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KAROLINA ŻYNIEWICZ, art as a way to perceive the world in     CLOT     magazine by Rae (Mee-  
Jin) Tilly (19.04.2026)

Signs of the Times. Photo credit: Adam Bogdan

For most people who were not severely affected by COVID-19, the virus has left a lasting impression. 
What acutely consumed years of our lives, dictating our movements and interactions, plays little role 
in how we understand ourselves and engage with our surroundings today. Karolina Ż yniewicz will be 
reminding us of what we have forgotten this month as she returns to Art Laboratory Berlin to continue
her project, Signs of the Times*. 

Ż yniewicz began collecting masks from public areas of Berlin during the pandemic in the spring of 
2021 to analyse biological traces left behind on them. Her initial aim was to collect samples from the 
masks to determine the genomic transcripts of the cultured microorganisms. Since then, the project 
has taken on new trajectories as her aims have evolved. After recognising that collecting discarded 
masks long after their owners left them behind hindered her ability to hear the stories attached to 
them, she began collecting masks from willing participants who spoke about their memories of the 
pandemic during the collection process.

In 2024, in Zagreb, Croatia, Ż yniewicz used her findings to create written texts for a performative 
exhibition. Her next step: to perform her transcription at Art Laboratory Berlin. Ż yniewicz has stated 
that Sign of the Times is dedicated to remembering and forgetting, appearing, and disappearing. And 
it’s not just our memories of the pandemic that have disappeared. During the pandemic, the masks we 
wore were ephemeral; they served a purpose, but only temporarily, as contamination necessitated 
their replacement. But as days turned into months and months turned into years, their usage declined. 
As a consequence, the ritual of wearing them lessened until the material and ritual disappeared, and 
along with them, our memories.

Death was a very real and grave consequence of the pandemic. And it’s a topic that never fades from 
the general consciousness, even after our memories of pandemics might. Scientists look to understand 
it, doctors look to treat it, and poets are consumed by it. Sign of the Times engages this exploration 
through the collection of biohazardous material and in the retelling and recalling of what it felt like to 
live through so much death.



Many of Ż yniewicz ’s other works also pivot around death. Looking at postnecropolis, we see 
Zyniewicz merging funeral traditions with the natural cycle of matter, specifically the peat bogs of 
Ireland. In from life to death and back, Ż yniewicz uses necrophagic insects to examine the role of 
aestheticisation in the process of changing the human perception of biological life. And with safe 
suicide, Zyniewicz grows her own cells to prepare them for death. When viewed alongside Signs of the 
Times, it is impossible to divorce the organic material  (bogs, microbes, cells, insects, or otherwise) 
from the exploration of death itself. In this way, we see an artist who is at once consumed with 
understanding our collective and communal relationship to our ends, but also an artist whose very 
personal exploration into her own fate interests her greatly. 

The pandemic worked in much the same way, as we attempted to understand mortality. But there is 
also a slight flirtation, a tempting of fate, that we see Ż yniewicz plays with as well, for there is both 
danger and agency in deciding to collect what could be hazardous to one’s own health.

Signs of the Times. Photo credit: Adam Bogdan

delectatio morosa, Miłość Gallery Toruń, living 10 days with insects. Photo credit: Tytus Szabelski



Signs of the Times. Photo credit: Sanja Bistričić Srića

The world experienced the COVID-19 pandemic globally. One can imagine, at certain levels, a 
commonality in how human beings experienced COVID, both individually and collectively. 
What has your work with Signs of the Times exposed about individual vs collective experience 
and memory?

I collected over 100 audio testimonies between 2021 and 2024. This was not a classic sociological 
study, so I did not follow any strict interview protocol. Only the opening question was always the 
same: What do you think you will remember most about the pandemic in 10–20 years from now? 
Some people spoke for five minutes, while others needed a longer conversation. I did my best not to 
limit anyone. While listening to each person and speaking with them, I was fully focused on their 
individual story. I also avoided any judgment, even when someone admitted to not following the rules 
for various reasons.

I would remember certain singular stories for some time, but gradually those memories began to blur. 
I could return to each of them while transcribing the audio recordings by hand. This process meant 
embodying each story while also beginning to see them as part of a larger collection. Once they 
became text, I noticed certain common elements across all the confessions. It was almost like 
discovering categories, such as: being happy staying at home / being depressed by the confinement; 
being stuck abroad; being ill with COVID-19; having a friend or family member in a high-risk group; 
believing that the pandemic would change the world / doubting that humanity would learn anything 
from the experience; enjoying the anonymity of wearing a mask / struggling with the necessity of 
covering one’s face. I could probably carry out a statistical analysis of the recurrence of certain 
elements in these confessions, but that is not the point of this project.

To talk about the pandemic is to also talk about xenophobia, racial dynamics, wealth gaps, and 
geopolitics. The different stages of this work (collection, performative exhibition, and 
interviews) took place in a Western European context that shaped the DNA, memories, and 
thoughts that have resulted in this project. How does this impact your work, or does it at all?

You are right that the majority of the mask and memory collecting sessions took place in Western 
Europe. I also conducted remote meetings with people in Canada, as well as one in-person session in 
Buffalo, New York, in the United States, which is still within the Western world. This is a natural 
limitation of the project, due to my travel schedule.

I would be more than happy to carry out the project in other parts of the world. However, even while 
working only with people from Western countries, I heard a great deal about how the issues you 
mentioned at the beginning of your questions influenced individual experiences of the pandemic.



During the first phase of this project, you collected masks from public areas in Berlin where 
you lived. The initial fear that gripped most individuals stemmed from the severity of the 
illness and the unprecedented speed of its transmission. By collecting discarded masks, objects 
designed to stop the virus, you collected potential biohazards without knowing its original 
owner. Was this a concern to you? If so, what precautions did you take? If not, why?

The stage of the project you are referring to was conceived as an abjectual performance. The 
biohazardous risk was crucial to it. I confronted my own fear and uncertainty, equipped with gloves, a 
mask, and zip-lock bags.

It was an interesting action because the performance was taking place mainly in my imagination. I 
can’t determine when a particular mask was discarded or who its wearer was. What I found 
particularly interesting was that the shame of doing something unusual in public space and being 
judged by passersby was much stronger than the concern that I might contract an infection from 
contact with discarded masks. I felt almost like an exhibitionist—ashamed and excited at the same 
time.

I tended to choose less crowded streets and parks. Nobody ever paid attention to what I was doing. No 
one even asked. Everything was happening in my head. The core of this performance was my 
confrontation with myself as I approached biological and cultural boundaries

You will be exhibiting Signs of the Times at Art Laboratory Berlin, where you will “transcribe 
entries from [your] notebooks onto a tablet using a stylus…the handwritten results [will] 
appear on a monitor on the wall. On another monitor, the genetic transcript of microbial 
material from one of the masks…[will appear] letter by letter, line by line.” As we become 
increasingly removed from the pandemic, our memories and emotions about it evolve. How 
does this impact each performance for you and the audience each time?  

The exhibition at Art Laboratory Berlin is the second time when the performance happens. I am 
convinced that this show will open a new chapter in the project, allowing me to answer this question 
more fully. At this point, I can already say that I observed a meaningful difference between running the
“memory clinic” in 2021–2022 and in 2023–2024. The last session in the United States, in particular, 
showed me that people struggle to recall the pandemic. At the same time, they seem completely 
comfortable with this blurriness of memory.

For many, the physical gesture of putting on the mask unlocks memories that had been inaccessible. 
The exhibition at Kontejner Zagreb was surprising for visitors, I know this from speaking with them. 
Their reaction was almost, “Oh no, here we go again.” Initially, I thought I was doing something very 
important by documenting that period and preserving its stories. However, as the project developed, 
its trajectory showed me that this topic is almost like a “spoiled egg.”

After the installation’s premiere in Croatia, I tried to submit the project to festivals and exhibitions, but
it didn’t seem to fit anywhere. I even came to accept this situation as part of the project’s 
metanarrative. The show in Berlin is therefore a very meaningful step for the project, because it brings
it back on track and allows me to investigate what we remember about the pandemic in 2026, and how
the memories gathered in previous years continue to resonate with us.

The masks are not just storing human DANN (identity) and the microbiome (bacteria/fungi); 
they are also storing pathogens (viruses such as SARS-CoV-2, influenza, etc.). What safeguards 
have been put in place to prevent potential biohazards?

First of all, I was never interested in the human DNA that could be found on the masks. Nor was I 
interested in detecting the SARS-CoV-2 virus itself. My point of interest was the microorganisms that 
are not immediately obvious when we think about masks. I was mainly curious about the bacteria co-
plotting the stories that people were sharing with me. I believed that each mask possesses its own 
individual biological character, just as every memory does. 

At the same time, certain microbial species are present on many masks, especially when we consider 
contamination from the surrounding environment, particularly the air. This creates an interesting 
analogy with the individual and collective memories we discussed at the beginning of the interview.



The biohazardous risk was present in the project from the very beginning, just as it was present in 
every other corner of our reality. I followed the hygienic protocols, using gloves, a mask, and hand 
disinfectant, everything that formed the core of our perception of safety and cleanliness.

The collected mask samples were (and in some cases still are) packed in test tubes, then placed in 
sealed plastic bags and stored at low temperature in the freezer. Was all of this safe enough? I cannot 
be sure. Our control over the leaking reality is very limited.

DNA is a recurring medium for you. In Similarity of Differences, blood samples were collected 
with explicit consent. However, in Signs of the Times – collecting biological traces and 
memories, the masks were collected from public spaces, meaning the human DNA and genetic 
material on them were obtained without the donors’ knowledge or consent. In an era of 
increasing concern over genetic privacy and data sovereignty, how do you reconcile this lack of 
consent with the ethical implications of sequencing and archiving anonymous human genetic 
data?

You are right, I work quite often with DNA, mainly as a form of language. I am also deeply interested in 
how the imagination surrounding genetics functions in society. I have worked on GMOs several times. I
intentionally use the word imagination rather than knowledge, because I see a significant lack of 
knowledge that gives rise to many controversies.

One fear related to DNA is that it constitutes our individual inscription and can be stolen, leading to 
the theft of our identity. It is not entirely impossible or unrealistic that some individuals may have 
harmful intentions, but thinking about this all the time would drive us all crazy. Whatever we do, and 
wherever we go, we leave our genetic fingerprints behind, for instance, in hair or saliva.

In all my projects, I stress that every kind of knowledge brings responsibility. Since I probably know at 
least a little more about genetics than the people discarding their used masks in public spaces, even 
given my long-term collaboration with my PhD supervisor, the geneticist Professor Paweł Golik, I take 
responsibility for ensuring that the samples are not used in a harmful way. It is also crucial to stress, 
once again, that I have never been interested in sequencing or reading human genetic data from the 
masks.

Looking more closely at the blood samples collected for Similarity of Differences: Stage 1 
involved sample collection. Stage 2 attempted to read DNA from each blood sample and 
combine all samples into a single test tube. What was the goal of individual readings compared 
to the goal of readings once the samples were combined?

I will start by clarifying that the individual samples were not analysed for two different reasons. The 
first reason was that some people expressed concern that by giving me their blood sample, I would 
read their genome. The second reason was purely technical: on Ruhnu Island, where I conducted the 
project, there was no proper freezer, so the samples remained at a relatively high temperature, which 
caused DNA degradation.

In general, DNA was not the most important aspect of the project. Much more important was blood 
itself, and its biological, social, and cultural meanings. I approached people on the island, asking them 
for only a single drop of their blood. It may seem very simple, but it was not. I was asking them to give 
me a small, symbolic portion of something essential to their bodies.

I was equipped with new sterile needles, cotton pads, gloves, and small zip-lock bags for the cotton 
pads soaked with blood. Some people were completely comfortable with the task and were simply 
curious about why I needed it. Others were suspicious and feared that I would steal their DNA. Many 
participants were simply afraid of the sight of blood or the pain of pricking their finger. A great 
number of decisions had to be made before they agreed to give me what I was asking for.

What I eventually did in the lab was to soak the collected blood-stained cotton pads in a special 
medium to recover any DNA that had survived, then combine all the samples into a single test tube. It 
became a collective sample, just as the project itself was a collective ritual and experience.



In safe suicide, you grew your own cells to kill them in various experimental ways: it was your 
“multiple cellular suicide.” I imagine this process to actually be the opposite of destruction, as 
there is a symbolic factor of dying multiple deaths and a catharsis of release from the versions 
of ourselves we decide to shed. Did you view this work in a similar vein, and if so, did each 
symbolic death correlate with the manner and method of killing?  

The multiplicity of cellular death was central to the safety of the suicide. The project is based on 
playing with physical matter, its meanings, and its language. I committed suicide at the cellular level 
instead of destroying myself in vivo. There was an even more interesting opposition than the one you 
identified. Before I began killing my cells (B lymphocytes), I first immortalised them. Yes, immortality 
is possible in the lab, even though its meaning is very different from what it means outside the 
laboratory. Immortalised cells acquire a cancerous character. I induced this transformation in my cells 
using the Epstein–Barr virus. Did this make them indestructible, like science-fiction monsters? 
Absolutely not.

The limit on cell division (the Hayflick limit) had been removed so that they could proliferate 
indefinitely, but they still could not survive outside the incubator without fresh medium. By starving 
my immortalised cells, flooding them with alcohol or bleach, exposing them to UV light, or poisoning 
them with substances such as doxorubicin, I kept reversing their immortality. There was also always 
the uncertainty of whether killing my cells could be counted as a form of my own broader self-
destruction.

At a certain stage in the project’s development, I raised the bar for myself by attempting to trigger a 
very precise mechanism of cellular death: apoptosis, the process that scientific language itself 
describes as cellular suicide. It turned out that planning death to occur exactly as we want it is not an 
easy task. Speaking of control, I would like to add that the number of cells I killed intentionally and the 
number that died without my intervention were similar. Nothing teaches us better about humility than
life…and death.

You have stated that the topics of your work are often related to broadly understood life and 
death and their social and biological dimensions. We can see this is safe suicide, as well as 
word’s matter, a project run in collaboration with the Liver Center of Western New York, 
focused on shaping the medical discourse related to hepatitis C and other liver diseases, as well
as Signs of the times. After all, the pandemic has resulted in over 7.1 million deaths as of March 
2026 (according to WHO data). You are also a member of the Good Death in Warsaw. Can you 
elaborate on your relationship to death?

I could say that the topic of death has somehow always been very present in my thinking and artistic 
practice. I have tried many times to explain to myself why this is, and I have partly succeeded.

I grew up in a small village in central Poland, and from the very beginning of my life, I witnessed the 
butchering of animals. Later, my grandfather, who used to do the butchering, became ill with a 
malignant sarcoma. For more than a year, he suffered at home, developing a severe open wound on his
leg. Death was in the smell of the air in our home at that time.

Finally, when I was thirteen years old, my anorexia began. It was an extreme form of balancing on the 
edge between life and death; safe suicide is rooted in that experience. Probably all of these experiences
have led me to embrace death as a natural element of living. My first biology-based artwork was Non 
omnis moriar, which I created in my third year at the Academy of Fine Arts. It was a sculpture filled 
with meat. Over time, the natural processes of decomposition took over. I, too, could have died from an
infection caused by a small puncture from one of the sculpture’s construction wires, poisoned by 
Clostridium botulinum from the rotting meat.

Somehow, I find death extremely authentic, honest, and fair. How people try to deal with it is 
fascinating to me—which is why I came to the Institute of the Good Death. It is a boundary topic that 
brings discomfort and painful reflection to many people. I see it as a small mission of mine to trigger 
discomfort, especially now, when everything is expected to be cool and easy.



