the experience of her sickness.

What is, perhaps, most interesting in 
Jablo’s work is its effects. Of course, 
one of the undocumented side-effects of 
chronic illness and chronic pain is isola-
tion, and “My Days of Losing Words” takes 
care to document this experience. Jablo’s 
art shares the experience of isolation, 
and, in doing so, lessens the marginalisa-
tion and loneliness that results from this 
sickness both for herself and for others.

 “I found out that it was very 
common for people to have a 
similar experience that if

For any women who have complained about 
pain to medical professionals, it will come 
as no surprise that, historically, women’s 
pain has been underplayed. Women’s pain, par-
ticularly in relation to menstruation and 
reproduction, was belittled and dismissed by 
medical professionals. Jablo has first-hand 
experience of this phenomenon. “On top of 
chronic migraine, I have endometriosis and 
fibroids and adenomyosis and it took me for-
ever, like 30 years, to get diagnosed. As I 
talked to other people who either had endo-
metriosis, and as I told people my story, I 
found out that it was very common for people 
to have a similar experience that if people 
experience any kind of menstrual dysfunc-
tion, they aren’t believed by health care 
providers. They aren’t listened to. It takes 
forever to be diagnosed and they are treated 
really poorly so I started making portraits 
of people’s reproductive systems who’ve gone 
through menstrual issues. I talked to them 
and I listened to their story, I let them 
tell their story. And it’s often the first 
time they really told the whole story.”

Jablo’s mission is to connect women who 
have experienced both physical pain and the 
emotional pain of isolation and being dis-
missed by health care providers. Little bit 
about Jablo fearlessly works to provide an 
alternative to spoken language: a means of 
visual communication, uniting a marginalised 
group of individuals around a shared experi-

people experience any kind of 
menstrual dysfunction, they 
aren’t believed by health 
care providers. They aren’t 
listened to.”



As of December 2021, The Hysteria Project 
has been given a BBK NEUSTART Kultur Grant 
for Innovative Art. As a result, Jablo will 
spend the coming months working with people 
to tell their stories about menstrual disor-
ders. The goal is for the program to become 
self-sufficient with storytellers becoming 
active listeners to others. The aim is to 
bring the program (with accompanying collag-
es and installations) to universities with 
medical schools and art programs, where I 
can exhibit it and help educate medical stu-
dents about empathy and active listening.no
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ence. Jablo’s experience is one that many of 
us can learn from, particularly over a period 
where distance and isolation has unfortunately 
corresponded with togetherness and solidarity. 

 In my bubble, 2020, color photographs, 80 x 58 cm.



Window from the series: My Days of Losing Words, 2013, photograph, courtesy of the artist.



The Hysteria Project, 2021, installation shot, analog collages from cameraless photo-
graphs of lace on metal leaf background, 150x200 cm, image by Paula G. Vidal.

Annelie, with ovarian torsion, 2021, analog collage from cameraless photographs of lace 
on metal leaf background, 15x24 cm.

Out of the Asphodel, 2020, floating wall installation of hand cut out collaged photo-
grams of lilies, mounted on laser-cut plexiglass, 200x200cm, image by Trevor Good. 



kunsthallebelow.de
@kunsthallebelow
@KHB_studios

Stefie 
Steden

Next to the busy Leopoldplatz in 
Berlin-Wedding, lies the peaceful 
Kunsthalle Below Studios, that is 
run by Stefie Steden. The original 
Kunsthalle Below, is situated in Be-
low  municipality in Mecklenburg. A 
rural village with just 150 inhab-
itants, two hours away from Berlin. 
One can imagine how Stefie’s serene 
energy has shaped the tranquil mood 
and concept of both kunsthalle’s: 
they both offer space for artists 
to work on their own practice, who 
thrive in quiet environments and ru-
ral realms. “Compost toilet, (luke-
warm) outdoor shower,nolittle W-Lan 
”, is the Kunsthalle’s manifesto.

bi
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A Strange 
Assemblage Lurks

Though the W-Lan at Below might not be the 
strongest, it feels like the serene atmos-
phere of the vast grounds has somehow man-
aged to transport itself to the studios in 
the bustling Berlin. Stefie sits at a table at 
the entrance with stunning wide shop windows 
through which sleepless city lights pour. In-
side is quiet, humble, gemütlich. The space 
is communal, and one wonders, upon viewing 
what seems like a thousand cups, how many 
artists have shared this space. On each side 
there’s a (bed)room, for an artist in resi-
dence of KHBstudios. A perfect home to re-
flect, exchange, and work.  

