


 Editor’s note, second issue

Hi there all of you,

It took a minute, but we are back with our second edition! 
It was decided to call upon artists based in the same area 
for this edition, so we could enable a stronger network of 
artists working in each other’s proximity. Starting with a 
mag, we hope to move on to meetings, physical exhibitions 
and other networking opportunities that are also tangible 
for others, in and outside of the creative scene, to col-
laborate with. 

It has been an interesting time in The Netherlands. Since 
last year, as virtually any other country on the planet, 
we have been in lockdowns which have become increasing-
ly rigid and lengthily. The beginning was a cheerful time 
for the artworld: everyone finally seemed to have the time 
to work in utopian circumstances of endless time, medita-
tions, no disturbances, a downsized pressure of social ob-
ligations and an abundance of opportunity to fi-na-lly read 
all those books and research. 

The phrase “We need art now, more than ever,” or in Dutch: 
“Juíst nu.” seemed to hit right in the feels for many, a 
while ago. 

Now COVID and its lockdowns have celebrated their first 
birthday. Recently, I have heard from many artists who are 
struggling within the domains of ‘the new normal’.  

One of my teachers once described visiting galleries and 
museums to see certain works in real life, as “remnants 
of pilgrimage and conception”.  He said the artworld 
keeps pilgrimage alive, because otherwise we could be do-
ing everything from our screen: buying, catching up with 
friends, reading, dating, banking, writing, inspiring. But 
nothing could even the power of pilgrimage and conception. 
The understanding, processing and absorption of a piece in 
its entirety, is only workable via pilgrimage and concep-
tion, he explained.



While I trust that everyone wants to remain united in pro-
tecting those whose health is vulnerable during the pan-
demic, others experience a feeling of being untied, discon-
nected, opposed and quiet in the measures that have to be 
taken. They too, understandably, miss the elements of life 
that are vital to their days. The type of connection that 
facilitates freedom, inspiration, sound, love and silence. 
The type of dynamic that enables you to feel “in- touch”. 

Note that untied and united are words that use the exact 
same letters, and are practically each other’s opposites 
when the T is put in a different place.

Some say those who experience suffering any consequential 
damages in countries like the Netherlands, are too enti-
tled, too blunt, too rude, too maladapted, too all sorts 
of things. I would say, it is vital in these times to stay 
in- touch. To not lose touch, and not lose sight of those 
who experience this era in different ways. To not lose 
touch with those who thrive in lockdowns and are optimis-
tic about the future, versus those who suffer, worry and 
in all honesty would wish better for themselves. To keep 
listening, understanding, and touching upon subjects and 
views together, even ones you initially seem to fundamen-
tally disagree with and perhaps despise. 

I want to thank all the terrific women who submitted for 
this magazine. Thank you for your support, trust and 
interest. In collaboration with artist Frederique Jonk-
er, we came to the unusual number of eleven artists to be 
presented in this magazine. Diverse in their approaches, 
media, ideas and worlds. The Netherlands as common ground. 

Do not lose sight & please stay in touch.

I think it actually is true after all, maybe even more so 
than a year ago: We do need art now, more than ever. 

Wishing everyone warmth, luck, inspiration and compassion. 
Juist nu.     

      Very best XXX Mag
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 Aletta Bos

@ aletta_bos_studio
www.alettabos.nl

1. Flowering the future no 2 - 45 x 35 cm, piezoprint, 16 editions
2. Honoring the Masculine no, 3, 2021 - piezoprint 28 x 22 cm 
3. Woman of Sevilla, 2021,wall installation of porcelain,  70 x 100 cm  
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Her work is about communication. 
Contradictions and movements 
between them are central to that, 
according to Aletta Bos. When she 
works in her studio, but also in 
daily life, she reflects and ima-
gines what the opposite outcome of 
an action, a shape or a material 
could be and what that could mean. 
How can things oppose each other 
and still belong together?

For example, in her painting “Ho-
nouring The Masculine,” Aletta 
works with the idea that the woman 
comes into her own when the man, 
or male characteristics are also 
honoured and understood. In the 
painting, we see abstracted forms 
and tissues that somehow resemble 
vintage drawings of the male ana-
tomy. They seem to forcefully move 
towards you. 