Zooming out from the microscopic: In looking through the breadth of your work, there are 
three projects of yours where location seems to play a direct role in the work itself: preserving 
Ireland, which was your attempt at preserving the most famous traditional grocery products in 
peat, non – human culture producers – bioethnography, which involved collecting samples 
throughout different districts of Mexico City, Mexico, and self defence (2024-in progress), 
which has been carried out in different places but whose (trial version) of performative 
installation uses recordings taken from a bomb shelter in Kranj, Slovenia. What significance do 
Ireland, Mexico City (and by extension, Mexico), and Kranj (and by extension, Slovenia) hold for
you personally and artistically? Are there any connecting threads between these places for 
you?

There is no obvious connection between all the locations I have mentioned, except for my presence. 
Ireland and Mexico were places of residence. Whenever I go for a residency, I try to learn as much as 
possible about the specific place. I love travelling, but travelling purely for the sake of travel is usually 
not enough for me. I explore the world through my work.

Projects such as preserving Ireland and non-human culture producers were my exploratory 
expeditions. Kranj is a different story—a completely unexpected discovery. I was in Ljubljana for the 
TTT (Taboo, Transgression, Transcendence in Art&Science) conference in September 2025, and 
together with a Polish friend, we decided to escape for a while to Kranj, where she wanted to see a 
photography exhibition. We randomly ended up in a former bomb shelter, which included a 
reconstruction of the experience of bombardment.

I am currently working on a project titled Self Defense, in which I work with poisonous plants. Part of 
it involves embroidering poisonous shields. One Slovenian colleague mentioned that during the war in 
Yugoslavia, her mother embroidered while hiding in a bomb shelter. I found this to be a beautiful form 
of resistance, and I used the contrast between the sound of heavy weaponry (recorded on Kranj) and 
delicate craft in a performance prototype during my AREHolland residency in Enschede. Signs of the 
Times was/is a project on the move; it travelled with me wherever I went. I used every opportunity to 
install my mobile “memory clinic.”

What’s your chief enemy of creativity?

Hmm, it is hard to say…perhaps rush, chaos…and a lack of solitude.

You couldn’t live without…
My work.

*Curated by Regine Rapp and Christian de Lutz, the exhibition Signs of the Times is open from 24 April
and will run through 7 June 2026, at Art Laboratory Berlin, with an artist talk on Sunday, 26, at 3 pm 
(CET). More info via the link.

Website https://karolinazyniewicz.eu/; https://artlaboratory-berlin.org/exhibitions/signs-of-the-times-exh/)
(Media courtesy of the artist)
https://clotmag.com/interviews/karolina-zyniewicz-art-as-a-way-to-perceive-the-world 

https://clotmag.com/interviews/karolina-zyniewicz-art-as-a-way-to-perceive-the-world


Insight: on Margherita Pevere’s ‘Pond Codex: Of Life and Death in Berlin’s Small Water 
Bodies’ for Chrysalis. Artists in Labs in     CLOT     magazine by Lyndsey Walsh (27.04.2026)  

   Hlymia, installation view. Photo credit: Margherita Pevere

Small as they are, the tiny watery worlds that make up Berlin’s urban network of ponds have a 
magnanimous role to play, both in an ecological sense and within the context of weaving together a sense of 
place throughout the matrix of Berlin’s urban ecosystem. These often-overlooked Berlin bodies of water 
take center stage in Margherita Pevere’s workshop titled Pond Codex: Of Life and Death in Berlin’s 
Small Water Bodies, as part of Art Laboratory Berlin’s Chrysalis. Artists in Labs project’s Artist 
Scientist Dialogues + Artist Workshops series, which has been running from Autumn 2025 and will 
continue through the Summer of 2026.

In the workshop, the artist invites participants to join her and her main scientific collaborator, Dr Germán 
Joosten to the site of one of ponds located at Kreuzpfuhl in Berlin Weissensee, which is featured in the 
ongoing research project POUNDER, Pollution in Urban ponds, eco-evolutionary Dynamics, and 
Ecosystem Resilience, run by Leibniz Institute of Freshwater Ecology and Inland Fisheries (IGB) within the
Berlin Research Association. Together, Pevere and Dr Joosten seek to position these bodies of water as 
vessels for the future using them to reveal human and more-than-human legacies of the past while 
simultaneously aiding in the building of imaginaries of possible futures. In the context of Pevere’s research 
for Chrysalis. Artists in Labs project, she has also been working in collaboration with PhD students Elise 
Malsch-Frohlich on the fieldwork components of the research and Gwendoline Acerbi on the experimental 
components. The workshop session organised by Art Laboratory Berlin includes both a hands-on 
component and a session for speculation and more imaginative forms of engagement.

Emerging from Pevere’s ongoing research and in the context of Art Laboratory Berlin’s Chrysalis. Artists in 
Labs project, Pond Codex serves as an invitation for participants to join the artist and her scientific 
collaborator in an exploration of the life cycle of Berlin’s small bodies of water. As part of the Chrysalis. 



Artists in Labs project, Pevere has been engaging in cross-disciplinary exchanges with the Jeschke Lab, of 
which Dr Joosten is a group member, and the POUNDER project’s institutional hosts, IGB and ARL 
Hannover. 

Hlymia. The last bath. Photo credit: Lena Maria Loose

Lament, view of the performance on the Karst Plateau for Pixxelpoint Festival and Taboo-Transgression-Transendence in 
Art and Science Conference. Photo credit: Matej Pirkovič

Pevere’s work in Chrysalis. Arts in Labs project builds upon her series of works titled Untaming Death, 
which Pevere describes as stemming from her practice with leaky and vulnerable bodies and ecologies, 
including the direct manipulation of living processes with (bio)technology. Looking at death as an ecological 
process rather than the end of the life cycle, Pevere finds herself drawn to questioning the clear-cut binaries
between life and death that have embedded themselves heavily in Western culture. While Pevere describes 
her inspirations for this series as drawing upon not only the biological and life sciences, but also the political
and ethical aspects of death in times of environmental disruption and lastly, the legacy of queer death studies, 
which she cites the powerful use of queering in this line of research allowing the verb to unhinge death from 
established binaries. 



In my interview with Pevere, she credits the term untaming to a dialogue she had with artist, inventor, and 
theorist Marco Donnarumma. Pevere dove deeper in her response by sharing that the naming of the series
both refers to death while simultaneously refuting it as a fixed state. She explained: untaming suggests the 
reverse of taming, and the refusal to ‘stay put’ or comply with given frames or expectations. Its meaning has 
two layers. On the one hand, it’s an aesthetic choice: often my artworks hang from the ceiling rather than 
staying on a pedestal; are projected slanted on a wall rather than on a monitor; or bleed out from the frontal 
performance format. On the other hand, it’s a philosophical position. Labels and classifications are important 
tools for understanding the world, yet they may risk becoming THE way one understands the world. Physical 
and cultural frames are a construct, not a given.

Out of the Untaming Death series, in addition to Pevere’s current work for Chrysalis. Artists in Labs, 
Pevere’s works Lament and Hlymia have emerged, exploring both external cycles of life and death and 
internal ones. Lament [1] explores and deals with wildfires, examining their relationship with soils as well 
as the shifting nature of them as anthropogenic factors have shifted and mutated their emergence and 
destructive force. Lament was awarded the COAL Prize 2024’s Transformative Territories Mention. 

The work has taken shape as not only an installation and performance but also has facilitated a community-
engagement programme, which has produced the work entitled Resilient Scars Maps. This facet of the work 
explores the lingering psychological and cultural toll that lingers long after wildfire events. Resilient Scars 
Maps was developed in collaboration with Pro(to)topia and has published an open-access toolkit about art 
and community engagement as restorative practices in contexts of environmental trauma and grief.

Workshop on soil, wildfires and bioremediation at the Naturkunde Museum. Photo credit: Margherita Pevere 



 
Lament, view of the performance on the Karst Plateau for Pixxelpoint Festival and Taboo-Transgression-Transendence in 
Art and Science Conference. Photo credit: Matej Pirkovič

Taking on a more internal examination, Hlymia [2] turns Pevere’s artistic gaze upon her own body, 
narrowing in on her ongoing autoimmune condition of Psoriasis. In this instance, the endless cycle of killing 
of the artist’s healthy skin cells by her lymphocytes causes ongoing inflammation, skin flaking, and fatigue. 
Hlymia transforms the bodily artefacts of the artist’s shaved hair, analysis of the artist’s lymphocytes, and a 
diagrammatic artefact constructed with metal pins pointing to the T-cell population linked to the condition, 
all of which become part of a diptych, transformed into a devotional object. The work has been shaped by a 
residency Pevere has done with the Experimental Immunology department at the Helmholtz Centre for 
Infection Research in Braunschweig.

Hlymia links death into the ongoing living cycle of the body, disrupting binary notions of the “self” and 
revealing how immune systems form a leaky ecology rather than a stringent gatekeeper in the body. The 
dyptich is exhibited alongside photographic documentation of Pevere’s performative last washing of her 
hair before it was shaved. Now transfixed upon the small bodies of water within the urban matrix of Berlin, 
Pevere finds the cycles reminiscent of the lagoon community in Italy, where the artist’s familial roots 
emerge from. However, while the Berlin watery features draw upon the artistic body-memory, they differ in
their enclosed and semi-enclosed nature. Pevere notes: To me they are like ‘shrines’, or incubators: their 
world-building power lies in holding.

This difference in nature and being concerning these bodies of water is reflected in the process of discovery,
collaboration, and exploration unfolding in the context of the Chrysalis. Artists in Labs Pevere elaborates by 
stating: The artwork and the research are leading me into something I still do not know, ‘forcing’ me to truly 
listen to the process. Tough and frustrating at times but rewarding!

Pevere notes that her emerging work and process exist within a continuum of her contemporaries, crediting
the properties of water as fluid matter belonging to all of us, human, non-human, and more. In this 
acknowledgement, Pevere credits the power of making work within a network of artists, forming a kind of 
generation or cohort of contemporaries, who are deeply entangled in working with, around, and submerged 
in the topic of water, including artists such as Robertina Šebjanič, Kat Austen, Fara Peluso, Kristin Bergaust, 
among many others. Pevere’s site-specific examination of Berlin’s bodies of water also builds off the already
existing legacy of Art Laboratory Berlin’s DIY Hack the Panke (2018-Ongoing) and Bodies of Water Festival 
(2025).

With many unknowns still ahead, what Pevere and her main collaborator, Dr Joosten, aim to achieve with 
their upcoming workshop is to use the event as a testing ground for fielding some of their ideas exploring 
territories and water. The results of which we will keep following, as the artwork and collaboration 
continue to flow and pool into its finalised form.



The workshop Pond Codex: Of Life and Death in Berlin’s Small Water Bodies runs on Sunday, 10 May 
2026, from 11:00 am to 18:00 pm. Registration required, please register here. Workshop Fee: 10-15 EUR. 
More info in this link.

[1] https://margheritapevere.com/lament/
[2] https://margheritapevere.com/hlymia/

https://clotmag.com/news/insight-on-margheritas-pavere-pond-codex-of-life-and-death-in-berlins-small-
water-bodies-for-chrysalis-artists-in-labs-at-art-laboratory-berlin 

https://artlaboratory-berlin.org/events/chrysalis-pounder-workshop/


HELENA NIKONOLE, exploring AI, biosemiotics & the politics of misuse in     CLOT     magazine by   
Daniela Silva (29.05.2026)

Speculative Species Evolution, Helena Nikonole (2024)

Working across AI, hacktivism, and biosemiotics, Helena Nikonole develops a practice that moves between 
artistic speculation and infrastructural experimentation. Her projects engage with technology not as a fixed 
toolset, but as a contested space shaped by power, ideology, and the potential for subversion. Rather than 
stabilising into a single medium or discourse, her work operates through shifting formats that combine 
artistic research, critical inquiry, and material experimentation.

Helena Nikonole is one of the artists-in-residence at Chrysalis. Artists in Labs, a residency programme by 
Art Laboratory Berlin that supports collaborations between artists and scientific research environments. 
Within this framework, Nikonole continues her investigation into machine learning and biosemiotics 
through direct engagement with laboratory-based research, particularly in microbial ecologies and the 
metagenomic analysis of soil samples. Her approach does not seek to translate scientific knowledge into 
artistic form, but to work alongside it, establishing a space where different modes of inquiry can coexist. In 
this context, biological and computational systems are brought into relation through processes of 
transformation and co-evolution, situating her practice within a field where scientific and artistic research 
intersect.

While this residency provides immediate context for the conversation, it also connects to a broader, 
continuously evolving practice. Nikonole resists disciplinary boundaries, working fluidly between artistic 
production, research, and curatorial formats. Her involvement in 868labs, a collective focused on 
decentralised and off-grid communication systems, alongside her research into the ideological structures 
embedded in large language models, reflects an approach that engages not only with representation but with
the infrastructures that shape contemporary conditions of communication, control, and knowledge 



production. Across these projects, artistic practice becomes a site for both experimentation and critical 
intervention, addressing the material and political dimensions of technological systems.

Central to her methodology is what she calls the misuse of technology, a method that deliberately pushes 
systems beyond their intended functions. By engaging with large language models in this way, she exposes 
the biases and underlying logics embedded within them, revealing how such systems encode specific 
worldviews and ideological positions. This approach does not seek to resolve technological contradictions 
but to work through them, making their internal tensions and limitations visible. In parallel, her speculative 
works propose alternative forms of life shaped by technological and ecological conditions, questioning 
dominant narratives around intelligence, evolution, and agency, and expanding the conceptual frameworks 
through which these ideas are understood.

Within the context of Chrysalis. Artists in Labs, these lines of inquiry are further extended through 
sustained engagement with scientific processes and research methodologies. The residency becomes not 
only a site of production but also a space for negotiating different forms of knowledge and ways of working, 
where experimentation unfolds across both artistic and scientific domains. In the following conversation, 
Nikonole reflects on the political dimensions of AI, the role of artistic research within scientific contexts, and 
the shifting conditions through which both technology and life itself are continuously redefined. 



p0wer vect0rs exhibition, Art Laboratory Berlin. Photo credit: Ivan Erofeev

Your work operates at the intersection of AI, hacktivism, hybrid art, and biosemiotics. What initially 
drew you to these territories, and how have they evolved within your practice over time? 

I like to think about myself as a fluid entity, a kind of trickster who is an artist, a curator, a researcher, doing 
pretty diverse things: from hacktivism to bio art, from AI to what I’d call an “activist startup” — I mean my 
868labs collective. I’m just interested in many things and I don’t want to limit myself. 

Actually, I’m also working on a pop music project with a friend and colleague, and we’re planning to publish 
our first single soon. Talking about how my practice evolved: I remember being pretty disappointed with 
artistic practices around seven years ago, and feeling like I wanted to drift more towards practices that could
also have practical, political, or infrastructural relevance — which is what I’m doing now, both as an artist 
and as a curator. In addition to 868labs, which focuses on creating alternative means of communication, I’m 
also working on a new curatorial project, rdcl::tools. The Wau Holland Foundation supports this initiative. 
We’ll launch our open call soon and plan to fund 10 projects at the intersection of art, technology, and 
activism.

Much of your work navigates the tension between utopian technological futures and the dystopian 
realities of the present. How do you position your artistic practice within this spectrum?