“In my work I want to bring different per-
spectives and positions together and make 
them visible. This began when I started stud-
ying in my twenties –I quickly became focused 
on the power that artforms have when it comes 
to the exchange with other people. I wanted 
to make community visible and voices audible. 
To give and take hospitality.”

In that spirit, Stefie founded AG Minimales 
Reisen: an artist initiative that considers 
travel as a central tenet of our lives at this 
moment in time. “The core of the work group’s 
interest is in the here and now. Through ex-
perimental approaches, we experience the “mo-
ment of distance” that we call travel.”

“I always hope to find and 
connect people who are not 
necessarily already operating 

An example of the AG’s activities are the 
zimmerreisen (“the room travels”) which Stefie 
organises through AG. Stefie connects people 
with each other, and the strangers explore 
each other’s private rooms, opening a portal 
from the world we share to another’s inner 
sanctum. Sometimes, she links up strangers 
within her own network, but she prefers to 
connect them via platforms like WOLOHO, Ber-
lin’s tri-weekly newsletter for jobs, rooms, 
other requests and offers. “As I am interest-
ed in the dynamics and transactions between 
people in general, I always hope to find and 
connect people who are not necessarily al-
ready operating within the art community or 
in each other’s circles for that matter. That 
way, I really join different perspectives. 
Hopefully ones that previously were far away 
from each other, or not aligned.”

During the two-hour trip through the room 
of a stranger, the host allows you to touch 
and examine things, to open drawers and look 
behind cupboards. 

within the art community or 
in each other’s circles for 
that matter. That way, I re-
ally join different perspec-
tives. Hopefully ones that 
previously were far away from 
each other, or not aligned.”



“You can see how people live. You can take 
a moment to sit next to their stuff, their 
compositions. Look into their dark corners, or 
your own. We’ve been doing this since 2015. A 
number of us now meet on a monthly basis and 
tell each other about what it was like. Often 
these journeys trigger unexpected processes 
within yourself. Participants of the zimmerre-
isen experience revelations and introspections 
that they were unaware of before. Sometimes 
professional relationships or foundations 
for further research and new experiments are 
formed after a room travel. Almost always, the 
urge to do something that you were trained not 
to as a child is satisfied. Many enjoy this way 
of experimental hosting.”

Of course, a project like Zimmerreisen has 
gained a whole new meaning during the era of 
the pandemic, where our domestic and private 
lives suddenly seemed to define us. The zimmer 
metamorphosed from a private sanctum - our 
own free space in a vast, bustling city - to 
the place we go to meet people over zoom, to 
work, to enjoy our free time: a rather daunt-
ing responsibility for such a small space, in 
a big city. It is a rather big ask, to allow 
someone into this shrine of objects and com-
positions, that ostensibly amounts to a per-
sonality - an identity. Somehow, Stefie man-
ages to find enough inquisitive souls around 
town who are eager to connect through this 
vulnerable, curious manner. A project that, 
in times that are characterized by extreme 
polarisation and decline of opportunities to 
socially engage, is more relevant and neces-

“Almost always, the urge to 
do something that you were 
trained not to as a child is 
satisfied.”

sary than ever before.
In the Parallel Protokolle project, the AG 

conjoins Berliners to share their perspec-
tives again.

“I, and a few fellow writers, sit down for 
twenty minutes and look at something very 
carefully. We write down what we see and what 
we think, we write quickly and publish the 
text unedited. Each uses the language she has 
at her disposal. Afterwards, the voices are 
anonymised and sorted chronologically. In the 
mix, texts always emerge that take a unique 
look at something that determines life while 
one carelessly rushes past it.”

Through her Kunsthalles, Stefie Steden 
gives hospitality to artists, who in turn 
give it back to those around them. “At Below, 
we hosted around six artists each week over 
the summer. The artists find us via an open 
call. Everyone who comes to KHB contributes 
by sharing their perspective on work, life, 
experiences and methods. In the evenings, we 
do check-ins with each other and exchange 
reflections on what we have done during the 
day. Sometimes we have an open evening, with 
performances and guests from the municipal-
ity who often aren’t artists. This exchange 
works very well.” Not only in her Parallel 
Protokolle, but also at Below, she is drawn 
to the way the mere presence of a person or 
their viewpoint brings a freshness to scen-

“I have been there so many 
times, but the different 
groups still make me discover 
things and experience Below 
in a new way each time.”



ery that was thought to be completely famil-
iar. “In each artist residency programme, the 
group changes, and with that, the place seems 
to change. It is interesting. I have been 
there so many times, but the different groups 
still make me discover things and experience 
Below in a new way each time.”