“My painting is merely a way of 
getting ‘there’. I, as the maker, 
try to tune my head, heart and soul 
into this purpose the work seems to 
have. Curious of what will grow un-
der my hands.” Often, she analyses 
objects and materials in anthropo-
morphic ways, to grasp the feeling 
of vulnerability and shyness that a 
material could endure. Her painting 
of a ‘Shy Pillow’, which is encir-
cled by dramatically beaming light-
rays, is a great example of this 
thought experiment. 

The porcelain installation titles 
‘Woman of Sevilla,” was inspired 
by the extravagantly embellished 
women in town. “It was like a dress 
up- party where womanhood was cele-
brated. Simultaneously, womanhood 
has some level of simplicity and 
vulnerability to it as well. To 
unify these contradictions, I chose 
porcelain: it embodies vulnerabi-
lity but also strength and finesse,” 
Aletta says. 

Aletta often uses flora as a way to 
research and represent human issues. 
Flowering the futures is a series 
of prints, based on collages where 
reality and imagination are only 
associative references. “We adore 
nature. We spend a lot of resources 
to chase and mimic nature for un-
natural environments such as our 
home interiors, objects, vases and 
fake plants. Ironically, we destroy 
nature by doing this.”  Together she 
molded them in to a unity that is 
probable, but only as real as she 
made it out to be. 
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 Barbara Helmer 

@ helmer.barbara
www.barbarahelmer.nl
 

1. 747no.1, 2019 42 x 30 x 2.2 cm acryl/MDF
2. Mural Hilton Art Lab Rotterdam, 4.5 x 20 m, 2020
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Barbara Helmer’s works are charac-
terized by her meticulous use of 
layers, colours and transitions 
between rays of light and darker 
matter. Barbara takes inspiration 
from beautiful objects such as 
crystals, lights and colours seen 
in nature, but also from commercial 
imagery and construction drawings. 

The sculptural effects of her pain-
tings transform them into seemingly 
autonomous objects rather than just 
paintings. The emerald-like items 
ostensibly pendulate in the atmos-
phere, and with that, affect the un-
derstanding you have of its surroun-
ding spaces, while simultaneously 
making you wonder how they could 
serve as a gateway to another world 
behind the alluring item. 

Her craft is experimental but 
precise: “I always try different 
techniques to express the theme of 
my work. Technique is interesting to 
me in order to reach certain effects 
in a result I pursue. It plays an 
important role in the image as it 
determines a quality of the image.”

The effect appears strong. Barba-
ra’s murals remind us of all sorts 
of rapid, soothing and awakening 
light movements: imagine the fee-
ling of being in a fast-moving 
vehicle from which the window-views 
are feculent, but bright sunlight 

or night lanterns intermittently 
flicker through, temporarily blin-
ding your sight and altering the 
next sight that is presented to 
you. Those short-lived and conflic-
ting love affairs with luminance 
versus dusk, somehow confront you 
when staring at Barbara Helmer’s 
murals. They make you excited for 
change and homesick for unforgi-
vable invariance at the same time. 

The other-worldly is hinted upon in 
the titles for her works. Barbara 
flirts with the ideas that people 
have of hidden worlds and the au-
tomobiles that could transport us 
thereto. The “747 title refers to 
a Boeing aircraft from which you 
could view the atmosphere, air co-
lours and sunset from an entirely 
different perspective. Sometimes 
the titles also refer to abstract 
entities which contents are comple-
ted differently by each individual, 
such as: the meanings of tomorrow, 
soul, conspiracy theories and se-
cret societies.”  
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 Su Tomesen

@Sutomesen
sutomesen.nl

1. Haitian Mobile Pharmacy, Netherlands, 2017: plastic tubs and medicines, 30 x 30 x 58 cm
2. Street Vendors: Medellín, Tirana, Johannesburg, Yogyakarta, Netherlands - Colombia - Albania - 
South Africa - Indonesia, 2018-2020, four channel video installation / HD video, 16:9, 4 x 30 min.
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A recurring theme in Su Tomesen’s 
work is the ingenuity in public 
space and informal economies that 
can (still?) be found in cities 
outside the Western world, which Su 
describes as being over-regulated. 