I wouldn’t say my work navigates this tension — I’m interested in a multidimensional perspective on 
technology. As an artist, I oscillate between different positions and approaches: from the practical to the 
speculative, from the utopian to the dystopian, from the misuse of technology to innovation. And this is a 
non-binary space, of course, which means that in my practice, these perspectives and approaches coexist, or 
exist on a spectrum. From my perspective, technology is never only liberatory or only oppressive. It is 
always structured by power, but also open to appropriation and subversion. My work tries to stay with that 
complexity rather than reduce it to admiration or critique.

As both an artist and researcher currently pursuing a PhD on LLMs and political ideologies, how does
your academic path inform your creative process, and vice versa?

I’m working on an artistic research PhD, so this link is pretty clear. The research does not sit outside the 
practice as a theoretical frame; it is embedded in it. In this research, I use an approach I call the misuse of 
technology: I try to push LLMs to their limits, subvert them, deliberately make them glitch—and, through 
this, reveal their hidden ideological and ethical dimensions and structures. The artistic perspective gives me 
a certain freedom and versatility, and the research sharpens the artistic process. Sometimes, through 



conversations with scientists researching AI, I find that we are asking similar questions and, surprisingly, 
arriving at similar methods from completely different directions.

Decentralisation and off-grid communication are central to your work with 868labs. Do you see 
artistic practice as a form of infrastructural experimentation or even resistance?

It goes exactly from speculation, artistic imagination, and infrastructural experimentation toward 
developing tools that can potentially be used for resistance — or for reclaiming privacy in a world of 
surveillance, or simply as a means of communication in places where mobile connectivity and the internet 
aren’t accessible. Which today is a reality for many people: from war zones to states like Russia, which has 
launched a major and fairly successful campaign against internet freedom — fighting VPN services, blocking 
Telegram (the most popular messenger in Russia), and probably moving toward a great Russian firewall 
operating on a whitelist-only basis. Or people in Ukraine, Palestine, Iran, Peruvian activists, and so on. This 
project started from an idea I had a couple of years ago, and it has become increasingly relevant month by 
month.

Do you see LLM and AI as collaborators or tools?

I actually love the idea of saying “collaborators,” but unfortunately, no. It’s definitely an object of my 
research, and sometimes certain models have been subjects of my conversations, helpers, advisors, 
apprentices (sometimes pretty lazy ones), frienemies, opponents, manipulators, gaslighters, sycophants, 
liars. But assistants and tools first and foremost. 

Alongside the residency, you had the exhibition p0wer vect0rs on view at Art Laboratory Berlin. 
What experience or reflection did you hope visitors would leave with after visiting this exhibition?

This is the most difficult question for me, because I didn’t want to prescribe a single takeaway. p0wer 
vect0rs is a milestone in an ongoing research process that has already lasted two years, and the subject itself
is changing extremely quickly. So, rather than delivering a single, fixed message, the exhibition seeks to 
create a space for confrontation and reflection. If I hope for anything, it is that visitors leave with a more 
embodied sense that AI systems are not neutral, and that ideology is not something external to them. It is 
present in their outputs, in their training conditions, in their patterns of persuasion, in the way they 
structure language, vision, and interpretation. I also hope the exhibition creates a certain cognitive and 
emotional dissonance: a feeling that these systems are at once familiar, seductive, and deeply disturbing. For 
me, that discomfort can be productive.

What’s your chief enemy of creativity?

There are two: pressure and chatbots.

You couldn’t live without…

Without many things. I’m rather ascetic. I sometimes enjoy digital detox, but living without my phone and 
laptop would feel off. I experience them as prosthetics, like parts of myself, so I never let anyone, literally 
anyone, touch my phone or laptop; they’re the most intimate parts of myself.



JULIUS HOLTZ, on the social weight of listening in     CLOT     magazine by Neshy Denton   
(25.09.2026)

Chrysalis. Artists in Labs, Julius Holtz, Art Laboratory Berlin. Photo credit: Jemma Woolmore (visuals) & Juan Duarte (sound)

There is a domestic mystery to the way sound inhabits a room. Long before we attempt to parse a sequence of 
tones as music, or a rise in pitch as an emotional queue, sound is simply a physical presence. It warns us about
its whereabouts, settles into the corners of our surroundings, and subtly bends our sense of where the room 
ends and our own bodies begin.

We spend most of our waking lives assuming that perception is a passive window through which we look out 
at an objective world. Yet, spending time around the practice of Julius Holtz has a way of unravelling that 
assumption, replacing it with a far more meditative inquiry into how we construct reality from moment to 
moment. Heading back into Holtz’s early days, when he moved to Berlin back in 2002 with a thirst for 90s 
techno and free jazz, I am struck by how naturally his time in Berlin’s electronic underground feeds into his 
current work.

It is easy, and perhaps a bit lazy, to view the tactical detour from club scene to spatial installations and 
neuroart as a sharp departure. But if you slow down and look at the underlying currents, the connection is 
incredibly logical. The way a dance floor encourages rhythm or escapism is partly the main attraction not only 
for young people, but for anyone who connects with losing themselves, or simply for the fun of dancing with 
their mates. But understanding the club’s intuitive nature of forming nightlife music rituals, that, all things 
considered, is nothing short of tribalistic traits.

For Holtz, club culture became an informal laboratory for collective attention. It demonstrated how frequency 
alone could synchronise a room full of strangers, bypassing formal language to establish a simultaneous, 
visceral state of consciousness. Without abandoning this instinct, he eventually backed away from the urgency
of the club scene to examine its physiological mechanics in a quieter space. Holtz often talks about “hacking 
the senses,” though he uses the phrase with an exploratory touch, without any real desire to disrupt.

Homing in on the human brain, it’s forever working to try and save energy by relying on shortcuts, stitching 
together whatever scraps of sensory information it can find just to keep up the illusion of a solid world. But for
those who live burdened by the constant enigmatic tickle of curiosity like Holtz, this wasn’t going to be enough
to satisfy any idea of perception. Adding a bit of friction in that process was the way forward.



In Nocturne in Z Minor, for example, Holtz takes the anti-war poetry of Christian Hawkey (which itself remixed
the work of Austrian poet Georg Trakl) and, alongside vocal artist Audrey Chen, slowly dismantles the spoken 
text. As Chen’s voice interacts with the spatial sound design, language loses its semantic footing, unspooling 
until the meaning simply collapses under its own weight. What stays behind is the sheer texture of breath as a 
subtle return to a way of communicating that sits well underneath our intellectual habits.

That same patience turns up in Paraconsistent Invention, where he leans into the awkward tensions between 
harmony and dissonance, or medical ideas of bodily order versus physical noise. Holtz isn’t trying to package 
these contradictions up into a neat, clever argument. Instead, he just leaves them sitting side by side in a kind 
of quiet, suspended space, leaving us to wonder about the fairly arbitrary lines we draw between what feels 
restorative and what feels broken.

Recently, that curiosity has led him into the CHRYSALIS.ARTISTS IN LABS research programme at Art 
Laboratory Berlin, opening up a contemplative dialogue with neuroscience and sleep chronobiology. 
Building on earlier spatial experiments like Introspective Garden (presented at Charité  and MIT Tangible 
Media Group), his newest work, COMMON GROUND, sits right at the edge of transhumanist inquiry. Working 
alongside researchers at Charité  and the Bernstein Center for Computational Neuroscience at Humboldt 
University, he uses brain-computer interfaces (BCIs) to feed a visitor’s real-time neural waves into a 
generative AI. The system translates those unseen cognitive currents back into an evolving acoustic 
environment.

Where a scientific study usually tries to trim away variables to get down to a measurable fact, Holtz uses those
exact biological signals to open the complexity back up. Even at times, his spaces depend entirely on who is in 
them; if nobody steps into the room, the piece simply sits in total silence. Instead of producing an artwork 
waiting on a wall to be looked at, the living, slightly unpredictable exchange between a responsive system and 
the person wandering through it turns into the artwork itself.

   Workshop SONIC MIND, Julius Holtz, Art Laboratory Berlin.

Chrysalis. Artists in Labs, Julius Holtz, Art Laboratory Berlin. Photo credit: Jemma Woolmore (visuals) & Juan Duarte 
(sound)



Chrysalis. Artists in Labs, Julius Holtz, Art Laboratory Berlin. Photo credit: Jemma Woolmore (visuals) & Juan Duarte (sound)

What first captures my attention about your work is how consistently it challenges our assumptions 
about what sound can be. Not simply something we hear, but something that reshapes our perception 
of space, language and even the body. Was there a particular moment that led you away from 
traditional music production and towards this multisensory approach? 

I don’t think there was one defining moment. It was more a gradual realisation that sound is not simply an 
object we listen to but a force that shapes how we perceive the world. My early work as a composer and 
producer focused on creating musical narratives, but over time I became increasingly interested in perception 
itself. I began asking questions that music alone could not answer. How does sound influence attention? How 
does it shape our sense of space, time, or even our awareness of ourselves? 

That curiosity eventually led me toward installation, neuroart, and artistic research. Today I see sound less as 
a composition and more as a living environment that continuously interacts with the listener. 

You describe your practice as “hacking the senses,” which is an intriguing choice of words.  Hacking 
basically suggests disrupting an established system from within. What, in your view, is the system 
you’re trying to interrupt, and what do you hope people discover through that disruption?

The system I am interested in is perception itself. Our brains constantly construct reality from incomplete 
sensory information. Most of this happens unconsciously, so we tend to experience perception as something 
objective rather than something actively produced. By creating unusual relationships between sound, space, 
visual information and increasingly neural activity, I try to reveal this hidden process. I don’t want to deceive 
people. I want to make people aware that perception is fluid, adaptive and deeply relational. If visitors leave 
my work questioning not what they experienced but how they experienced it, then I feel the work has 
succeeded. 

Before focusing on installations and multisensory environments, you were active in Berlin’s electronic
music scene as a DJ and producer. Looking back, do you see your current practice as a departure from 
club culture, or an extension of the same artistic curiosity?



Definitely an extension. Berlin’s club culture taught me that sound is social. It synchronises bodies, attention 
and emotions without language. Thousands of people can become connected simply by sharing rhythm 
and/or listening. Today I explore similar questions through artistic research rather than dance floors. Instead 
of asking how music moves a crowd, I ask how sound shapes perception, consciousness and collective 
experience. 

Throughout your repertoire, sound becomes intertwined with physical spaces, visual elements and 
abstract ideas. When beginning a new project, do you start by imagining the sonic experience itself, or 
do the surrounding space and concept shape the sound from the outset?

I usually begin with a question rather than a sound. The concept defines the perceptual situation I want to 
create. Only then do I think about which technologies, materials, and sonic structures can produce that 
experience. Sound is never isolated in my work. It exists within an ecology that includes architecture, light,  
movement, technology and human behaviour. Every project has its own instinct about a speculative future 
involving humans and technology, an experimental setup and – often after the project has happened – internal
logic. 

At what point in Nocturne in Z Minor does language stop being language and become something else? 
Were you hoping to create a new emotional vocabulary through sound? 

I was interested in the threshold where language loses its semantic function but retains its emotional and 
physical qualities. Even when we no longer understand words, we continue to perceive rhythm, melody, 
breath and timbre. Meaning shifts from language to perception itself. Rather than inventing a new language, I 
wanted to explore communication before language, where sound speaks directly to the body and imagination. 

Then, in Paraconsistent Invention, you explore harmony and dissonance through both musical and 
medical perspectives, questioning what we perceive as beneficial or harmful to the body. Are 
contradictions like these something you consciously seek?

Absolutely. Contradictions often reveal assumptions we didn’t know we had. In medicine, technology, and 
music, we frequently divide phenomena into healthy or unhealthy, harmony or noise, natural or artificial. 
Reality is usually more complex. My work tries to create situations where opposing ideas can coexist without 
immediately being resolved. That uncertainty creates space for reflection rather than certainty. 

Many of your installations invite audiences to step inside the work rather than simply observe it. How 
much of the final experience depends on the audience themselves? Is there an element of 
unpredictability that you actively embrace?

The audience is an essential part of the work. Especially in my current research, the installation only exists 
through interaction. If there is nobody in the room, there is silence. Every movement, every decision to listen 
and every social interaction changes the system. The work is therefore never fixed. It continuously 
reorganises itself through the presence of its visitors. That unpredictability is not a side effect. It is the 
artwork. 

And now, your participation in the Chrysalis research programme at Art Laboratory Berlin has 
brought your practice into dialogue with scientific research. What drew you towards an environment 
where art and science exist in constant conversation? 

I’ve always been fascinated by perception, but art and science approach it from different directions. Science 



seeks measurable explanations, while art investigates lived experience. The Chrysalis programme offers a rare
environment where both perspectives can enrich one another without losing their identity.

Working with neuroscientists at the Bernstein Center for Computational Neuroscience, Humboldt University, 
and the Institute of Physiology for Sleep Research and Clinical Chronobiology at Charité  allows me to ground 
artistic speculation in contemporary neuroscience while opening scientific questions to aesthetic exploration. 
That dialogue is incredibly inspiring. 

Your Chrysalis research brings your work into conversation with neuroscience and sleep research. 
Has collaborating with scientists altered how you understand the relationship between sound and 
consciousness? 

Very much. One important realisation has been that consciousness is not a fixed state but a continuously 
changing process. Attention, relaxation, wakefulness and dreaming are dynamic patterns rather than stable 
categories. This understanding has influenced my current artwork/experience, where neural activity becomes
part of an adaptive sound environment generated with artificial intelligence. What interests me is not 
measuring the brain itself, but exploring how sound, perception, neural activity and social interaction 
continuously shape one another within a shared environment. 

What interests me most is that scientific research often seeks precision, while artistic practice 
embraces ambiguity. Within Chrysalis, how have you navigated these two ways of understanding the 
world? 

I don’t see them as opposites. Science reduces complexity to understand specific mechanisms. Art often 
increases complexity to reveal new perspectives. The interesting space lies between those approaches. 
Scientific methods provide rigour and precision, while artistic practice allows us to ask questions that cannot 
yet be answered experimentally. Together they create a productive form of curiosity. 

Looking back over your artistic journey so far, what discovery or realisation has surprised you the 
most? 

Probably that listening is an active process rather than a passive one. We often think of listening as receiving 
information. In reality, listening continuously shapes perception, attention, memory and even our relationship
with other people. That realisation changed not only my artistic practice but also how I understand 
communication itself. 

What’s your chief enemy of creativity? 

Certainty. The moment I become convinced that I already know the answer, curiosity disappears. Most of my 
work begins by questioning assumptions I previously took for granted. 