Does the group ever not work?  “No, not 
necessarily, but it took a while to find the 
right balance.” It is important for Steden 
that KHB is an environment in which every-
one feels comfortable taking their place, not 
just established artists. It is a place in 
which all perspectives are valid, and Steden 
hopes to foster anyone with the desire to 
learn and develop their practice. 

She acknowledges that communing in KHB re-
sembles a sort of adolescence for artists: 
expanding one’s perspective, meeting new 
people, developing one’s own skills and ide-
as.  “It is very interesting how abstract the 
world is to children - how they cannot yet 
put concepts into words. It somehow emphasis-

“It is very interesting how 
abstract the world is to 
children - how they cannot 
yet put concepts into words 
yet. It somehow emphasises 
what it means to be a human. 
While I see them developing 
their interests and their ap-
pearance, I find myself being 
in the state of a zuschauer, 
an observer now.”

es what it means to be a human. While I see 
the artists developing their interests and 
their appearance, I find myself being in the 
state of a zuschauer, an observer, now.”  In 
the state and role of a zuschauer that Ste-
fie takes on, and from which she orchestrates 
interactions that in turn are to be observed 
again, one might wonder, does she have specif-
ic questions that she wants answers to? “No,” 
says Stefie. “I think I am somebody who looks 
more for questions, rather than answers.”

“I think I am somebody who 
looks more for questions, 
rather than answers.”



Stefie Steden is currently working on the 
projects Zimmerreisen (Room Travel) and 
Parallelprotokolle (Parallel Protocols), 
which have been in development since 2016. 
As the leading actor of the AG Minimales 
Reisen, she offers writers with and without 
an artistic background the opportunity to 
participate on an ongoing basis. Local-
ly, we like to work a lot in Berlin and 
Below. For Parallel Protocols, she works on 
publications without isbn and I coordinate 
cross-regional collaborations.
Steden also prepares artist residen-
cy programmes that invite international 
women artists with a common interest in 
“minimal travel” to the KHBstudios Ber-
lin and the KHB Kunsthalle Below (Meck-
lenburg-Vorpommern). As an extension of 
these two KHB venues, a hybrid programme 
and cooperation with art venues outside 
Germany is in preparation. Information on 
Open Calls, registration options and book 
orders can be found at minimalesreisen.de 
and at kunsthallebelow.de.no
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Kunsthalle Below, Courtesy of the Artist



Kunsthalle Below, Courtesy of the Artist



Documentation of Zimmerreisen



ever  emerging  MAG 33
Threshold by Maggie Smith

 Part 3
You want a door you can be
 on both sides of at once.

  You want to be
 on both sides of here

and there, now and then,
 together and—(what

  did we call the life
 we would wish back?

The old life? The before?)
 alone. But any open

  space may be
 a threshold, an arch

of entering and leaving.
 Crossing a field, wading

  through nothing
 but timothy grass,

imagine yourself passing from
 and into. Passing through

  doorway after
 doorway after doorway.



marianwijnvoord.com
@marianwijnvoord

Marian 
Wijnvoord

Born in Westerschouwen, the Neth-
erlands, Marian Wijnvoord studied 
painting at the Hogeschool voor 
de Kunsten, Amsterdam. She taught 
painting for several years in the 
United States at Alfred University, 
NY, before she returned to Europe 
in 1997 - moving from Paris to Ber-
lin, where she now works and lives.bi
o
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Imagine Yourself 
Passing From and Into

In the works of van der Neer and van Goy-
en, warm, humid browns and steely greys de-
velop a foreboding, tense atmosphere. These 
paintings are uneasy, stagnant, and claus-
trophobic, as though the clouds weigh down 
the subjects, anchoring them in place and 
forbidding movement. Backhuysen’s looming 
shipwrecks shares this same tension, the same 
anxious energy, and the same oppressive col-
our palette. Marian Wijnvoord’s paintings 
harken back to this tradition, recalling the 
vast, yet stifling, spaces depicted in these 
seminal works, however, there is an airi-
ness to Wijnvoord’s oeuvre. The abstraction 
in her paintings affords them boundlessness 
and raises questions about the borders of 
her paintings. We are simultaneously allured 
and daunted: what lies beyond the painting? 
One wonders where to seek shelter from the 
charged, arresting force in her paint. It is 
interesting to note, however, that Wijnvoord 
classifies her paintings as landscapes.