In a four-panel video installation, 
Su shows four street vendors from 
four different continents. All the 
vendors operate in microeconomic 
domains – a phenomenon that is beco-
ming increasingly alien to citizens 
of the western world. Each entrepre-
neurs in their own right, the ven-
dors inspire the viewer with their 
inventiveness, ability to solve pro-
blems and generate their income. The 
video is a cheerful and exciting do-
cumentation. Though, it also ignites 
worrying thoughts: as our economies 
become increasingly digitized, will 
these heartening sights still be 
around in a few decades? 

In her Haitan Pharmacy, Su remade 
the pharmacy bucket tool, that Hai-
tan vendors used to sell medication 
from, using expired medications. 
The object was exhibited in a re-
gular Dutch pharmacy. The object’s 
straightforward, functional qua-
lity, provided a stark contrast to 
the glossy aesthetics applied to 
healthcare products that are for 
sale in Dutch pharmacies. 

Like the vendors, Su seems to 
hustle her way around as well. She 

has done projects in the streets 
of New York, Syria, Cuba, Brazil, 
Indonesia – you name it, and Su has 
probably been there. 

“The street is my source, curiosity 
is my engine,” Su says. “My work 
comes from an interaction with the 
environment. I easily arrange liai-
sons with people, also in kampungs, 
backs and townships, where the gros 
of humanity lives. I have a language 
talent and inform myself about ur-
gent topics in a short time.”

One of Su’s souvenirs that she takes 
with her from the streets, are plas-
tic items. Su buys them all over the 
world and takes them back to The 
Netherlands. The colourful plastic 
household objects look endearing 
by all accounts. Depending on the 
exhibition space available to her, 
Su stacks the items which trans-
forms them into towers that remind 
of totems and religious sculptures. 
It could strike you as a celebration 
of plastic. However, the realiza-
tion that all that plastic has been 
amounted already by just one person, 
is intimidating. “While exhibiting, 
I noticed its magnitude make people 
think about the plastic problem.” 
Like many of her works, the Plastic 
Age, also has a mirroring effect on 
the viewer. 
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 Meme Bartels

@memebartels
Memebartels.nl 

1. The GARDEN, THE YARD AND ME: An Artist Book, Handmade, exposed spine binding with 
cover, 29,7 x 21 cm
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Each year, photographer Meme Bar-
tels makes one book. In 2020, Mémé 
spent a lot of time in her garden, 
which she refers to as ‘a different 
world. A retreat. A paradise, or 
a green hell.’ She locked herself 
up in the garden to start working 
on her book of the unprecedented 
year 2020.  She often works with 
recurring images and objects in her 
other works. Items that are simi-
lar but not the same, and recur in 
subtly different ways each time. 
Striking about the book from last 
year, is that everything is abs-
tract and repetitive. Perhaps an 
unexpected tendency that emerged 
in a year that is marked by confu-
sion and repetition. The repeti-
tion allows you to see details that 
otherwise might have been over-
looked, over and over again. 

To tell the story of Mémé’s book, 
she writes a letter to a friend, of 
which I want to share some passages.  
“THE GARDEN, THE YARD AND ME.”

This year all my pictures turned 
out to be abstractions. I wondered 
why I felt the urge to do so. Was 
it the unreality of the situation 
I was facing, or was I just tired 
of all those voices screaming to 
be heard? I think it was the latter 
and now I see these abstract images 
as a temporary check-out.

[…] 

“I discovered that making paper is 
a profession in itself. My goal was 
to make paper as thin as possible 
with the right stiffness and sound. 
I never intended to use the paper 
in one of my books. It does not 
meet my criteria. It has a lan-
guage of its own. Nevertheless, it 
is perfectly imperfect. I did not 
want to leave the paper unused and 
decided to photograph every single 
sheet. And then I made this book. 

[…] 

Did you know that tramps have a 
language of their own? It consists 
of warning signs that give infor-
mation about the specific proper-
ty, the owner, the availability 
of food, water, etc. The signs are 
carved in wooden door-frames, walls 
and other surfaces. I was quite 
shocked when I discovered that 
there are actually signs that give 
information to burglars. If you 
are not familiar with these signs, 
you have no idea that paradise is 
threatened. And thus the yard has 
two sides. It depicts the personal 
space that is under pressure as 
well the intolerance of nimby (not 
in my backyard).