You couldn’t live without…  

Curiosity. Everything else in my practice- technology, music or neuroscience is simply a way of following 
questions that I don’t yet know how to answer. Curiosity is what keeps the work alive.
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Magazine (publiziert am 28.06.2023)
https://clotmag.com/news/insight-matter-of-flux-festival-how-to-look-at-critical-issues-of-our-contemporary-  
world  

Blut und Begehren Hexen und Hightech gehen Hand in Hand, in Tagesspiegel by Juliane Eva Reichert (publiziert am 
15.06.2023)

Diskussion ums Phantom Baby : Ausstellung zur möglichen Zukunft des Gebärens in Tagesspiegel by Vanessa Oberin 
(publiziert am 14.06.2023)
https://www.tagesspiegel.de/kultur/phantom-baby-ausstellung-und-festival-zur-moglichen-zukunft-des-  
gebaren-9969279.html  

Insight: Vicious Cycle, raising awareness about the climate crisis & the effects of excessive agricultural activity, in 
CLOT by Lyndsey Walsh , publiziert am 16 March 2023
https://clotmag.com/news/insight-vicious-cycle-raising-awareness-about-the-climate-crisis-and-the-effects-of-  
excessive-agricultural-activity  

Das Wasser als Objekt der Kunst, Die Ausstellung „Vicious Cycle“ im Art Laboratory Berlin stellt ku& nstlerische 
Forschungen zum Klimawandel vor, in taz von Tom Mustroph (publiziert am 16.03.2023) https://taz.de/!
5918959/  

Schön schmutzig. Im Teufelskreis von Mikroplastik und anderen Umweltsu& nden von Katja Hock (publiziert am 
30.04.2023)
https://www.art-in-berlin.de/incbmeld.php?id=6261  

2022  

Insight: ‘Radyo Somatodelia’, experiments in sonic animism in Clot Magazine, publiziert am 07.09.2022 von Nathalia Dutra 
Maciel
https://clotmag.com/news/insight-radyo-somatodelia-experiments-in-sonic-animism  

CAMMACK LINDSEY, exploring holobotical musicals that emerge from symbiotic interactions in Clot Magazine, publiziert am 
22.07.2022 von Nathalia Dutra Maciel
https://www.clotmag.com/interviews/cammack-lindsey-exploring-holobotical-musicals-that-emerge-from-symbiotic-  
interactions  

‘Exploring the Hackers, Makers, Thinkers conference’ by Lyndsey Walsh in Clot Magazine, publiziert am 15.06.2022 von 
Lyndsey Walsh
https://www.clotmag.com/biomedia/exploring-the-hackers-makers-thinkers-collective-experiments-in-social-fermenting-  
conference-by-lyndsey-walsh  

Performance: Virophilia by Pei-Ying Lin & Soydivision at Art Laboratory Berlin in Clot Magazine, publiziert am 
9.6.1022 https://www.clotmag.com/news/performance-virophilia-by-pei-ying-lin-soydivision-at-alb  

Insight: reflections on ‘Hackers, Makers, Thinkers’ at Art Laboratory Berlin in Clot Magazine, publiziert am 5.06.2022 von 
Annique Cockerill
https://www.clotmag.com/news/insight-reflections-on-hackers-makers-thinkers-at-art-laboratory-berlin  

Fermenting the Social, along with the physical in Makery. Media for Labs, publiziert am 5.06.2022 von Robe La 
Frenais https://www.makery.info/en/2022/06/05/english-fermenting-the-social-along-with-the-physical/  

Soziale Fermentation - Hackers, Makers, Thinkers bei Art Laboratory Berlin in art-in-berlin.de, publiziert am 26.05.2022 von 
Caroline Harlieb
https://www.art-in-berlin.de/incbmeld.php?id=6021  



Festival für „Soziales Fermentieren“ von "Kultur in Berlin: Was tun am Wochenende? Die Kulturtipps der Berliner Zeitung" in 
Berliner Zeitung, publiziert amd 20.5.2022
https://www.berliner-zeitung.de/kultur-vergnuegen/kultur-in-berlin-was-tun-am-wochenende-kulturtipps-berliner-  
zeitung-li.228222  

VIVIAN XU & BENJAMIN BACON, virtual societies, disruptive technologies and material ecologies in Clot Magazine, publiziert am 
25.01.2022 von Lyndsey Walsh
https://www.clotmag.com/interviews/vivian-xu-and-benjamin-bacon-virtual-societies-disruptive-technologies-and-  
material-ecologies  

2021  

Insight: Diving into Marta de Menezes & Luís Graça’s ‘Paired Immunity’ in Clot Magazine, publiziert am 12.11.2021 von 
Lyndsey Walsh)
https://www.clotmag.com/news/insight-diving-into-marta-de-menezes-luis-gracas-paired-immunity  

Immunzellen als Kunst von Jennifer Evans, publiziert in Pharmazeutische Zeitung, am 
20.10.2021 https://www.pharmazeutische-zeitung.de/immunzellen-als-kunst-128702/  

‘Under the Viral Shadow, thoughts from a transdisciplinary conference’ von Leoni Fischer, (publiziert in Clot Magazine am 
19.10.2021)
https://www.clotmag.com/oped/under-the-viral-shadow-thoughts-from-a-transdisciplinary-conference-by-leoni-fischer

‘Under the viral shadow. Networks in the Age of Technoscience and Infection’ von Lyndsey Walsh (publiziert in Clot Magazine
am 27.09.2021)
https://www.clotmag.com/oped/under-the-viral-shadow-networks-in-the-age-of-technoscience-and-infection-by-lyndsey-
walsh

Aufkla(e)ren: Kunst und Wissenschaft von Maximilian Wahlich, publiziert in art-in-berlin.de am 
04.09.2021 https://www.art-in-berlin.de/incbmeld.php?id=5807  

Inter-Connectivity: ‘Under the Viral Shadow’ at Art Laboratory Berlin von Alison Sperling publiziert in Berlin Art Link am 
31.08.2021
https://www.berlinartlink.com/2021/08/31/art-laboratory-berlin-exhibition-review-viral-shadow/  

‘Art Laboratory Berlin’s “Swarms, Robots and Postnature” and the Power of the Masses’ by Lyndsey Walsh, AI & A.Life, Biomedia,
Op & Ed, publiziert in Clot Magazine am 24.06.2021
https://www.clotmag.com/oped/art-laboratory-berlins-swarms-robots-and-postnature-and-the-power-of-the-masses-by-  
lyndsey-walsh  

Vom Mythos der Natürlichkeit von Hanna Komornitzyk, publiziert in art-in-berlin.de am 
15.06.2021) https://www.art-in-berlin.de/incbmeld.php?id=5744  

2020  

ART LABORATORY BERLIN, looking at the past, present, and future of interdisciplinary art. Interview by Lyndsey Walsh in Clot 
Magazine, publiziert am 24.12.2020
https://www.clotmag.com/interviews/art-laboratory-berlin-looking-at-the-past-present-and-future-of-interdisciplinary-  art      

Insight: ‘THE CAMILLE DIARIES’, finding kin and ‘m/othering’ life by Lyndsey Walsh in Clot Magazine, publiziert am 
26.10.2020 https://www.clotmag.com/news/insight-the-camille-diaries-finding-kin-and-m-othering-life  

A Scientific Motherhood: ‘The Camille Diaries’ at Art Laboratory Berlin in berlinartlink.com vom Judith Vallette Publiziert am 
24.09.2020.
http://www.berlinartlink.com/2020/09/24/a-scientific-motherhood-the-camille-diaries-at-art-laboratory-berlin/  

Bio-Art au Art Laboratory de Berlin von Irina Moussakova in lmoussakova.wordpress.com , publiziert am 
17.09.2020 https://lmoussakova.wordpress.com/2020/09/17/bio-art-au-art-laboratory-de-berlin/  

Art-in-berlin.de, Alle Spezies sind gleich von Urszula Usakowska-Wolff , Publiziert am 
03.09.2020 https://www.art-in-berlin.de/incbmeld.php?id=5482  

Futurium Lab und Skywalk wieder offen in Presseportal, publiziert am 25.06.2020 
https://www.presseportal.de/pm/129791/4634188  

www.soldiner-quartier.de, Earth Day an der Panke - Workshop im Livestream publiziert am 4.06.2020 von Ana Martin Yuste,
QM-Team
https://www.soldiner-quartier.de/aktuell.html?tx_news_pi1%5Bnews%5D=836&tx_news_pi1%5Bcontroller  
%5D=News&tx_news_pi1%5Baction%5D=detail&cHash=9f43718e76dc72a42e049bfe18c4228d  



Art-in-Berlin, Finis Pecunia! Viva Mycelia!, publiziert am 24. February 2020 von Urszula Usakowska-
Wolff https://www.art-in-berlin.de/incbmeld.php?id=5287  

KUNSTDUNST. das Kunstmagazin aus Berlin. Finis Pecunia! Viva Mycelia! – »Borderless Bacteria / Colonialist Cash« von 
Ken Rinaldo im Art Laboratory Berlin, publiziert am 24.02.2020 von Urszula Usakowska-Wolff 
https://www.kunstdunst.com/finis-pecunia-viva-mycelia-borderless-bacteria-colonialist-cash-von-ken-rinaldo-im-art-  
laboratory-berlin/  

El Pais, MICROBIOLOGÍA. Los billetes concentran hasta 3.000 tipos de microbios , 
publiziert am 24.01.2020 von Agathe Cortes 
https://elpais.com/elpais/2020/01/22/ciencia/1579714580_913085.html  

Wiedervero& ffentlichung:
https://brasil.elpais.com/ciencia/2020-01-25/notas-concentram-ate-3000-tipos-de-microbios.html 
https://www.mediotiempo.com/otros-mundos/billetes-3-mil-bacterias-mayoria-boca-vagina 
https://www.razon.com.mx/virales/bacterias-de-los-billetes-provienen-de-boca-y-genitales-revela-estudio/ 
https://www.primicias.ec/noticias/tecnologia/bacterias-billetes-arte/ 
https://www.elespectador.com/noticias/ciencia/los-billetes-pueden-contener-hasta-3000-tipos-de-microbios-articulo-  
901707/  
https://expreso.press/2020/02/01/bacterias-genitales-las-mas-frecuentes-en-los-billetes/ 
https://www.elsoldepuebla.com.mx/doble-via/ciencia/fotos-bacterias-genitales-en-los-billetes-esto-revelo-un-estudio-  
4839524.html  
h  ttp  s:  //la  d  iari  a      .  co  m.  u  y/arti  cu  l  o  /  2020  /  5  /m  a  s  -all  a  -      de  l-  c  r  ed  it  o  -  y  -  e  l-  de  bi  t  o  -apli  c  a  c  i  o  n  e  s  -  de  -  d  in  e  r  o  -  e  l  ec  t  r  o  ni  c  o  -  e  n  -      u  r  u  g  u  a  y  -      
y  -  e  l  -      m  u  n  do/  

New Scientist, Contaminated banknote images reveal how money gets caked in bacteria 
Life. Publiziert am 15.01.2020 von Bethan Ackerley
https://www.newscientist.com/article/mg24532653-000-contaminated-banknote-images-reveal-how-money-gets-caked-in-  
bacteria/  

2019  

Kultur-Mitte-Magazin, Pilze für die Zukunft, Art Laboratory goes Futurium, publiziert Nov 2019 von Anna-Lena 
Wenzel https://kultur-mitte.de/magazin/pilze-f%C3%BCr-die-zukunft  

Tagesspiegel, Erste Einblicke in das Futurium. Teil 4 Morgen soll es glänzen, publiziert am 9.9.2019 von Hella Kaiser 
https://www.tagesspiegel.de/berlin/erste-einblicke-in-das-futurium-teil-4-morgen-soll-es-glaenzen/24980624.html  

Tagespiegel, publiziert am 13.06.2019, von Frederic Jage-Bowler Art Laboratory Berlin Kunst in der Petrischale
https://www.tagesspiegel.de/kultur/art-laboratory-berlin-kunst-in-der-petrischale/24448392.html  

ZfL Blog: Blog des Leibniz-Zentrums f u & r Literatur- und Kulturforschung, Berlin , publiziert am 15.04.2019, ÜBER KUNST, 
WISSENSCHAFT UND DAS ENDE DER NATUR. Judith Elisabeth Weiss im Gespräch mit Regine Rapp und Christian de Lutz von Art 
Laboratory Berlin
https://www.zflprojekte.de/zfl-blog/2019/04/15/ueber-kunst-wissenschaft-und-das-ende-der-natur-judith-elisabeth-  

weiss-im-gespraech-mit-regine-rapp-und-christian-de-lutz-von-art-laboratory-berlin/  

Berliner Gazette,publiziert am 16.03.2019, Sound der Klimakrise: Wie erlangen wir Zugang zu verborgenem Wissen über die 
Erderwärmung?
https://berlinergazette.de/sound-kunst-klimakrise-verborgenes-wissen/  

Clot, publiziert Jan. 2019 Exhibition: ‘Watery Ecologies. Artistic Research’ at ArtLaboratory Berlin
http://www.clotmag.com/exhibition-watery-ecologies-artistic-research-at-artlaboratory-berlin  

Springerin, Heft 1/2019 (publiziert Online: Jan 2019) von Rahma Khazam Wenn die Sardinenbüchse den Blick erwidert . Über 
nicht menschliche Subjektivität und Handlungsfähigkeit
https://springerin.at/2019/1/wenn-die-sardinenbuchse-den-blick-erwidert/  

2018  

Kunstforum International, publiziert in December 2018 von Judith Elisabeth Weiss, Art Laboratory Berlin „SELBST ALS 
ZERSTÖRER IST UNSERE ROLLE RECHT UNBEDEUTEND“Ein Gespräch mit Regine Rapp und Christian de Lutz (Bd 258 /Jan-Feb
2019, S. 160-167)
https://www.kunstforum.de/artikel/art-laboratory-berlin/  

Frankfurter Allgemeine Zeitung, publiziert am 26.09.2018, aktualisiert am 05.10.2018 Von Joachim M u & ller-Jung, „BioArt“ 
boomt : Wahrheiten, die uns nur durch Kunst bewußt werden



http://www.faz.net/aktuell/wissen/bioart-boomt-wahrheiten-die-uns-nur-durch-kunst-bewusst-werden-15805087-  p3.html?  
printPagedArticle=true#pageIndex_2  

labiotech.eu, publiziert am 30.09.2018von Clara RodríOguez 
FernaOndez, Trouble in the Soil Bed: Sex Toys for Plants, 
https://labiotech.eu/bioart/plant-sex-consultancy-art-laboratory/

springerin, publiziert von Julia Gwendolyn Schneider, F r u& hjahr 2018
Neue Umweltwahrnehmung: Anthropozentrismus-Kritik in der Interspezies-Kunst

Flash Art Czech and Slovak edition, publiziert von Martina I v i c Wi cW,  M a & rz-Mai 2018
Ked umelcom nie je človek „Najvyšším zámerom je nemať žiaden zámer.“

Imperica.com publiziert am 07.02. 2018
Invasive nonhuman actors: In conversation with Saša Spačal and Heather Barnett
https://www.imperica.com/en/in/invasive-nonhuman-actors-in-conversation-with-sasa-spacal-and-heather-barnett  

Arthist.net publiziert von Naomie Gramlich am 23.01.2018 
Nonhuman Agents in Art, Culture and Theory 
https://arthist.net/reviews/17193/mode=conferences  

Medium.com publiziert von Matinska Monstruito am 19.1.2018
Mary Maggic: el post-cyberfeminismo aderezado con una pizca de estrogeno casero 
https://medium.com/@mtudelasan/mary-maggic-el-post-cyberfeminismo-aderezado-con-una-pizca-de-estrogeno-casero-  
33760270ee77  
Neoavantgarde publiziert von Franziska am 10.01.2018
Wissenschaftliche Kunst: BioArt bringt Menschen der Natur wieder näher
http://neoavantgarde.de/bioart-bringt-menschen-der-natur-wieder-naher/  

Taz publiziert am 1.1.2018 von Manfred Ronzheimer
Kunst und Wissenschaft: Ein Blick auf nichtmenschliche Akteure
http://www.taz.de/!5468753/  

2017  

Labiotech.eu publiziert am 16.12.2017 von Clara RodríOguez FernaOndez
Science and Art Join Forces to Challenge our Anthropocentric
Worldviews https://www.labiotech.eu/more-news/anthropocentric-
science-art/  