“When I tell people I’m Dutch and I paint 
landscapes, that sounds bizarre. I always 
feel I have to explain myself. I have to add 
something,” she says. You can comprehend the 
feeling of having to add something to the  

“When I tell people I’m Dutch 
and I paint landscapes, that 
sounds bizarre. I always feel I 
have to explain myself better.”

vast body of work of landscape paintings made 
by Dutch artists. If anything, Marian has 
stretched the capacity and concept of what it 
means to make landscape paintings. Her paint-
ings are an ode to freedom: a sense that al-
lows the mind to wander without any borders 
and limitations. “When I paint, I am somewhat 
of a dictator, which is fun. I get to make my 
own world, with my own rules with a new illu-
sion. Every landscape I paint is one that did 
not exist before I made it.” Drawing on found 
images from the internet, newspapers and maga-
zines, Marian transforms a melting pot of pow-
erful colours and forces into her landscapes 
that are an ode to freedom. She extracts in-
spiration from images of storms, but also from 
the fury of animals that hunt, fight, and eat 
each other. “When I look at those images be-
fore I paint, I often don’t put on my glasses. 
I just want to feel the dynamics and most im-
portant elements of the image. That is where 
the inspiration comes from. It’s not about 
precisely knowing it.”

The freedom that she transmits through 
her paintings start with her conception of 
painting. For her, paintings are “an illusion 
of space in which the viewer believes even 
though it is just paint on a flat surface. 
This is the magic of painting, and one of the 
reasons that in a world filled with images you 
can still make people look at your painting 
longer than just 2 seconds.”

For Wijnvoord a painting does not only 
blur the borders between illusion and reali-



ty, but also blurs the limits that the viewer 
might encounter. “I want my paintings to hit 
you emotionally first. After this, the work 
may also have the ability to touch you ra-
tionally. But it starts with what you see. 
You don’t have to read up on anything to see 
my work, you only have to look. Really look.” 

Contradictions are an essential part of 
her work “something goes up while it also 
goes down,” there are elements that are “re-
ally fluid and solid at the same time”, often 
“you cannot know whether it is a sea or the 
earth” or the birds that are depicted appear 
simultaneously to fly and be dead.

This conception of painting permits her to 
use different sources as inspiration for her 
landscapes - eliminating all existing barri-
ers between them. “The problem is, to make 
a good painting I have to start ‘from zero’ 
every time. This process is not linear. For 
example, I may read about what is the scien-

“For example, I may read 
about what is the scientif-
ic behavior of clouds, a day 
later I hear a Russian folk-
loric song about a bird, a 
year later I have a conver-
sation about incarnation in 
different religions, a cer-
tain blue used in a Tiepolo 
painting.... altogether these 
different elements form a mix 
and become part of the work.”

tific behavior of clouds, a day later I hear a 
Russian folkloric song about a bird, a year 
later I have a conversation about incarnation 
in different religions, a certain blue used 
in a Tiepolo painting.... altogether these 
different elements form a mix and become part 
of the work.”

Once inspired, the way to paint, according 
to Marian Wijnvoord, is simply to let go and 
free the mind of anything that could hold her 
back. The paint itself directs you and the 
act of painting is something natural, simple. 
Once she starts painting, the process is al-
most out of her hands, and the work itself 
takes over.

Knowing when a painting is finished explor-
ing its limits is difficult. The enormous ve-
locity in the process and end results of her 
works make it vital to not overdo any move-
ments. Her paintings culminate in unequivocal 
tipping points, where it seems just the tini-
est bit of extra movement could kill the en-
tire energy that is unique to a Marian Wijn-
voord. How does she decide when to stop? 

“When you are painting, 
everything is malleable and 
all is possible. You can take 
a painting in all possible 
directions and this feels a 
bit like entering a battle-
field. One has to be decisive, 
and either you lose it all or 
you come out victorious.”



“It is really difficult to perceive the 
painting when you are in the middle of it, so 
you have to find ways to see it again, to see 
it with fresh eyes. One way to achieve this 
might be to take a picture with my phone and 
then I see this tiny image and think, ‘oh it 
is actually okay, or this should be complete-
ly altered’. Another strategy may be that 
I turn the painting upside down, or I look 
at it through a mirror or I may just turn 
it around and don’t look at it for weeks... 
all these are painter tricks to take some 
distance from the work. (...) When you are 
painting, everything is malleable and all is 
possible. You can take a painting in all pos-
sible directions and this feels a bit like 
entering a battlefield. One has to be deci-
sive, and either you lose it all or you come 
out victorious. Once you decide the work is 
finished and it is dry, all has been decided 
and this process is closed. 

“I believe painting now is in a really 
exciting phase, in the sense that it is re-
ally free. As a painter, I can use whatever 
technique or topic I want: I can paint in a 
classical manner, or I can chose to ignore 
all rules. Some decades ago, when I started 
working, I felt there were more rules that 
restricted my freedom.”