[the sheets]  perfectly reflect what 
I was thinking all along: beauty is 
always comforting.“
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 Justyna Pennards

@justynapennards
www.pennards-sycz.art

1. Flying Islands - Trees, 2019, acrylic and mixed media on canvas, 120 x 90 cm 
2. Flying Islands Lava, acrylic and mixed media on canvas, 2019, 120 x 90 cm
3. Floating Forest, 2019, acrylic and mixed media on canvas, 120 x 90 cm 
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A dream or a nightmare, it is hard 
to tell when looking at the hyp-
notizing surrealistic paintings of 
Justyna Pennards. They definitely 
transport you to other-worldly, 
fleeting landscapes and creatures 
that you want to love and avoid 
at the same time. Perhaps Justy-
na’s adventurous background already 
tells us something about her imagi-
native nature: after obtaining her 
degree in economics, she emigrated 
from Poland to the South of France, 
where she quite literally saw the 
light: “I was so inspired by the 
light and landscapes in my envi-
ronment, that I started to paint 
all the time. Then I moved to The 
Netherlands for love and graduated 
in fine arts.” 

Her fragmented landscapes are si-
milar to Justyna’s perception of 
the world. “My reality is blurred, 
things disconnect by moving from 
town to town, country to country. 
Because of this, I developed a spe-
cial bond with the landscape. When 
you are in a new place or area, the 
landscape is your first friend.” 

Similar to her desire to explore 
and admire landscapes, Justyna 
wants to tackle every inch of her 
big canvases. Se states that she 
employs a painting technique to 
which spontaneity is central, but 

also the impulsive, unconditional 
act of covering the entire canvas 
with paint. 

In her compositions you can de-
tect her instinctive desire to 
be on journeys. Journeys to the 
places she has been to, but also 
the places and superpowers she lets 
you fantasize about: a dive to the 
bottom of the ocean, flying from is-
land to island or seeing lava from 
up close. I bet you never knew you 
wanted it until you saw her work.
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 Kirsten Hutsch

@kirstenhutsch
www.kirstenhutsch.com

1. Linen #10, acrylic on linen, 2018, 90 x 110 cm 
2. Composition without Yellow, acrylicpaint, gaffa-tape, hockey-tape, impasto gel and UVvarnish 
on linen, 2020, 110 x 150 cm
3. Stuck no.4, gaffa-tape and liquid glass on linen, 2020, 110 x 150 cm  

I think I am staring at a linen 
canvas. Immediately, I feel that 
sense of giddy excitement, a tin-
gling in my fingers to apply some-
thing onto it, as well as the fear 
of it being blank – knowing that I, 
or someone else would have to fill 
it. It requires a detailed photo 
of the linen canvas, to realize its 
sides are blank and the linen ef-
fect has been manipulated. The can-
vas is not blank. On the contrary, 
it is filled to the brim with de-
tails which have been painstakingly 
applied. Kristen Hutsch inquires 
into the nature of human perception 
and the substance of reality. 

“Across a variety of mediums all my 
works relate in one way or another, 
to this ambiguity of the essential 
reality of the physical object on 
the one hand and the inherently ar-
tificial nature of depiction on the 
other. In this regard I allow the 
artwork to manifest this ambiguity 
through its actual, material and 
sensory nature.”

Parts of the titles of Kristen’s 
works could read as instructions 
written by an alchemist: “without 
Yellow, acrylicpaint, gaffa-tape, 
hockey-tape, impasto gel and UVvar-
nish”. What emerges, when instruc-
tions are strictly executed, is an 
image that is familiar, canny and 
deceiving at the same time. 

“The Linen series are studies into 
the ‘self’. It poses an autolog-
ical question. They encompass in 
themselves the very quality they 
depict. Object and subject are 
one and the same. The image of the 
‘real image’ refers to something 
that applies to itself, of which 
itself is an example.”