Berliner Gazette publiziert am 14.12.2017 von Olga Timurgalieva
Menschen unter sich? Wie Bio-Art-KünstlerInnen die Grenze zwischen Natur und kultur verschieben
https://berlinergazette.de/menschen-unter-sich-bio-art-kuenstlerinnen-grenze-zwischen-natur-und-kultur/  

Ex Berliner puliziert im November 2017, von Sarrita Hunn
Mushrooms, robots and bread (https://www.yumpu.com/en/document/read/59488474/exberliner-issue-165-november-
2017 p.44)

Labiotech.eu publiziert am 16.12.2017 von Clara RodríOguez FernaOndez Bioart from the Ocean Depths: Underwater Sounds
https://www.labiotech.eu/more-news/robertina-sebjanic-bioart-sound/  

Kunstforum International, publiziert im Oktober 2017 
Aktionen & Projekte: Berlin: Nonhuman Agents

https://www.kunstforum.de/nachrichten.aspx?kw=2017-  36      

CLOT Magazine, publiziert am 22.10.2017
Exhibition: Nonhuman Networks
http://www.clotmag.com/news-18-nonhuman-networks  

labiotech.eu publiziert am 14.10.2017 von Clara RodríOguez FernaOndez
Art and Biology Meet at Nonhuman Networks Exhibition in Berlin
https://labiotech.eu/more-news/nonhuman-networks-art-laboratory-berlin/  

Klimaretter.info Das Magazin zur Klima-ind Energiewende publiziert am 08.10.2017 von Daniela Schmidtke, BioArt:
Intelligente Pilze
https://www.klimaretter.info/forschung/hintergrund/23765-bioart-intelligente-pilze  

Art-in-Berlin publiziert am 09.10.2017 von Dr. Barbara B o & rek, Menschliche und nichtmenschliche Akteure im Netzwerk, 
Nonhuman Networks - Art Laboratory Berlin,
http://www.art-in-berlin.de/incbmeld.php?id=4424  



labiotech.eu publiziert am 16.09.2017 von Clara RodríOguez 
FernaOndez How Does it Feel Like to be a Slime Mold in Berlin? 
https://www.labiotech.eu/more-news/heather-barnett-slime-mold/  

gasag.de publiziert am 07.09.2017 von von Thomas Koehler und Andreas Greiner
10 Tipps für die Berlin Art Week 2017. Von Kunstexperten empfohlen: 10 Highlights der Berlin Art Week 2017
https://www.gasag.de/laeuftlaeuft/berlin-art-  week      

Labiotech.eu puliziert am 08.07.2017 von Clara RodríOguez FernaOndez 
Memories Encoded in DNA and Biological Reliques 
https://www.labiotech.eu/more-news/margherita-pevere-bioart-information/  

Labiotech.eu puliziert am 24.06.2017 von Clara RodríOguez FernaOndez 
The Kombucha Craze Steps into Art and the Science of the 
Microbiome
https://www.labiotech.eu/more-news/kombucha-microbiome-bioart-alanna-lynch/  

MDC Insights (Max De lbr u& ck Center for Molecular Medicine) publiziert am 30.05.2017 von Martin Ballaschk
The Well-Tempered Neuron
https://insights.mdc-berlin.de/en/2017/05/the-well-tempered-neuron/  

Art-in-Berlin publiziert am 20.05.2017, von Carola Hartlieb, Preise zur Auszeichnung künstlerischer Projekträume und – 
initiativen 2017 vergeben
http://www.art-in-berlin.de/incbmeld.php?id=4281  

cdm, publiziert am 8.05.2017 von Peter Kim, This cybernetic synth contains a brain grown from the inventor’s 
cells, http://cdm.link/2017/05/cybernetic-synth-contains-brain-grown-inventors-cells/  

ITB berlin News, publiziert am 9. Marz 2017, Nonhuman Subjectivities: Under-Mine - Alinta Krauth 
https://www.yumpu.com/ kiosk/itbberlinnews/itb-berlin-news-  
2017-day-2-edition/57331618  

Art-in-Berlin publiziert am 28.02.2017 von Olga Potschernina going wrong, turning back, inflexible - Kommunikation mit der 
nichtmenschlichen Kreatur
http://www.art-in-berlin.de/incbmeld.php?id=4208  

2016

art-in-berlin.com publiziert am 09.09.2016 von Carola Hartlieb, Auratische Unterwasserklänge. Robertina Šebjanič bei ART 
LABORATORY BERLIN
http://www.art-in-berlin.de/incbmeld.php?id=4040  

labiotech.eu, September 2016, This Slovenian Artist creates gorgeous Soundscapes from Underwater Worlds
https://www.labiotech.eu/archive/bioart-robertina-sebjanic-underwater/ 
Visuelle 02/2016 (S. 67-69) "NatureCultures"

Brennpunkt Magazin f u & r Fotografie 03/2016 (S. 8) "NatureCultures" Mit Arbeiten von Brandon Ballengee, Katya 
Gardea Brownes und Pinar Yoldas

Berlin Zeitung, publiziert am 5. August von Irmgard Berner in Tagestipp (s. 24) Das reine Überleben

Tagesspiegel publiziert am 03.08.2016 von Clauia Wajhudi, Biokunst-Ausstellung in der Alfred-Erhardt-Stiftung Ein Frosch mit 
drei Beinen
http://www.tagesspiegel.de/kultur/biokunst-ausstellung-in-der-alfred-erhardt-stiftung-ein-frosch-mit-drei-beinen/ 
13960712.html#  

art-in-berlin.com, publiziert am 7.07.2016 von Shantala Sina Branca, NatureCultures in der Alfred Ehrhardt Stiftung
http://www.art-in-berlin.de/incbmeld.php?id=3980  

Tageszeitung (taz.plan), publiziert am 7.07.2016 Alfred Ehrhardt Stiftung. Natur transformiert klutur transformiert nature.

greenpeace magazin 4.16 publiziert July-August 2016 von Svenja Beller, Fragile Gespenster,
Auch Auschnitt online: https://www.greenpeace-magazin.de/fragile-gespenster  

talkingaboutart, publiziert 22.06.2016 von Ute Weingarten, NatureCultures: ein Gespräch mit den Kuratoren Regine Rapp und 
Christian de Lutz
http://talkingaboutart.de/naturecultures-ein-gesprach-mit-den-kuratoren-regine-rapp-und-christian-de-lutz/  



art-in-berlin.com publiziert am 1.06.2016 von Dr. Barbara Borek, Nonhuman Subjectivities. Rachel Mayeri und Maja Smrekar
bei ArtLaboratoryBerlin
http://www.art-in-berlin.de/incbmeld.php?id=3945  

Labiotech.eu , publiziert am 12.04.2016 von Dani Bancroft, We will have a BioArtist exhibit at Labiotech 
Refresh http://labiotech.eu/we-have-a-bioartist-exhibiting-at-labiotech-refresh-bioart/  

neural magazine Winter 2016 (Issue 53) in 'newmedia art> reviews s. 34 [macro]biologies & [micro]biologies. art and the 
Biological sublime in the 21st Century

berlinartlink.com, publiziert am 16.04.2016 von Alice Bardos BODY // Nonhuman Subjectivities: Humans Can Learn from the 
Political Make-Up of Our Bacteria
http://www.berlinartlink.com/2016/04/16/body-nonhuman-subjectivities-humans-can-learn-from-the-political-make-up-  
of-our-bacteria/  

labiotech.eu publiziert am 15.03.2016 von Claire Braun, BioArt : What is our True Relationship with the Human Microbiome?
http://labiotech.eu/bioart-what-is-our-true-relationship-with-the-human-microbiome/  

labiotech.eu publiziert am 2.04.2016 von Denise Neves Gameiro, BioArt: Joana Ricou shows the Beautiful Similarities of the 
Microbiome
https://www.labiotech.eu/archive/bioart-joana-ricou-shows-the-beautiful-similarities-of-the-microbiome/  

mcd magazine des cultures digitales M a & rz 2016 von Christian de Lutz & Regine Rapp L'art et le Sublime Biologique au XXIe 
Siecle
http://www.digitalmcd.com/mcd81-arts-sciences/  

the guardian, 24 February 2016, Navel gazing: portraits of the bacteria in our belly buttons – in pictures 
http://www.theguardian.com/artanddesign/gallery/2016/feb/24/navel-gazing-portraits-of-the-bacteria-in-our-belly-  
buttons-in-pictures?CMP=Share_iOSApp_Other  

BZ- Berlin, publiziert am 3.02.2016 von Philipp Pohl, Haus der Kulturen der Welt: Künstler will 1000 hände schütteln
http://www.bz-berlin.de/kultur/kunst/haus-der-kulturen-der-welt-kuenstler-will-1000-haende-schuetteln  
labiotech. eu publiziert am 08.01.2016 von Dani Bancroft, BioArt in Berlin: Making Dystopia Beautiful with Prostheses and the 
Transhuman Life
https://www.labiotech.eu/archive/bioart-at-art-laboratory-berlin-making-dystopia-beautiful-susanna-hertrich/  

2015

Frankfurter Allgemeine Zeitung, publiziert am 25. November 2015 von Tamara Marszalkowski, Prothesen als Thesen in 
Geisteswissenschaft. S. N3

BERLINARTLINK publiziert in November 2015, Alison Hugill, Susanna Hertrich
http://www.berlinartlink.com/2015/11/24/susanna-hertrich/?utm_source=hootsuite  

Hyperallergic.com, publiziert am 22. November 2015 vn Gretta Louw, Prosthetic Devices for the Modern Psyche
http://hyperallergic.com/255373/prosthetic-devices-for-the-modern-psyche/

Form.de, publiziert Oktober 2015, Prostheses. Transhuman Life Forms. Susanna Hertrich
http://www.form.de/de/news/prostheses-transhuman-life-forms-susanna-hertrich  

art-in-berlin.de publiziert am 16. Oktober 2015 von CHK, Reparatur von Wirklichkeit: Susanna Hertich bei Art Laboratory 
Berlin
http://www.art-in-berlin.de/incbmeld.php?id=3732&-  

art-in-berlin.de, publiziert am 18.September .2015 von Inge Pett, Magic Mushrooms - Theresa Schubert bei Art Laboratory 
Berlin
http://www.art-in-berlin.de/incbmeld.php?id=3690  

the creators project (vice.com) am 8. Juni, 2015 von DJ Pangburn
Artist "Paints" with Artificial Life and Computer Viruses 
http://thecreatorsproject.vice.com/blog/artist-paints-with-artificial-life-and-computer-viruses  

art-in-berlin, publiziert am 28. April 2015 von Dr. Barbara 
Borek Körper-Räume - Joseph Nechvatal bei Art Laboratory 
Berlin http://www.art-in-berlin.de/incbmeld.php?id=3568  

Exberliner, publiziert im Februar 2015 von Fridey Mickel, 
Ausstellungserwa& hnung: Johanna Hoffman: [micro]biologies II: 
proteo http://www.exberliner.com/events/johanna-hoffman/  



art-in-berlin, publiziert am 28. Januar 2015 von Dr. Barbara Borek
Tanz der Moleküle
http://www.art-in-berlin.de/incbmeld.php?id=3470  

Zitty Berlin, Januar 2015, Ausstellungsanku& ndigung
[micro]biologies II: proteo
www.zitty.de/microbiologies-ii-proteo.html?category%5Bcategories%5D=Museen%2C+Ausstellungen%2C+Kunst&category  
%5Bchilds%5D=Kunst-Aktionen#  

2014

Zitty Berlin, publiziert am 30. Oktober 2014 von Sabrina 
Waffenschmidt Art Laboratory Berlin. Kunst aus Kleinstlebewesen 
http://www.zitty.de/microbiologies-the-bacterial-sublime.html  

The BMJ (The British Medical Journal blog) posted on 24 October, 2014 by Margaret Cooter 
Colour me unusual—a MRSA quilt and a TB dress
http://blogs.bmj.com/bmj/2014/10/24/margaret-cooter-colour-me-unusual-a-mrsa-quilt-and-a-tb-dress/)  

Tagesspiegel, publiziert am 25. September 2014 von Birgit Rieger
Schöne Bakterienwelt

art-in-berlin, publiziert am 01. Oktober 2014 von Carola Hartlieb-Ku& hn
Where there´s dust there´s danger
http://www.art-in-berlin.de/incbmeld.php?id=3366  

Portal Kunstgeschichte, publiziert am 01. Oktober 2014 von Rowena Fuß
[micro]biologies I: the bacterial sublime. Anna Dumitriu, Art Laboratory Berlin, bis 30. November 2014 
http://www.portalkunstgeschichte.de/meldung/micro-biologies-i-the-bacterial-sublime-anna-dumitriu-art-laboratory-  
berlin-bis-30-november-2014-6533.html  

gallerytalk.net, publiziert am 26. September 2014 von Martina John
Kunst mit Kleinstlebewesen: Anna Dumitriu im Art Laboratory Berlin
http://www.gallerytalk.net/2014/09/kunst-mit-kleinstlebewesen-anna-dumitriu-im-art-laboratory-berlin.html  

Portal Kunstgeschichte, publiziert am 23. Jul 2014 von Giovanni Frazzetto
[macro]biologies II: organisms, Art Laboratory Berlin, bis 20. Juli 2014 
http://www.portalkunstgeschichte.de/meldung/macro-biologies-ii-organisms-art-laboratory-berlin-bis-20-juli-2014-  
6406.html  

nurart.org, publiziert am 8. Juli 2014 von Irmgard Berner
Art Laboratory Berlin: Macro Biologies. Frösche, Erbsen, Marmorkrebse 
http://nurart.org/index.php?option=com_content&view=article&id=404%3Aart-laboratory-macro-  
biologies&catid=22%3Abackgrounds&Itemid=51&lang=de  

Art-in-berlin Online-Magazine, publiziert am 04. Juni 2014 von Verena Straub
Dramen in der Petrischale - [macro]biologies II: organisms
http://www.art-in-berlin.de/incbmeld.php?id=3234  

ARTslant Berlin. Beyond the White Cube: The Thriving Arts Community in Wedding.
Posted by Dakota DeVos on 30.04.2014 
http://www.artslant.com/ber/articles/show/39437  

Kunst - Art in Berlin 2014. Ausstellungen, K u& nstler, Hintergru& nde 
Sonderausgabe des Tagesspiegels 2014/ 2015
Mit Mikroskop und Spucke. Art Under A Microscope von Birgit Rieger

Art-in-berlin Online-Magazine, publiziert am 12. M a & rz 2014 von Carola Hartlieb-Ku& hn
Biosphärische Wechselwirkungen
http://www.art-in-berlin.de/incbmeld.php?id=3147  

Art-in-berlin Online-Magazine, publiziert am 27. Januar 2014 von Dr. Barbara Borek
Art of Science
http://www.art-in-berlin.de/incbmeld.php?id=3106  



Hans Kuiper, Blogspot, 28.02.2013 
Berlin awards art spaces: the right way?