Nowadays, Marian Wijvoord still needs to 
make an active effort to let go, to limit her 
barriers and jump over others. During our in-
terview she explained that she needs time to 
immerse herself in the painting and reduce 
herself and the work to the fundamentals of 
working with materials. 

“You have to renew yourself all the time, 
to find, again and again, playfulness” 

This may be a reason why group projects 
and being in continuous contact with other 

artists and other influences frees her from 
certain barriers. 

“Collaborations lead me to new ideas. It 
opens me up to use different materials, to 
use other topics.” 

Marian Wijnvoord is the 2021/2022 recipient 
of the research/work grant Intitiale of the 
Akademie der Kunste. In 2022, she will as-
sume her position as artist in residence on 
Bornholm, Danish Island in the Baltic Sea. 
She is continuing to work on a series of 
paintings, delving deeper into the world of 
complex landscapes that show the dynamics of 
natural cycles and energy flows. Finally, she 
will continue to expand on existing artistic 
collaborations such as the artist magazine 
RUW! and the international artist collective 
KRAATZ (https://kraatzonline.wordpress.com/)no
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Farming II, 2021, oil on linen, 50x40 cm. Spatial complexity, 2021, oil on linen, 50x40 cm.



Abstieg, 2019, oil on canvas, 150x190 cm (bottom right). 

Dale painting I, 2017, oil on canvas, 150x190 cm (top right). 

Celestial I, 2020, oil on canvas, 190x130 cm (left).



dianelavoie.com
@dianelavoiestudio

Diane 
Lavoie

Diane Lavoie, is a North American 
textile artist living and work-
ing in Berlin, Germany. She holds 
an MFA in painting from California 
State University Long Beach. She 
has exhibited internationally in 
many group and solo shows and has 
her work in private collections, 
both in the United States and Eu-
rope. With her current collages and 
installations of forests and trees, 
she uses locale-specific fabrics and 
household textiles to explore the 
ways in which we perceive and re-
late to our natural environments.bi
o
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Any Open Space 
May Be A Threshold

Our relationship with the natural world in 
the Anthropocene is full of hypocrisies and 
contradictions. We elevate crystal waters and 
lush rainforests above all human creation, 
singular in their beauty, while building ho-
tels and shopping centres over land that 
could be used much more fruitfully in the 
salvation of our natural environment (“Big 
Yellow Taxi” playing in the background). It’s 
tempting, always, to pit humanity and nature 
against each other, but, of course, we are a 
part of the natural world. Man’s war against 
nature is, ultimately, a war against our-
selves. Furthermore, how can we classify our 
art as something that exists outside of na-
ture – even in opposition with nature?

These are all questions that are raised 
in the oeuvre of Diane Lavoie. “My work is 
about boundaries – boundaries between humani-
ty and our natural environment, both individ-
ual (personal), and societal. At this time, 
I am particularly interested in the nature 
which thrives in urban environments, both 
the curated nature found in parks and on the 
banks of canals, and the weedy nature (trees, 
shrubs, plants) which thrives despite not 
being supported or encouraged.” She crafts 
textiles depicting natural scenes from found 

“My work is about boundaries 
– boundaries between humanity 
and our natural environment.”

“I’m literally digging up the 
fabric half the time, you know, 
digging through piles of fabric 
and I go through phases where I’m 
really specific about the fabrics 
and where they came from.”

“thrift shop” materials – trees and woodlands 
presented in kaleidoscopic colours and lush, 
warm textures. Often, she displays her tapes-
tries in forests, and it is almost surprising 
how naturally they fit within this environ-
ment. “Part of me wants to be in a natural 
environment. And I’m concerned with the state 
of our natural environment. I’m an environ-
mental artist, and I’m trying to find a way to 
express that.”

Diane’s background is eclectic, and it is 
interesting to note that she has harboured 
a love for archaeology throughout her life. 
“Sometimes, I get in a mood, and I just think 
‘What’s the point? Should I be an archaeolo-
gist?’” And there is an archaeological ele-
ment to her work. “I’m literally digging up 
the fabric half the time, you know, digging 
through piles of fabric and I go through 
phases where I’m really specific about the 
fabrics and where they came from. And I mean, 
I guess in some way, they’re specific because 
they’re from wherever I’m living, right so 
usually, like you said before, your right in 
that some of the work is still incorporat-



ing fabric that came from Los Angeles or San 
Francisco, so there is a history to the fab-
ric and the journey, it´s on going.” 