The Taped Paintings are composed 
of multiple canvases, stuck or 
tied together by stage tape. The 
aesthetics look like a an exces-
sive test of felt-pens, or the 
random lines you draw while day-
dreaming during a phone conversa-
tion, the quick notes and draw-
ings you make during meetings, to 
explain or eliminate something. 
Those scribbles are enlarged and 
dramatized by strokes of tape. The 
tape is not only used for the the-
atrical effect, it is also holding 
the art piece together as a whole. 
Each scribble is being gloriously 
carried by a canvas, on top of the 
canvas. The result lingers be-
tween the image and the item, the 
make-believe and its tangibility. 
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 Mirjam Berloth

@mirjamberloth
mirjamberloth.nl

1. A Minimal Life 05 Digital Painting (2020) 42 x 29,7 cm (when printed)  
2. A Minimal Life 03 Digital Painting(2020)42 x 29,7 cm (when printed) 
3. With Anne Truitt in the Dia Beacon Museum (2020), New York
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Mirjam Berloth is heavily inspired 
by the creative processes of artists 
in the previous century. “Back then, 
abstract art was still questioning 
how to live together, how to relate 
to other artists and to art histo-
ry, how to sustain gender equality 
in a field dominated by men.” In her 
works she tries to explore what her 
position is within the domains of 
art history, and how to make her 
own autonomous contemporary works 
while still feeling a part of the 
art world. “Looking at certain art 
movements a century earlier gives me 
the liberty to reflect on those times 
by taking a less strict and more 
playful approach.”

The outbreak of the recent pan-
demic inspired Mirjam Berloth to 
begin painting onto photos. The 
images are of moments that are dear 
to her. “The painted fields repre-
sent empty canvasses containing the 
promise of hope of a new beginning. 
Also, they stand for my love for 
Minimal Art.” 

Her playful approach takes place 
partially in the digital as well 
as the tangible realm, kind of 
like our daily lives are currently 
operating. It exists by the grace 
of those to elements. She maximizes 
the opportunities of the digital 
medium as well as the subtle inter-

ventions of paint strokes that she 
applies onto it. Together, these 
subtle maneuvers create a new world 
in itself.

Mirjam continues to question, ima-
gine and fantasize about where that 
world stands, in the world of art. 
After creating a new environment, 
she searches for the right environ-
ment for it. Further along in the 
project she will place these works, 
virtually, in the museums that are 
well known for showing formal art 
from the 1960’s. In this way she 
makes it possible to show her work 
along with the artists’ she admires 
so much.
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 Janice Mcnab

@ janice.mcnab
www.janicemcnab.com

1. Skull, oil on linen, 2020, 120 x 135 cm
2. Flash, oil on linen, 2013, 120 x 100 cm 
3. Prick, oil on linen, 2016, 60 x 40 cm

Janice Mcnab’s paintings are 
somehow mouth-watering, sensual and 
make me feel gluttonous and a bit 
ashamed while looking at them. I 
imagine the ice melting further on 
my tongue, or the fat, raw slice of 
salmon leaving grease on the plate 
that I eat it from, and an overpo-
wering smell on my fingertip that 
could last until the next shower I 
take. In a way, the foods seem to 
be posing for me, or strategically 
‘draped’ by the artist. Some have 
already been attacked and have ren-
dered some of their beauty. 

A series of melting scoops of ice-
cream remain frozen in time in Ja-
nice’s paintings. A combination so 
unlikely, that each scoop becomes a 
consolidated character in itself, 
competing with the other scoop that 
is immortalized. The characters are 
vulnerable, melting, exposed, figh-
ting for my attention. 

Over the last twenty years, Ja-
nice Mcnab has painted series that 
explore the representations of 
women’s lives. “Society places an 
exaggerated emphasis on women’s 
skins, judging the value of the 
lives we live, by the colour and 
condition of our surfaces.” Ja-
nice’s current series, called “How 
Deep is Your Love?” is a post-doc-
toral research project, cultural 

representation of women is inves-
tigated by sidestepping the judge-
ment that generally placed on the 
outside part of the body, the skin. 
Instead, Janice turns to other ways 
how women’s skin can be defined 
or portrayed, for example by the 
things we touch, see or eat. 