2013

ArtHist. h-net information network for art history, Oct 18, 2013
Synaesthesia. Discussing a Phenomenon in the Arts, Humanities & (Neuro-) Science 
Report by: Nadine Marker, TU Berlin 
http://arthist.net/reviews/6198/mode=conferences  

transmediale/art&digitalculture: uncertain space. media art all over? (Transmediale magazine) ed. KristofferGansing & Filippo
Gianetta 2013. p.3
http://www.transmediale.de/magazine  

reSource transmedial culture berlin reSource Chat with Christian de Lutz, Art Laboratory Berlin
http://www.transmediale.de/resource/chats and http://www.transmediale.de/files/ALB.pdf  

Portal Kunstgeschichte, Meldungen aus der Forschung 29.07.2013, Synästhesie – Eine internationale transdisziplinäre 
Konferenz versucht eine Integration von künstlerischen und wissenschaftlichen Positionen zum Thema von Gerhard 
Scharbert http://www.portalkunstgeschichte.de/meldung/Synaesthesie-Eine-internationale-transdisziplinaere-Konferenz-
versucht-  eine-Integration-von-kuenstlerischen-und-wissenschaftlichen-Positionen-zum-Thema-5828.html      

art-in-berlin.de VIDEO: Der Projektraum Art Laboratory Berlin
http://www.art-in-berlin.de/incbmeldvideo.php?id=2912&-art-laboratory-berlin  

gallerytalk.net, Eröffnung: Art Laboratory Berlin: Synaesthesia / 4: Translating, Correcting, Archiving
http://www.gallerytalk.net/2013/05/eroeffnung-art-laboratory-berlin-synaesthesia-4-translating-correcting-archiving.html

Berliner Zeitung, 09.07.2013, Drei plus Zwei = Grün, Ortrun S c h u& tz, Interview mit Eva-Maria Bolz
http://www.berliner-zeitung.de/berlin/synaesthesie-ausstellung-berlin-drei-plus-zwei---gruen,10809148,23647290.html  

Taz. die tageszeitung, 09.07.2013, Definitiv eine pink Sieben, von Catarina von 
Wedemeyer http://www.taz.de/1/berlin/tazplan-kultur/artikel/? 
dig=2013%2F07%2F09%2Fa0143&cHash=42160010435b8b5e52c8500a4361ce01  

artsHub, 07.03.2013, Artist's brain: the advantage of synaesthesia, by Deborah Stone http://au.artshub.com/au/newsprint.aspx?
listingId=195857  

Tagesspiegel NR. 21672, 27.04.2013. Projektraum Berlin von Anna Pataczek

Hg2 Magazine. Intelligent, Irreverent & Inspired, March 15, 2013, Words by Claire 
Bullen Contemporary Art Turns to the Dinner Table: Art Events Gone Gourmet 
http://www.hg2magazine.com/contemporary-art-turns-to-the-dinner-table/  

Berliner Morgenpost, 01.03.13, von Gabriela Walde
KUNSTFÖRDERUNG
Eine Klassenfahrt mit Baby und Urkunden
http://www.morgenpost.de/kultur/article114059103/Eine-Klassenfahrt-mit-Baby-und-Urkunden.html  

taz.de, 01.03.2013, von Marcus Woeller 
Attraktiv und den Preis wert
http://www.taz.de/1/berlin/tazplan-kultur/artikel/?dig=2013%2F03%2F01%2Fa0150&cHash=e99f9330e533d94  

Neues Deutschland, von Tom Mustroph, 01.03.2013 
Echte Berliner Spezialita& t
Selbstorganisierte Kunstinitiativen k a & mpfen ums U< berleben
http://www.neues-deutschland.de/artikel/814391.echte-berliner-spezialitaet.html  

DER TAGESSPIEGEL, 01.03.2013, publiziert von Claudia Wahjudi
Kultur
Ku& sschen, Kaffee, Kohle
http://www.tagesspiegel.de/kultur/kuesschen-kaffee-kohle/7857130.html  

http://hanskuiper.blogspot.pt/2013/02/berlin-awards-art-spaces-right-way.html  

Art-in-berlin. Online Magazin, 28.02.2013 
Berliner Projektra& ume und –initiativen (Teil 
1)



http://www.art-in-berlin.de/incbmeld.php?id=2750&-projektraeume 
(Teil 2: http://www.art-in-berlin.de/incbmeld.php?id=2752 )

KUNST Magazin, publiziert am 28. Februar 2013 von Julia Schmitz 
Berliner Kulturverwaltung zeichnet Projektra& ume aus
http://www.kunst-magazin.de/berliner-kulturverwaltung-zeichnet-projektraeume-  aus/      

nurart.org, 26.02.2013, von Irmgard Berner.
Art Laboratory Berlin - Synaesthesia. Die fabelhafte Welt der Sinnesverknu& pfung 
http://www.nurart.org/index.php?option=com_content&view=article&id=368%3Aart-laboratory-berlin-  
synaesthesia&catid=37%3Areviews&Itemid=59&lang=de  

zitty Berlin, 22.02.2013
Das erste Mal: Der Berliner Preis f u & r Projektra& ume wird vergeben. Autorin: Regina 
Lechner http://www.zitty.de/der-berliner-preis-fur-projektraume-wird-vergeben.html  

Art-in-berlin Online-Magazine, publiziert am 22. Januar 2013 von Julia Schmitz 
S y n a& sthesie: Wenn die Sinne verschmelzen
http://www.kunst-magazin.de/synaesthesie-wenn-die-sinne-verschmelzen/  

2012

Pressemitteilung der Berliner Kulturverwaltung
Preise zur Auszeichnung k u & nstlerischer Projektra& ume und –initiativen erstmals vergeben 
Pressemitteilung, Berlin, den 07.12.2012 
http://www.berlin.de/sen/kultur/presse/archiv/20121207.1055.379110.html  

Art-in-berlin Online-Magazine, 13. Dezember 2012 

Ku& nstlerische Projektra& ume und -Initiativen 

ausgezeichnet

http://www.art-in-berlin.de/incbmeld.php?id=2675&-art-laboratory-berlin  

Art-in-berlin. Online-Magazin, 18. Dezember 2012
A ist blau – ein Ku& nstlergespra& ch mit Annette Stahmer bei Art Laboratory 
Berlin http://www.art-in-berlin.de/incbmeld.php?id=2679&-art-laboratory-
berlin  

Birgit Rieger: Vater Staat gibt einen aus: Projektra& ume in 
Berlin zitty; Heft 18 - 2012, 23. August - 5. September 2102 
http://www.zitty.de/projektraume-in-berlin.html  
ZittyLights: Kunst (23.8.-5.9.) projektra& ume: Monitors/ Art Laboratory 
Berlin. zitty; Heft 18 - 2012, 23. August - 5. September 2102
zitty
http://www.zitty.de/projektraume-in-berlin.html  

n/n.: Interview mit Shlomit Lehavi 
ZDF heute Nacht, 25. April 2012
http://www.zdf.de/ZDFmediathek/hauptnavigation/startseite/#/beitrag/video/1628122/heute-nacht-vom-25-April-  2012      

Klaus Hammer: Das Spiel mit der Zeit. Zum f u& n f j a& hrigen Bestehen p r a& sentieren das Art Laboratory Berlin „Imagina& re 
Zeitmaschinen“
Neues Deutschland, 24. April 2012

Patrick Caire: Have You Met… Art Laboratory Berlin 
bpigs.com, 5. April 2012 
http://www.bpigs.com/node/904  

Sharon Adler: Interview mit Regine Rapp, Leiterin und Kuratorin von Art Laboratory 
Berlin AVIVA-Berlin, Kultur, 2. April 2012 
http://www.aviva.de/aviva/content_Interviews.php?id=141063  

Julia Gwendolyn Schneider: Zwischen Selbst- und Fremdverortung – K u & nstlerische Auseinandersetzungen mit digitalen 
Spuren
Springerin Februar/2012

Sharon Adler, Britta Meyer: Shlomit Lehavi - Time Sifter bei Art Laboratory Berlin 23.03. - 29.04.2012 
Interview mit Shlomit Lehavi
AVIVA-Berlin, Kultur, 19. Januar 2012
http://www.aviva-berlin.de/aviva/content_Interviews.php?id=14479  



2011

Chiara Moro: Gretta Louw digital-performance 
Thinkparadox, 17. November 2011
http://www.thinkparadox.net/general/gretta-louw-digital-performance/  

Chloe Short: Talk with Gretta Louw
Chloe Short's Photography Blog, 14. November 2011 
http://chloe328.wordpress.com/2011/11/14/talk-with-gretta-louw/  

Valentina Tanni: OK, Computer Performance: Gretta Louw's Controlling_Connectivity (Artikel in italienischer 
Sprache) Articolo pubblicato in Artribune Magazine n.3 // novembre-dicembre 2011 
http://www.valentinatanni.com/2011/10/ok-computer-performance/  

Orit Gat: Performance, Public, and Online Presence: Gretta Louw's Controlling_Connectivity 
Rhizome, 18. Oktober 2011
http://rhizome.org/editorial/tags/gretta-  louw/      

Lara Sanchez: Berlin se rebela contra la margincioO n del arte no comercial (Artikel in spanischer Sprache) 
arte informado, informacioO n del mercado del arte, 18. Oktober 2011
http://www.arteinformado.com/Noticias/2565/berlin-se-revela-contra-la-marginacion-politica-del-arte-no-comercial-  /      

Susanne Utsch: VISIONS NYC – afterthoughts, Ausstellungsprojekt der K u & nstlerin und Fotografin B a & rbel M o & llmann im 
Berliner Art Laboratory
Zeitpunkte; Gespra& ch mit B a & rbel M o & llmann, 11. September 
2011 rbb Kulturradio
http://www.kulturradio.de/programm/sendungen/110911/zeitpunkte_magazin_1704.html  

Marie Kaiser: Wie hat der Terroranschlag die New Yorker v e r a& ndert?, Marie Kaiser hat sich die Fotoausstellung "Visions NYC"
- Art Laboratory Berlin – angesehen...
Ein Tag im September - der radioeins Radioday Nine-Eleven, 11. September 2011 
radioeins
http://www.radioeins.de/programm/sendungen/radiodays/911/programmbeitraege/wie_hat_der_terroranschlag.html  

Jan H. L u & thje: Video Zehn Jahre 9/11: Kunst und 
Terror Panorama, 10. September 2011
dapd video
http://www.dapdvideo.de/panorama-videos/zehn-jahre-9-11-kunst-und-terror  

n/n.: before and after [portraits and interviews of a city changed after 9/11] 
sugarhigh berlin #460 – art, 08. September 2011
sugarhigh 
http://www.sugarhigh.de/articles/show/493  

Julia Rieder: B a& rbel M o& llmann
Zum 10. Jahrestag von 9/11 p r a& sentiert das Art Laboratory die audiovisuelle Installation VISIONS NYC – afterthoughts. 
tip; Kunstkopf #75, Nr. 19/2011, 01. - 14. September 2011, Seite 72
tip Berlin
http://www.tip-berlin.de/kultur-und-freizeit-kunst-und-museen/kunstkopf-barbel-mollmann  

Julia Gwendolyn Schneider: Al Fadhil & Aissa Deebi bei Art Laboratory Berlin und Ahmed 
Basiony im A< gyptischen Pavillon in Venedig
Band XVII, Heft 3 - Sommer 2011, Titel: Umbruch in Arabien, Seite 6 f. 
springerin

Lara Sanchez: Sturm und Drang; En Futuro (Artikel in spanischer Sprache)
Berlin, 09. Juli 2011 
http://adayinthelifeoh.blogspot.com/  

Letizia Binda-Partensky (ICD News Program Director): Structural Violence – When Art meets 
Politics at Art Laboratory Berlin
Institute for Cultural Diplomacy, 07. Juli 2011
http://artsasculturaldiplomacy.wordpress.com/2011/07/07/structural-violence-when-art-meets-politics-at-art-laboratory-  
berlin/  

Ibitsam Azem: Al Fadhil and Aissa Deebi; They Met at the Edge of the Wound. (Artikel in 
arabischer Sprache)
Beirut, 05. Juli 2011 
Al Akbar
www.al-  akhbar.com/node/15955      

Tagesttip: Kunst (30. April) My Dreams have Destroyed My Life. Some Thoughts on Pain



zitty; Heft 8, 20. April - 04. Mai 2011
zitty
www.zitty.de/my-dreams-have-destoyed-my-life-some-thoughts-on-pain.html  

Artisti in Dialogo, 28. April 2011 
Corriere del Ticino
Ramiro Villapadierna: Arte de Libro, 11. M a & rz 
2011 ABC Cultura, Madrid
www.abc.es/20110311/cultura-arte/abci-witt-201103111528.html  

Hubertus Butin: Pe r s o& nliche Drucksachen. Sol LeWitt. Artist’s Books im Art Laboratory Berlin, 
Berlin, 28. Februar 2011
Texte zur Kunst
www.textezurkunst.de/daily/2011/feb/28/personliche-drucksachen-hubertus-butin-uber-sol-le/

n/n: Art about Content - Symposium zu Sol LeWitt, 22. Februar 2011 
Kunstmagazin
http://www.kunst-magazin.de/„art-about-content“-–-symposium-zu-sol-lewitt/#more-  4047      

Thomas: Ku& nstlerbu& cher von Sol LeWitt im Art Laboratory Berlin, 19. Februar 
2011 Kultur-Blog
www.culture-blog.de/kuenstlerbuecher-von-sol-lewitt-im-art-laboratory-berlin/  

n/n: Sol LeWitt Ku& nstlerbu& cher - Ausstellung in Berlin, 18. Februar 2011 
artinfo24.com
www.artinfo24.com/shop/artikel.php?id=664  

Conrad Witten/Christina Grevenbrock: F u & nf Tipps der Woche (Berlin: Sol LeWitt), 17. 
Februar 2011
Art. Das Kunstmagazin
www.art-  magazin.de/kunst/39367/gib_mir_fuenf_tipps_der_woche      

John Lambert: Fast autisches H a & rtnackingkeit. Sol Lewitts Ku& nstlerbu& cher im Art Laboratory Berlin
16. Februar 2011, Rezension 
Monopol
http://www.monopol-magazin.de/artikel/20102472/Sol-LeWitt-Kunstbuecher-Art-Laboratory-Berlin.html  

Min Young-Jeon: Sol LeWitt. Artist Os Books, Art Laboratory Berlin, bis 13. M a & rz 2011
16. Februar 2011, Rezension 
PKG Portal Kunstgeschichte
http://www.kunstgeschichteportal.de/kunstgeschehen/?id=3980&PHPSESSID=09571f833c64b9a47268e8efd706845d  

Irmgard Berner: Art Laboratory Berlin - F u& r die L u& cke eine Nische
01. Februar 2011, u& ber Art Laboratory Berlin a n l a& ßlich der 
Ausstellung Berliner Zeitung Nr.26/2011
http://www.berlinonline.de/berliner-zeitung/archiv/.bin/dump.fcgi/2011/0201/kunst/0016/index.html  

n/n: Sol LeWitt Artist Os Books
28. Januar 2011, A n k u& ndigung der Ausstellung Sol LeWitt Artist Os Books, A n k u& 
ndigungstext PKG Portal Kunstgeschichte 
http://www.kunstgeschichteportal.de/kunstgeschehen/termine.php? 
id=8634&PHPSESSID=d84edf528631e55cf3faef180b0d9d31  

Marianne Mielke - Veranstaltungstip in der Sendung Quergelesen
23. Januar 2011, im Veranstaltungskalender der Sendung 
INFORadio RBB, 93,1
www.inforadio.de/programm/schema/sendungen/quergelesen/201101/152260.listall.on.printView.true.html  

Hans Kuiper: A January show visit: Sol Lewitt. Artist's Books in Art Laboratory Berlin
23. Januar 2011, Vernissagebericht
Inspector Casino Os Detective Show, Performance Art and Art Creation 
http://hanskuiper.blogspot.com/01/january-show-visit-soll-lewitt-artists.html  