The line between human creation and natu-
rally occurring products of our environment 
blurs in her world/work. Her materials often 
include litter. “In a way I’m just scrounging 
– whatever I find wherever I am – with these 
pieces. This is made out of trash I found on 
a dog walk.” Mary Douglas is often credit-
ed with the idea that dirt is simply matter 
out of place, and, in the same vein, Diane 
Lavoie’s work quietly reassigns place to ma-
terials that might otherwise be considered 
obsolete. Her work suggests that beauty can 
be found anywhere, even – perhaps especially 
– in the “detritus of everyday life.” 

Perhaps unsurprisingly, feminism is inte-
gral to her work. “I like that it comes into 
question if I consider my work feminist. I’m 
working with traditionally feminine mediums: 
fabric and thread.” Of course, the act of 
gathering materials, scrounging for valuables 
in a forest of textiles and fabrics, harkens 
back to a historically feminine tradition. 
However, the alignment of this feminism with 
environmentalism brings another dimension to 
Lavoie’s work and catapults it right into our 
own very specific moment in time. “Time is 
also an important aspect of the work.” 

Of course, Diane’s work also ponders the 
coexistence of art and nature. If bowerbirds 
can decorate their nests with gathered treas-

“For me, art making is intui-
tive and comes from somewhere 
not quite on the surface, it is 
more emotional than cerebral.”

ures, each expressing their own unique sense 
of style, how can we suggest that art is a 
distinctly human practice? Diane believes that 
we can’t. “For me, art making is intuitive and 
comes from somewhere not quite on the surface, 
it is more emotional than cerebral. Perhaps 
this is why materiality and texture is so im-
portant to my work; it is proof of something 
having been made. With my work, I am process-
ing the visual and tactile world around me (in 
recent times, the natural world) while fulfill-
ing a need to give the people around me some-
thing to see and think about.”

However, one cannot deny that her work 
– its roots, the sometimes painstaking pro-
cess of constructing cloth collages, and 
the act of displaying them in natural en-
vironments – is calculated and cerebral in 
a way that Lavoie does not necessarily seem 
to labour over. “When I hang the large fab-
ric pieces in forests and photograph them, 
I am incorporating natural light and shad-
ows into the work. With this work I am, 
in a sense, contemplating levels of real-
ity; the natural world, the representation 
of the natural world as fabric art, then 
the digital photo of the work in a natural 
setting. I do want to make something beau-
tiful, but, ultimately, I am underlining 
something that is already beautiful, and 

“I do want to make something 
beautiful, but, ultimately, I am 
underlining something that is al-
ready beautiful, and also perhaps, 
expressing slightly different 
viewpoints towards this beauty.”



also perhaps, expressing slightly different 
viewpoints towards this beauty.”

Lavoie’s work is a timely reminder of the 
truths we have known and we continue to let 
ourselves forget: we are not above nature. 
We do not even exist outside of or along-
side nature. We are an inextricable part 
of the natural world, and, as Joni Mitchell 
told us, “We’ve got to get ourselves back 
to the garden.”

Currently, Diane Lavoie is involved in a 
research residency with the New York Histor-
ical Society, through the gallery, CENTRAL 
BOOKING. For this, she is producing an in-
stallation piece which deals with certain 
attitudes towards and specific uses of an en-
vironment in Brooklyn, New York. She contin-
ues to craft miniature landscapes, which are 
a sort of visual journal. Furthermore, she 
has recently formed an urban nature drawing 
group with about six other women. Their goal 
is to meet at different parks and forests 
around Berlin, once a month, to draw.no
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Neanderthal in Grunewald, 2020, textile installation, 500x150 cm (left).

From the series Mini Detritus, 2021, found sewn materials, 10x7.5 cm (right).



Angel Glacier in Rehberge, 2020, textile installation, 390x330 cm.
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Zuzanna 
Skiba

Zuzanna Skiba was born in Koszalin, 
Poland. Her interest lies primarily 
in drawing and painting, but also 
in photography, performance and vid-
eo. She developed her own exhibi-
tion series as a curator under the 
theme Das verorte Verlangen_Kunst 
& Kartographie, as well as Hidden 
& Bad, Collier, tasty painting and 
Salon Philadelphia. Skiba is a mem-
ber of the Deutscher Künstlerbund, 
Berufsverband Bildender Künstler*in-
nen Berlin and the Verein der Ber-
liner Künstlerinnen. She lives and 
works in Berlin.bi
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Doorway after doorway 
after doorway

In Berlin’s northern part of the city, the 
gorgeous Alt-Reinickendorf, an old police 
station houses artist studios. Walking up the 
green marble spiral staircase and entering 
the quiet, somehow tense hallway, you could 
quickly leave all traces of exhaustion behind 
and imagine all of the creation that happens 
behind each door. 