“Skins are flayed and ice melts as 
food and small domestic objects are 
investigated as possible stand-ins 
for worlds unseen. These pain-
tings are being made in artistic 
conversation with ‘The Ten Largest’ 
(1907), by Swedish artist Hilma af 
Klint. The Ten Largest are sub-tit-
led as the ages of life, from 
childhood to old age. The research 
I did for The Ghost Artist establi-
shes that their abstract patterns 
are rooted in traditional Swedi-
sh designs for clothes and food, 
designs being collected by the 
artist’s Suffragette friends at the 
time the paintings were made. How 
Deep Is Your Love? takes this litt-
le-studied feminist aspect of af 
Klint’s work, and explores how such 
domestic roots might make sense as 
a strategy for self-imaging today.”
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 Selma Dronkers

@selmadronkers
selmadronkers.nl

1. Straightness before fluidity: airbrush ink and markers on black hdf, 2020, 18 x 24 x 1 cm 
2. Infinite change (water): markers on mdf, 2019,15 x 20x 1 cm
3. Pure pink: airbrush ink and markers on birch plywood, 2020, 12x 18 x 1,8 cm
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With every layer of lines that 
Selma Dronkers applies in her 
drawings, the image changes. But 
what do we actually see? I see en-
dless waves that are only limited 
by the borders of the paper. Layers 
over layers, that create moiré’s, 
waves and ripples. It is impossible 
to see all the layers at once. You 
have to put your mind to it, to see 
the direction of lines in each coa-
ting that is applied. 

“My biggest source of inspiration 
is the ever-changing character 
of the ocean, being on the ocean 
where nothing is what it seems 
to be. And the exchange with new 
people I meet.”

“Primarily, I’m fascinated by the 
principles of drawing and how lines 
and layers can become a vibrating 
surface. On a level of being part 
of a society I’m interested in 
people’s looking for truth and in 
what people think they see or want 
to see,” Selma says. She uses the 
act and techniques of drawing as an 
analogy of perceiving and proces-
sing the world itself. With every 
new layer she applies, Selma Dron-
kers takes the risk of ruining or 
finishing the drawing. These risks 
make her alert. “The precision 
in my work is not in determining 
which actions I would want to do 

but in carefully observing when 
the drawing wants to continue on 
another surface. While drawing I 
love to take risks. I don’t want to 
change anything, I want to be the 
change myself.”

The drawings don’t refer to specific 
images or items. They just empha-
size the fact that nothing is ever 
what it seems at first glance. The 
moiré effect wanders my mind off 
to the ironic association between 
screens and truth. The digital 
screen is currently a huge part of 
all we have as a source for infor-
mation, connection and inspiration. 
The moiré’s somehow represent the 
interaction we are currently able 
to have with the world and each 
other: rather one-dimensional and 
flat. Selma’s drawings remind me of 
all the layers and possibilities we 
may be overlooking too often. 

 “My work is about change. Essen-
tially, drawing(s) continue fo-
rever. It can always change, di-
sintegrate, dissolve. Eternal and 
impermanent at the same time.  In a 
way, I want to be in a state of not 
knowing. I am the observer.”
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 Anne Verhoijsen

@ anne_verhoijsen 
verhoijsen.com
 

1. Let’s take back our space, Title: Reisgenoten. Material: Book, 2011, Dimension 30 x 21 x 1,5cm 
2. Study of works at EKWC, 2021 (Sunday morning at EKWC)  
3. My plane, 2021, Material: Ceramic, glaze, transfers, lashing strap Dimension 210 x 200 x 70cm

It were her mid-forties when, Anne 
Verhoijsen discovered the joy of 
creating, while she was knitting a 
sweater. “It took me several years 
to stop being afraid of the white 
paper. Either way, the desire to 
create was greater than the fear of 
the unknown.” 

Since conquering that fear, Anne 
has moved from paper to all sorts 
of media. Her portfolio shows eve-
rything from ceramics, to video, to 
drawings and textiles. You could 
say Anne works with concepts, after 
which she decides upon her chosen 
media. “When a situation surprises 
me, I become curious by this emo-
tion and start to investigate.”