Alexandra Riedel: Berlin- Sol LeWitt Artist Os Books, 21. Januar 2011 
Kultiversum
http://www.kultiversum.de/Kunst-Empfehlungen/Sol-LeWitt-Artist-s-Books-Art-Laboratory-Berlin.html  

n/n: Sol LeWitt Artist Os Books, 18. Januar 2011 
stylemag.net



www.stylemag-online.net/2011/01/18/sol-lewitt-artist%E2%80%99s-books/  

2010

Anouschka Pearlman: A Vintage Voice in Berlin: Interview with author Mo Foster
10. Dezember 2010, a n l a& ßlich der Ausstellung Stardust Boogie 
Woogie NPR Berlin
www.npr.org/blogs/nprberlinblog/2010/12/15/131942054/a-vintage-voice-in-berlin-interview-with-author-mo-foster  

Anouschka Pearlman: Art Laboratory – Cutting edge Hotspot
06. Dezember 2010, a n l a& ßlich der Ausstellung Stardust Boogie 
Woogie Spotted by Locals
www.spottedbylocals.com/berlin/art-laboratory/  

Hans Kuiper: Migration in Berlin
07. Juni 2010, u& ber die Ausstellung OFF FENCE
Inspector Casino Os Detective Show, Performance Art and Art Creation 
http://hanskuiper.blogspot.com/2010_06_01_archive.html  

Anna Heckmann: It is really easy to get rid of your own name! - Drei Mal Janez J a n sWa
08. Februar 2010, u& ber die performative P r a& sentation NAME 
Readymade art-in-berlin online-magazine
www.art-in-berlin.de/incbmeldvideo.php?id=1816  

Miriam Wiesel: Kunst und Recht,
Jan/Feb 2010, U< ber die Ausstellung Creative Rights, Kunst und Recht 
IV Kunst Bulletin 2010 Heft 1-2

2009

Ramiro Villapadierna: Arte bio-terrorista depu eO s del 11-S
24. Oktober 2009, u& ber die Ausstellung : Seized. Kunst und Recht III
ABC, Madrid

Oliver Tolmein: Was vom Tatort u& brig blieb
19. Oktober 2009, u& ber die Ausstellung: Seized. Kunst und Recht III 
Frankfurter Allgemeine Zeitung
http://www.faz.net/IN/INtemplates/faznet/default.asp?tpl=common/zwischenseite.asp&dx1={D2F49C6F-B993-C0E6-  
A3FF-6CA257CA782D}&rub={01345753-1D51-4A28-9550-C982F21BCDBF}  

Ramiro Villapadierna: Terrorismo y Pizza
13. Oktober 2009, u& ber die Ausstellung : Seized. Kunst und Recht III
ABC, Madrid
http://participacion.abc.es/divanesteoeste/post/2009/10/13/terrorismo-y-pizza  

Hans Kuiper: Seized by Steve Kurtz in Art Laboratory Berlin
07. Oktober 2009 - u& ber die Ausstellung: Seized. Kunst und Recht III
Inspector Casino Os Detective Show, Performance Art and Art 
Creation
http://hanskuiper.blogspot.com/2009/10/seized-by-steve-kurtz-in-art-laboratory.html  

Meike Jansen: Unglaublich, aber wahr...
04. November 2009 - u& ber die Ausstellung : Seized. Kunst und Recht 
III taz
http://www.taz.de/1/archiv/print-archiv/printressorts/digi-artikel/?ressort=tp&dig=2009/11/04/ 
a0148&cHash=7b7bc5a4c5  

Anne Hahn: Mit Stummel vom FBI – Atompilz bis Bioterrorismus.
05. Oktober 2009 - u& ber die Ausstellung : Seized. Kunst und Recht 
III Junge Welt
www.jungewelt.de/2009/10-05/025.php  

zitty Tagestipp
31.Oktober 2009 - Ausstellung : Seized. Kunst und Recht III

Kunstrundgang - Meike Jansen schaut sich in den Galerien von Berlin um
03. Juni 2009 - u& ber die Ausstellung : Media Reality. Kunst und 
Recht II taz

Meike Jansen: tazplan



30. Februar 2009 - Ausstellung : CAT. Monstration. Kunst und Recht I 
taz

2008

Marcus Wo& ller: Hungerku& nstler: Ran an die EU-To& pfe
13. Oktober 2008 – u& ber Art Laboratory 
Berlin taz
www.offoff.ch/content/pdf/medien_offoff_taz_ART_SWAP_EUROPE.pdf  

Irmgard Berner: Art Laboratory Berlin – Zeitexperimentelle Kunst – Kunstszene in Wedding birgt spannenden Projektraum
Mai 2008, u& ber Art Laboratory Berlin www.nurart.org/index.php?
option=com_content&task=view&id=122&Itemid=57&lang=de  

Мария Сигутина: Берлинская Колониале (Artikel in russischer Sprache) 
01.Februar 2008 – u& ber Art Laboratory Berlin
Openspace 
www.openspace.ru/art/projects/121/details/994/  

Art Laboratory for new Media – Continuously Spreading Art-Scene in Berlin 
Januar 2008 - u& ber Art Laboratory Berlin
nurart www.nurart.org/index.php?
option=com_content&task=view&id=97&Itemid=120  

Birgit Szepanski: Einblick (224)
02. Januar 2008 – u& ber Art Laboratory 
Berlin taz

2007

Tim Ackermann: Herzklopfen im September
26. September 2007 – u& ber Art Laboratory 
Berlin taz

Lydia Harder: Kolonie Wedding
21. Juli 2007 – u& ber Kolonie Wedding und Art Laboratory 
Berlin taz

Einblick (200): Sandra Frimmel, Christian de Lutz, Regine Rapp, Magareta Tillberg
04. Juli 2007 – die G r u& ndungsmitglieder des Art Laboratory 
Berlin taz

Art Laboratory Berlin – Wie heißt dieser Platz?
4. Juli 2007 – u& ber die Ausstellung von Viktor Alimpiev, Two Songs – Kunst und Musik
III taz

Kunstrundgang - Meike Jansen schaut sich in den Galerien von Berlin um
12. Mai 2007 – u& ber die Ausstellung: Die Ku& nstlergruppe PG, Kunst und 

Musik taz


	KAROLINA ŻYNIEWICZ, art as a way to perceive the world in CLOT magazine by Rae (Mee-Jin) Tilly (19.04.2026)
	
	Signs of the Times. Photo credit: Adam Bogdan
	For most people who were not severely affected by COVID-19, the virus has left a lasting impression. What acutely consumed years of our lives, dictating our movements and interactions, plays little role in how we understand ourselves and engage with our surroundings today. Karolina Żyniewicz will be reminding us of what we have forgotten this month as she returns to Art Laboratory Berlin to continue her project, Signs of the Times*.
	Żyniewicz began collecting masks from public areas of Berlin during the pandemic in the spring of 2021 to analyse biological traces left behind on them. Her initial aim was to collect samples from the masks to determine the genomic transcripts of the cultured microorganisms. Since then, the project has taken on new trajectories as her aims have evolved. After recognising that collecting discarded masks long after their owners left them behind hindered her ability to hear the stories attached to them, she began collecting masks from willing participants who spoke about their memories of the pandemic during the collection process.
	In 2024, in Zagreb, Croatia, Żyniewicz used her findings to create written texts for a performative exhibition. Her next step: to perform her transcription at Art Laboratory Berlin. Żyniewicz has stated that Sign of the Times is dedicated to remembering and forgetting, appearing, and disappearing. And it’s not just our memories of the pandemic that have disappeared. During the pandemic, the masks we wore were ephemeral; they served a purpose, but only temporarily, as contamination necessitated their replacement. But as days turned into months and months turned into years, their usage declined. As a consequence, the ritual of wearing them lessened until the material and ritual disappeared, and along with them, our memories.
	Death was a very real and grave consequence of the pandemic. And it’s a topic that never fades from the general consciousness, even after our memories of pandemics might. Scientists look to understand it, doctors look to treat it, and poets are consumed by it. Sign of the Times engages this exploration through the collection of biohazardous material and in the retelling and recalling of what it felt like to live through so much death.
	Many of Żyniewicz ’s other works also pivot around death. Looking at postnecropolis, we see Zyniewicz merging funeral traditions with the natural cycle of matter, specifically the peat bogs of Ireland. In from life to death and back, Żyniewicz uses necrophagic insects to examine the role of aestheticisation in the process of changing the human perception of biological life. And with safe suicide, Zyniewicz grows her own cells to prepare them for death. When viewed alongside Signs of the Times, it is impossible to divorce the organic material (bogs, microbes, cells, insects, or otherwise) from the exploration of death itself. In this way, we see an artist who is at once consumed with understanding our collective and communal relationship to our ends, but also an artist whose very personal exploration into her own fate interests her greatly.
	The pandemic worked in much the same way, as we attempted to understand mortality. But there is also a slight flirtation, a tempting of fate, that we see Żyniewicz plays with as well, for there is both danger and agency in deciding to collect what could be hazardous to one’s own health.
	
	Signs of the Times. Photo credit: Adam Bogdan
	
	delectatio morosa, Miłość Gallery Toruń, living 10 days with insects. Photo credit: Tytus Szabelski
	