From the overcrowded studio that is home 
to the full of works of Zuzanna Skiba, the 
police station is a galaxy away, and you en-
ter her world that consists of endless small 
lines, creating bigger ones together. The 
scale is both molecular and sweeping, tiny 
details and neat brush strokes hint at par-
ticles up close, while from any conceivable 
distance, one interprets mountain ranges and 
plate tectonics. One painting, At Night the 
Snails Crawl, moves from the microscopic out 
to macroscopic, only to ultimately recall 
synaptic transmission. Skiba is not content 
to dwell on space on one scale. Rather, her 
paintings recall whole landscapes, even land-
masses, and the intricacies of what dwells 
beneath, and the energy in her paintings is 
palpable. She speaks to me about metaphorical 
magnetic fields in her work, and it is dif-
ficult not to visualise the accumulation of 
heat and pressure beneath the surface of her 
paintings. Like the earth beneath our feet, 
constant movement disguises itself as still-
ness. The loftiness of this theme does not 
elude her, but she maintains that the basis 
of all of her work and her conceptualisations 

is the simple love of painting. “Of course, 
I have crystallized my own theme, my mixed 
colour palette, my way of working, but basi-
cally it’s about a love for the materiality 
of painting, a longing for colour, for the 
dense substance and the breaks in that, but 
also the view beyond the edge of the picture: 
where the eye thinks ahead and makes its own 
visualization. My work is always a detail of 
a whole, it goes on and on. It is a rush of 
micro-macro structure we can fall into.”

Some painters drive themselves mad, and 
the idea of the finished product consumes them 
like Captain Ahab’s white whale. The rela-
tionship is one of love, yes, but also obses-
sion, mania, regular frustration. However, 
Skiba’s love for painting never falters. One 
senses that her love affair with the form is 
an uncomplicated one, and the need to paint 
sustains and fulfills her, instead of weighing 
her down. The bodiliness  of her work becomes 
potent in this sense, as, in her own words, 
“Deep love does not work without a physi-
cality.” She describes her relationship with 
the form as “intimate”, and she admits that 
her paintings harbour traces of the desire 
to live eternally through a painted surface. 
Moreover, she is “interested in pictures that 
develop the colour to the point of being ob-
ject-like, direct it into impasto, move it 

“Deep love does not work 
without a physicality.”



like a mass, layer it, condense it, in order 
to show the surface through the light and 
let it illuminate.” Skiba interprets colour 
as corporeal and finite, but also as surreal, 
conceptual, and abstract. 

 Skiba’s conceptual fascination with scale 
and borders has been brewing throughout her 
life. “I am of Ukranian descent and was born 
in Poland. We moved to Germany when I was 
nine. It was always very clear to me that I 
wanted to become an artist. I didn’t know 
what it meant, but the longing to work ar-
tistically drove me on to shape my thoughts 
visually. I started out as a cartogra-
pher, meaning I drew maps and bird’s eye 
views. Cartography used to be a fine art or a 
craftsmanship.” 

What was it about the craft that she is 
so drawn to? “Without exception, people al-
ways want to define the world around them. 
Name it, outline it, categorize it, measure 
it. This way, they try to understand it and 
show each other what the world is like. In 
all sorts of languages, images and metrics. 
But the irony is, you cannot really every 
achieve such a thing by using those languag-
es. Or any languages, for that matter.

“Cartography exists because people created 
borders. Even though our planet worked per-
fectly fine without borders. It is a self-im-

“Cartography exists because 
people created borders. Even 
though our planet worked per-
fectly fine without borders. 
It is a self-imposed hin-
drance of humanity.”

posed hindrance of humanity. I guess that’s 
what I try to address in my paintings: the 
world in its fluid state and its natural dyna-
mism, without the human interference.”

One can immediately draw a connection be-
tween Skiba’s interest in borders (and their 
often-questionable effects) and her impetu-
ous past with them. Skiba explains how her 
family – being Ukranian-Jewish and holocaust 
survivors – retained a lifelong fear of bor-
ders, and they remained wary of telling oth-
ers about their descent or heritage. Even in 
Ukraine, being of Jewish descent was consid-
ered taboo. Though they came to Germany le-
gally, they did not leave the country for 20 
years, always afraid that they wouldn’t be 
allowed back in. “In that respect it is in-
teresting I ended up in a city like Berlin: 
it is still an island within Germany, with so 
many different souls and identities from all 
over the world. Because of this freedom, Ber-
lin is very important in the world of art.”