Anne’s investigations consist of 
dialogues with others and with her 
inner experiences. “I always in-
vestigate the concept of freedom, 
and relationships between people. 
I see a world that is constantly 
changing, whilst wondering what ac-
tually changes.” She became mes-
merized with freedom when struck 
up a conversation as a child, with 
an English family who were at the 
playground in her hometown. The 
conversation led to a longstanding 
exchange of letters. The foreign 
stamps and writing, nourished her 
longing for all the worlds and ex-
periences she  was yet to discover. 

One of Anne’s most creative and 

inspiring experiences in her life, 
was her residency at the Ceramic 
Centre in the Dutch town Oisterwi-
jk. Here, she developed a work that 
became important to her: an air-
plane made entirely of ceramics.  
The plane hangs from the ceiling 
in ropes, in a somewhat hybrid 
fashion: in the air, but not on its 
way. Lifted from the ground, but 
not free. Her ceramic ladders carry 
the same irony: they suggest to be 
a ticket to some other level, but 
could likely not carry my weight. 

The literal shape refers to an 
iconic piece of machinery, which 
has changed the planet drastical-
ly since Anne has been on it. It 
opened up the world for travel and 
exploration, affected it for better 
and for worse, and has now limited 
our movements again because the 
pandemic travels on planes as well. 
For Anne, the plane also symbolizes 
masculinity. The book “Let’s Take 
Back Our Space”(1979) by Marianne 
Wex, has the subtitle “Female” and 
“Male” Body Language as a Result of 
Patriarchal Structures was fun-
damental to the decision to make 
an aeroplane, and with that (re-)
appropriating a (masculine) feeling 
that was previously unknown to her. 
Something new, she discovered past 
the age of 70: I exceeded myself 
and broadend my world, because I 
made an airplane!” 
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 Sonja Hillen

@ sonja.hillen1
www.sonjahillen.nl

1. Arrival (2): drawing with acryl, pencil and colored pencil on paper, 2020, 70 x 100 cm
2. The table (3): drawing with pencil, neropencil and ink on paper, 2020, 50 x 70 cm
3. I sing the purest note when you are not listening, drawing with colored pencil and embroidery 
on linen, 2017, 112 x 135 cm   
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By working with the time consu-
ming embroidery technique, Sonja 
Hillen tries to delay the pace of 
her own lifetime. The process of 
working with textiles and embroi-
dery is slow and at times tedious. 
“It truly requires patience. Step 
by step, bit by bit. The contradic-
tory advantage is that this buys me 
‘time’. Time to redirect my ideas, 
or the desired image. It also buys 
me time in my own life.” 

Sonja’s work is about everyday 
life, happiness and hardships. 
They have a storytelling, rela-
teable, minimalist escapist quality 
to them. At 18 years of age, she 
was in training to become a nurse,  
but started drawing and promised 
herself to apply for an artschool 
someday. As time, kids, career and 
life went by, Sonja enrolled mid 
thirties and graduated at 40. 

Her gradual process of connecting 
to art, aligns with the commitment 
to her medium. “I have had textiles 
in my environment since – forever. 
But that didn’t mean that working 
with textiles was a choice set- in – 
stone. I gradually grew towards it.” 

Her work is about everyday life, 
happiness and hardships. Not only 
the stories of her own life are 
told, but also those of others, 
or potential others. The Heart-
land project is about the place she 

wants to be. “It starts at the ori-
gin, with my father and my mother, 
and then follows a path, not neces-
sarily chronologically, along many 
places and side roads. This could 
be an actual place and path, but 
also a place and journey that just 
exists in my mind and my heart.” 

Sonja explores whether she actually 
wants to be at those places speci-
fically, or whether the imagination 
of those places represents another 
desire that is perhaps unfulfilled. 

In her series “Television”, Sonja 
chose images that she saw on tele-
vision. Images which struck her be-
cause of their melancholic beauty. 
“The Table”, is a drawing from a 
still in a documentary about the 
life of the author Astrid Lindgren. 
“The melancholic atmosphere of the 
image, as well as the remarkable 
light-falls on the table moved me 
deeply. The table, a symbol and 
central item in family life is seen 
empty.” 

One could say that Sonja confronts 
herself with places she wants to 
be, and places, feelings and situa-
tions she would rather avoid. Via 
her work, she possibly calibrates 
life as it is, with a melancholy 
worlds that could be. 
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