	Signs of the Times. Photo credit: Sanja Bistričić Srića
	The world experienced the COVID-19 pandemic globally. One can imagine, at certain levels, a commonality in how human beings experienced COVID, both individually and collectively. What has your work with Signs of the Times exposed about individual vs collective experience and memory?
	I collected over 100 audio testimonies between 2021 and 2024. This was not a classic sociological study, so I did not follow any strict interview protocol. Only the opening question was always the same: What do you think you will remember most about the pandemic in 10–20 years from now? Some people spoke for five minutes, while others needed a longer conversation. I did my best not to limit anyone. While listening to each person and speaking with them, I was fully focused on their individual story. I also avoided any judgment, even when someone admitted to not following the rules for various reasons.
	I would remember certain singular stories for some time, but gradually those memories began to blur. I could return to each of them while transcribing the audio recordings by hand. This process meant embodying each story while also beginning to see them as part of a larger collection. Once they became text, I noticed certain common elements across all the confessions. It was almost like discovering categories, such as: being happy staying at home / being depressed by the confinement; being stuck abroad; being ill with COVID-19; having a friend or family member in a high-risk group; believing that the pandemic would change the world / doubting that humanity would learn anything from the experience; enjoying the anonymity of wearing a mask / struggling with the necessity of covering one’s face. I could probably carry out a statistical analysis of the recurrence of certain elements in these confessions, but that is not the point of this project.
	To talk about the pandemic is to also talk about xenophobia, racial dynamics, wealth gaps, and geopolitics. The different stages of this work (collection, performative exhibition, and interviews) took place in a Western European context that shaped the DNA, memories, and thoughts that have resulted in this project. How does this impact your work, or does it at all?
	You are right that the majority of the mask and memory collecting sessions took place in Western Europe. I also conducted remote meetings with people in Canada, as well as one in-person session in Buffalo, New York, in the United States, which is still within the Western world. This is a natural limitation of the project, due to my travel schedule.
	I would be more than happy to carry out the project in other parts of the world. However, even while working only with people from Western countries, I heard a great deal about how the issues you mentioned at the beginning of your questions influenced individual experiences of the pandemic.
	During the first phase of this project, you collected masks from public areas in Berlin where you lived. The initial fear that gripped most individuals stemmed from the severity of the illness and the unprecedented speed of its transmission. By collecting discarded masks, objects designed to stop the virus, you collected potential biohazards without knowing its original owner. Was this a concern to you? If so, what precautions did you take? If not, why?
	The stage of the project you are referring to was conceived as an abjectual performance. The biohazardous risk was crucial to it. I confronted my own fear and uncertainty, equipped with gloves, a mask, and zip-lock bags.
	It was an interesting action because the performance was taking place mainly in my imagination. I can’t determine when a particular mask was discarded or who its wearer was. What I found particularly interesting was that the shame of doing something unusual in public space and being judged by passersby was much stronger than the concern that I might contract an infection from contact with discarded masks. I felt almost like an exhibitionist—ashamed and excited at the same time.
	I tended to choose less crowded streets and parks. Nobody ever paid attention to what I was doing. No one even asked. Everything was happening in my head. The core of this performance was my confrontation with myself as I approached biological and cultural boundaries
	You will be exhibiting Signs of the Times at Art Laboratory Berlin, where you will “transcribe entries from [your] notebooks onto a tablet using a stylus…the handwritten results [will] appear on a monitor on the wall. On another monitor, the genetic transcript of microbial material from one of the masks…[will appear] letter by letter, line by line.” As we become increasingly removed from the pandemic, our memories and emotions about it evolve. How does this impact each performance for you and the audience each time?
	The exhibition at Art Laboratory Berlin is the second time when the performance happens. I am convinced that this show will open a new chapter in the project, allowing me to answer this question more fully. At this point, I can already say that I observed a meaningful difference between running the “memory clinic” in 2021–2022 and in 2023–2024. The last session in the United States, in particular, showed me that people struggle to recall the pandemic. At the same time, they seem completely comfortable with this blurriness of memory.
	For many, the physical gesture of putting on the mask unlocks memories that had been inaccessible. The exhibition at Kontejner Zagreb was surprising for visitors, I know this from speaking with them. Their reaction was almost, “Oh no, here we go again.” Initially, I thought I was doing something very important by documenting that period and preserving its stories. However, as the project developed, its trajectory showed me that this topic is almost like a “spoiled egg.”
	After the installation’s premiere in Croatia, I tried to submit the project to festivals and exhibitions, but it didn’t seem to fit anywhere. I even came to accept this situation as part of the project’s metanarrative. The show in Berlin is therefore a very meaningful step for the project, because it brings it back on track and allows me to investigate what we remember about the pandemic in 2026, and how the memories gathered in previous years continue to resonate with us.
	The masks are not just storing human DANN (identity) and the microbiome (bacteria/fungi); they are also storing pathogens (viruses such as SARS-CoV-2, influenza, etc.). What safeguards have been put in place to prevent potential biohazards?
	First of all, I was never interested in the human DNA that could be found on the masks. Nor was I interested in detecting the SARS-CoV-2 virus itself. My point of interest was the microorganisms that are not immediately obvious when we think about masks. I was mainly curious about the bacteria co-plotting the stories that people were sharing with me. I believed that each mask possesses its own individual biological character, just as every memory does.
	At the same time, certain microbial species are present on many masks, especially when we consider contamination from the surrounding environment, particularly the air. This creates an interesting analogy with the individual and collective memories we discussed at the beginning of the interview.
	The biohazardous risk was present in the project from the very beginning, just as it was present in every other corner of our reality. I followed the hygienic protocols, using gloves, a mask, and hand disinfectant, everything that formed the core of our perception of safety and cleanliness.
	The collected mask samples were (and in some cases still are) packed in test tubes, then placed in sealed plastic bags and stored at low temperature in the freezer. Was all of this safe enough? I cannot be sure. Our control over the leaking reality is very limited.
	DNA is a recurring medium for you. In Similarity of Differences, blood samples were collected with explicit consent. However, in Signs of the Times – collecting biological traces and memories, the masks were collected from public spaces, meaning the human DNA and genetic material on them were obtained without the donors’ knowledge or consent. In an era of increasing concern over genetic privacy and data sovereignty, how do you reconcile this lack of consent with the ethical implications of sequencing and archiving anonymous human genetic data?
	You are right, I work quite often with DNA, mainly as a form of language. I am also deeply interested in how the imagination surrounding genetics functions in society. I have worked on GMOs several times. I intentionally use the word imagination rather than knowledge, because I see a significant lack of knowledge that gives rise to many controversies.
	One fear related to DNA is that it constitutes our individual inscription and can be stolen, leading to the theft of our identity. It is not entirely impossible or unrealistic that some individuals may have harmful intentions, but thinking about this all the time would drive us all crazy. Whatever we do, and wherever we go, we leave our genetic fingerprints behind, for instance, in hair or saliva.
	In all my projects, I stress that every kind of knowledge brings responsibility. Since I probably know at least a little more about genetics than the people discarding their used masks in public spaces, even given my long-term collaboration with my PhD supervisor, the geneticist Professor Paweł Golik, I take responsibility for ensuring that the samples are not used in a harmful way. It is also crucial to stress, once again, that I have never been interested in sequencing or reading human genetic data from the masks.
	Looking more closely at the blood samples collected for Similarity of Differences: Stage 1 involved sample collection. Stage 2 attempted to read DNA from each blood sample and combine all samples into a single test tube. What was the goal of individual readings compared to the goal of readings once the samples were combined?
	I will start by clarifying that the individual samples were not analysed for two different reasons. The first reason was that some people expressed concern that by giving me their blood sample, I would read their genome. The second reason was purely technical: on Ruhnu Island, where I conducted the project, there was no proper freezer, so the samples remained at a relatively high temperature, which caused DNA degradation.
	In general, DNA was not the most important aspect of the project. Much more important was blood itself, and its biological, social, and cultural meanings. I approached people on the island, asking them for only a single drop of their blood. It may seem very simple, but it was not. I was asking them to give me a small, symbolic portion of something essential to their bodies.
	I was equipped with new sterile needles, cotton pads, gloves, and small zip-lock bags for the cotton pads soaked with blood. Some people were completely comfortable with the task and were simply curious about why I needed it. Others were suspicious and feared that I would steal their DNA. Many participants were simply afraid of the sight of blood or the pain of pricking their finger. A great number of decisions had to be made before they agreed to give me what I was asking for.
	What I eventually did in the lab was to soak the collected blood-stained cotton pads in a special medium to recover any DNA that had survived, then combine all the samples into a single test tube. It became a collective sample, just as the project itself was a collective ritual and experience.
	In safe suicide, you grew your own cells to kill them in various experimental ways: it was your “multiple cellular suicide.” I imagine this process to actually be the opposite of destruction, as there is a symbolic factor of dying multiple deaths and a catharsis of release from the versions of ourselves we decide to shed. Did you view this work in a similar vein, and if so, did each symbolic death correlate with the manner and method of killing?
	The multiplicity of cellular death was central to the safety of the suicide. The project is based on playing with physical matter, its meanings, and its language. I committed suicide at the cellular level instead of destroying myself in vivo. There was an even more interesting opposition than the one you identified. Before I began killing my cells (B lymphocytes), I first immortalised them. Yes, immortality is possible in the lab, even though its meaning is very different from what it means outside the laboratory. Immortalised cells acquire a cancerous character. I induced this transformation in my cells using the Epstein–Barr virus. Did this make them indestructible, like science-fiction monsters? Absolutely not.
	The limit on cell division (the Hayflick limit) had been removed so that they could proliferate indefinitely, but they still could not survive outside the incubator without fresh medium. By starving my immortalised cells, flooding them with alcohol or bleach, exposing them to UV light, or poisoning them with substances such as doxorubicin, I kept reversing their immortality. There was also always the uncertainty of whether killing my cells could be counted as a form of my own broader self-destruction.
	At a certain stage in the project’s development, I raised the bar for myself by attempting to trigger a very precise mechanism of cellular death: apoptosis, the process that scientific language itself describes as cellular suicide. It turned out that planning death to occur exactly as we want it is not an easy task. Speaking of control, I would like to add that the number of cells I killed intentionally and the number that died without my intervention were similar. Nothing teaches us better about humility than life…and death.
	You have stated that the topics of your work are often related to broadly understood life and death and their social and biological dimensions. We can see this is safe suicide, as well as word’s matter, a project run in collaboration with the Liver Center of Western New York, focused on shaping the medical discourse related to hepatitis C and other liver diseases, as well as Signs of the times. After all, the pandemic has resulted in over 7.1 million deaths as of March 2026 (according to WHO data). You are also a member of the Good Death in Warsaw. Can you elaborate on your relationship to death?
	I could say that the topic of death has somehow always been very present in my thinking and artistic practice. I have tried many times to explain to myself why this is, and I have partly succeeded.
	I grew up in a small village in central Poland, and from the very beginning of my life, I witnessed the butchering of animals. Later, my grandfather, who used to do the butchering, became ill with a malignant sarcoma. For more than a year, he suffered at home, developing a severe open wound on his leg. Death was in the smell of the air in our home at that time.
	Finally, when I was thirteen years old, my anorexia began. It was an extreme form of balancing on the edge between life and death; safe suicide is rooted in that experience. Probably all of these experiences have led me to embrace death as a natural element of living. My first biology-based artwork was Non omnis moriar, which I created in my third year at the Academy of Fine Arts. It was a sculpture filled with meat. Over time, the natural processes of decomposition took over. I, too, could have died from an infection caused by a small puncture from one of the sculpture’s construction wires, poisoned by Clostridium botulinum from the rotting meat.
	Somehow, I find death extremely authentic, honest, and fair. How people try to deal with it is fascinating to me—which is why I came to the Institute of the Good Death. It is a boundary topic that brings discomfort and painful reflection to many people. I see it as a small mission of mine to trigger discomfort, especially now, when everything is expected to be cool and easy.
	Zooming out from the microscopic: In looking through the breadth of your work, there are three projects of yours where location seems to play a direct role in the work itself: preserving Ireland, which was your attempt at preserving the most famous traditional grocery products in peat, non – human culture producers – bioethnography, which involved collecting samples throughout different districts of Mexico City, Mexico, and self defence (2024-in progress), which has been carried out in different places but whose (trial version) of performative installation uses recordings taken from a bomb shelter in Kranj, Slovenia. What significance do Ireland, Mexico City (and by extension, Mexico), and Kranj (and by extension, Slovenia) hold for you personally and artistically? Are there any connecting threads between these places for you?
	There is no obvious connection between all the locations I have mentioned, except for my presence. Ireland and Mexico were places of residence. Whenever I go for a residency, I try to learn as much as possible about the specific place. I love travelling, but travelling purely for the sake of travel is usually not enough for me. I explore the world through my work.
	Projects such as preserving Ireland and non-human culture producers were my exploratory expeditions. Kranj is a different story—a completely unexpected discovery. I was in Ljubljana for the TTT (Taboo, Transgression, Transcendence in Art&Science) conference in September 2025, and together with a Polish friend, we decided to escape for a while to Kranj, where she wanted to see a photography exhibition. We randomly ended up in a former bomb shelter, which included a reconstruction of the experience of bombardment.
	I am currently working on a project titled Self Defense, in which I work with poisonous plants. Part of it involves embroidering poisonous shields. One Slovenian colleague mentioned that during the war in Yugoslavia, her mother embroidered while hiding in a bomb shelter. I found this to be a beautiful form of resistance, and I used the contrast between the sound of heavy weaponry (recorded on Kranj) and delicate craft in a performance prototype during my AREHolland residency in Enschede. Signs of the Times was/is a project on the move; it travelled with me wherever I went. I used every opportunity to install my mobile “memory clinic.”
	What’s your chief enemy of creativity?
	Hmm, it is hard to say…perhaps rush, chaos…and a lack of solitude.
	You couldn’t live without…
	My work.
	*Curated by Regine Rapp and Christian de Lutz, the exhibition Signs of the Times is open from 24 April and will run through 7 June 2026, at Art Laboratory Berlin, with an artist talk on Sunday, 26, at 3 pm (CET). More info via the link.
	Website https://karolinazyniewicz.eu/; https://artlaboratory-berlin.org/exhibitions/signs-of-the-times-exh/)
	(Media courtesy of the artist)
	https://clotmag.com/interviews/karolina-zyniewicz-art-as-a-way-to-perceive-the-world
	Insight: on Margherita Pevere’s ‘Pond Codex: Of Life and Death in Berlin’s Small Water Bodies’ for Chrysalis. Artists in Labs in CLOT magazine by Lyndsey Walsh (27.04.2026)
	HELENA NIKONOLE, exploring AI, biosemiotics & the politics of misuse in CLOT magazine by Daniela Silva (29.05.2026)
	
	Speculative Species Evolution, Helena Nikonole (2024)
	Working across AI, hacktivism, and biosemiotics, Helena Nikonole develops a practice that moves between artistic speculation and infrastructural experimentation. Her projects engage with technology not as a fixed toolset, but as a contested space shaped by power, ideology, and the potential for subversion. Rather than stabilising into a single medium or discourse, her work operates through shifting formats that combine artistic research, critical inquiry, and material experimentation.
	Helena Nikonole is one of the artists-in-residence at Chrysalis. Artists in Labs, a residency programme by Art Laboratory Berlin that supports collaborations between artists and scientific research environments. Within this framework, Nikonole continues her investigation into machine learning and biosemiotics through direct engagement with laboratory-based research, particularly in microbial ecologies and the metagenomic analysis of soil samples. Her approach does not seek to translate scientific knowledge into artistic form, but to work alongside it, establishing a space where different modes of inquiry can coexist. In this context, biological and computational systems are brought into relation through processes of transformation and co-evolution, situating her practice within a field where scientific and artistic research intersect.
	While this residency provides immediate context for the conversation, it also connects to a broader, continuously evolving practice. Nikonole resists disciplinary boundaries, working fluidly between artistic production, research, and curatorial formats. Her involvement in 868labs, a collective focused on decentralised and off-grid communication systems, alongside her research into the ideological structures embedded in large language models, reflects an approach that engages not only with representation but with the infrastructures that shape contemporary conditions of communication, control, and knowledge production. Across these projects, artistic practice becomes a site for both experimentation and critical intervention, addressing the material and political dimensions of technological systems.
	Central to her methodology is what she calls the misuse of technology, a method that deliberately pushes systems beyond their intended functions. By engaging with large language models in this way, she exposes the biases and underlying logics embedded within them, revealing how such systems encode specific worldviews and ideological positions. This approach does not seek to resolve technological contradictions but to work through them, making their internal tensions and limitations visible. In parallel, her speculative works propose alternative forms of life shaped by technological and ecological conditions, questioning dominant narratives around intelligence, evolution, and agency, and expanding the conceptual frameworks through which these ideas are understood.
	Within the context of Chrysalis. Artists in Labs, these lines of inquiry are further extended through sustained engagement with scientific processes and research methodologies. The residency becomes not only a site of production but also a space for negotiating different forms of knowledge and ways of working, where experimentation unfolds across both artistic and scientific domains. In the following conversation, Nikonole reflects on the political dimensions of AI, the role of artistic research within scientific contexts, and the shifting conditions through which both technology and life itself are continuously redefined.
	
	
	Your work operates at the intersection of AI, hacktivism, hybrid art, and biosemiotics. What initially drew you to these territories, and how have they evolved within your practice over time?
	I like to think about myself as a fluid entity, a kind of trickster who is an artist, a curator, a researcher, doing pretty diverse things: from hacktivism to bio art, from AI to what I’d call an “activist startup” — I mean my 868labs collective. I’m just interested in many things and I don’t want to limit myself.
	Actually, I’m also working on a pop music project with a friend and colleague, and we’re planning to publish our first single soon. Talking about how my practice evolved: I remember being pretty disappointed with artistic practices around seven years ago, and feeling like I wanted to drift more towards practices that could also have practical, political, or infrastructural relevance — which is what I’m doing now, both as an artist and as a curator. In addition to 868labs, which focuses on creating alternative means of communication, I’m also working on a new curatorial project, rdcl::tools. The Wau Holland Foundation supports this initiative. We’ll launch our open call soon and plan to fund 10 projects at the intersection of art, technology, and activism.
	Much of your work navigates the tension between utopian technological futures and the dystopian realities of the present. How do you position your artistic practice within this spectrum?
	I wouldn’t say my work navigates this tension — I’m interested in a multidimensional perspective on technology. As an artist, I oscillate between different positions and approaches: from the practical to the speculative, from the utopian to the dystopian, from the misuse of technology to innovation. And this is a non-binary space, of course, which means that in my practice, these perspectives and approaches coexist, or exist on a spectrum. From my perspective, technology is never only liberatory or only oppressive. It is always structured by power, but also open to appropriation and subversion. My work tries to stay with that complexity rather than reduce it to admiration or critique.
	As both an artist and researcher currently pursuing a PhD on LLMs and political ideologies, how does your academic path inform your creative process, and vice versa?
	I’m working on an artistic research PhD, so this link is pretty clear. The research does not sit outside the practice as a theoretical frame; it is embedded in it. In this research, I use an approach I call the misuse of technology: I try to push LLMs to their limits, subvert them, deliberately make them glitch—and, through this, reveal their hidden ideological and ethical dimensions and structures. The artistic perspective gives me a certain freedom and versatility, and the research sharpens the artistic process. Sometimes, through conversations with scientists researching AI, I find that we are asking similar questions and, surprisingly, arriving at similar methods from completely different directions.
	Decentralisation and off-grid communication are central to your work with 868labs. Do you see artistic practice as a form of infrastructural experimentation or even resistance?
	It goes exactly from speculation, artistic imagination, and infrastructural experimentation toward developing tools that can potentially be used for resistance — or for reclaiming privacy in a world of surveillance, or simply as a means of communication in places where mobile connectivity and the internet aren’t accessible. Which today is a reality for many people: from war zones to states like Russia, which has launched a major and fairly successful campaign against internet freedom — fighting VPN services, blocking Telegram (the most popular messenger in Russia), and probably moving toward a great Russian firewall operating on a whitelist-only basis. Or people in Ukraine, Palestine, Iran, Peruvian activists, and so on. This project started from an idea I had a couple of years ago, and it has become increasingly relevant month by month.
	Do you see LLM and AI as collaborators or tools?
	I actually love the idea of saying “collaborators,” but unfortunately, no. It’s definitely an object of my research, and sometimes certain models have been subjects of my conversations, helpers, advisors, apprentices (sometimes pretty lazy ones), frienemies, opponents, manipulators, gaslighters, sycophants, liars. But assistants and tools first and foremost.
	Alongside the residency, you had the exhibition p0wer vect0rs on view at Art Laboratory Berlin. What experience or reflection did you hope visitors would leave with after visiting this exhibition?
	This is the most difficult question for me, because I didn’t want to prescribe a single takeaway. p0wer vect0rs is a milestone in an ongoing research process that has already lasted two years, and the subject itself is changing extremely quickly. So, rather than delivering a single, fixed message, the exhibition seeks to create a space for confrontation and reflection. If I hope for anything, it is that visitors leave with a more embodied sense that AI systems are not neutral, and that ideology is not something external to them. It is present in their outputs, in their training conditions, in their patterns of persuasion, in the way they structure language, vision, and interpretation. I also hope the exhibition creates a certain cognitive and emotional dissonance: a feeling that these systems are at once familiar, seductive, and deeply disturbing. For me, that discomfort can be productive.
	What’s your chief enemy of creativity?
	There are two: pressure and chatbots.
	You couldn’t live without…
	Without many things. I’m rather ascetic. I sometimes enjoy digital detox, but living without my phone and laptop would feel off. I experience them as prosthetics, like parts of myself, so I never let anyone, literally anyone, touch my phone or laptop; they’re the most intimate parts of myself.
	JULIUS HOLTZ, on the social weight of listening in CLOT magazine by Neshy Denton (25.09.2026)
	