Naturally, Zuzanna refers to the hun-
dred-and-fifty-kilometre Berlin Wall, that 
separated the east- and westside and its cit-
izens for 28 years. Many gave their life try-
ing to cross that border, and it is now often 
referred to as der Todesstreifen: the death 
strip. Perhaps unsurprisingly, the separa-
tion between pre- and post-fall Berlin is as 
stark and definitive as the wall itself. “It 
now is totally different than it was back in 
the day, when you always had to pretend that 
you were something different than you actu-
ally are: not of Polish nationality when you 
move to Germany, not of Jewish descent when 
you live in Ukraine. Now people are much more 
interested in – and proud of – their, often 
mixed, heritage.”



Did painting allow her to experience free-
dom where she couldn’t in the outside world? 
“Yes. Most definitely. Because when you paint, 
you don’t have to say things out loud. Ba-
sically, I have to empty myself completely 
in order to do the work in the studio well. 
I have to forget everything, do everything, 
have an inner freedom in my head, not read-
ing, not writing, only painting. Then it will 
be convincing.”

Her professional field captivated her for a 
time, but, even in the early days, she felt 
compelled to embrace the freedom of abstrac-
tion. She decided that she could only achieve 
this through her own autonomous, serious 
work. Having been trained in Bielefeld, Zu-
zanna pursued a postgraduate degree in Gro-
ningen, NL, and subsequently studied Philos-
ophy and Art in Context at UDK, Berlin. “The 
Minerva art-academy was a very good experi-
ence for me. The professors told me I had to 
forget everything that I had learned. This 
would allow me to really develop my work. 
So, that’s what I did. It was good council: 

“When you paint, you don’t 
have to say things out loud. 
Basically, I have to empty 
myself completely in order 
to do the work in the stu-
dio well. I have to forget 
everything, do everything, 
have an inner freedom in my 
head, not reading, not writ-
ing, only painting. Then it 
will be convincing.”

I tried to forget and reflect deeply on what 
was within me in my work. Before that time, 
I tried to work against: to destroy, work up-
side-down against what was already there.”

All worthy endeavours, it seems, take 
time, and Zuzanna mined identity through her 
paintings. Consequently, her paintings are 
quintessentially Skiba. “It actually took 
about five years to really develop a visual 
language that was truly my own. I wanted to 
develop something that would make you rec-
ognize my handwriting immediately and think 
this is something that is made by Zuzanna.”

While her work is abstract, and, in gen-
eral, it raises more questions than it ever 
purports to answer, there is no mistaking 
whether she achieved this or not: her colour 

“It actually took about 
five years to really devel-
op a visual language that 
was truly my own. I wanted 
to develop something that 
would make you recognize my 
handwriting immediately and 
think this is something that 
is made by Zuzanna.”

“I think a good artist is 
someone who pursues an idea 
relentlessly and who over-
comes the blocks and hin-
drances on the way.”



schemes, the light but forceful movements in 
her lines, the simultaneous change and fix-
ation her constellations capture: they are 
undeniably Skiba’s. But is this identity ever 
a burden? Is she ever encumbered by the de-
finitiveness of her visual identity? “Do you 
mean, do I sometimes want to forget who I am? 
No, definitely not. I think a good artist is 
someone who pursues an idea relentlessly and 
who overcomes the blocks and hindrances on 
the way. Artists need the freedom of chasing 
something. You need to be a bit stubborn and 
firm in your decisions. Pave your way. Cross 
the borders.”

In previous editions of ever_emerging_mag, 
the readership remarked on a stubbornness 
amongst the magazine’s featured artists. 
Readers described the thematic and material 
focus of the artists as “endearingly obses-
sive”. I point out this similarity to Zuzan-
na. She posits, “That is definitely the qual-
ity of older artists. No offence, but when 
you are young, it is easy to be hip, ener-
getic, and to be found interesting. Definite-
ly in our current society, that is where the 
focus lies. But when you are older, and you 
have endured and fought all the obstacles and 
you are still vigorously chasing your idea, 
that’s when you have truly proven yourself as 
an artist.”

“But when you are older, and 
you have endured and fought all 
the obstacles and you are still 
vigorously chasing your idea, 
that’s when you have truly 
proven yourself as an artist.”

Currently, Zuzanna is working on the top-
ic, “focus, cosmos and surfaces”. Her 
paintings will appear in upcoming exhibi-
tions in Tokyo, Japan, Würzburg, Germany 
and Berlin.no
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Vulkan-Schwebend Nr. 4, 2013, oil, tar and pen on canvas, 80x120 cm.



Buntstift, 2019, colored pencil and gouache on paper, 40x30 cm. Tartarus, 2019, oil on canvas, 70x50 cm.



Landscape, 2020, pencil on paper, 30x40 cm. Abruzzo 1-5, 2018, oil on canvas, 60x50 cm.



Abbruzzo, 2019, oil on canvas,108 x 133 x 6 cm
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