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JULIUS 
VON BISMARCK

The work series Tiere sind Engel mit Fell shows a fox, a 
racoon and a stork. The animals appear to float weight-
lessly in the room, like astronauts in outer space. But they 
are not moving; they have not been able to for a long 
time. They are long dead, prepared by a taxidermist. 
The movements they appear to make come from the 
wind that blasts from below and prevents them falling 
to the ground, as the animals are in a large wind tunnel. 
Filmed with a high speed camera and presented in slow 
motion, the work seems to insinuate the notions of time: 
these very animals whose existence has been saturated 
through fairytales and fables for thousands of years - 
and will probably continue to do so - are as if they were 
frozen in time. Although their bodies would have usually 
naturally disintegrated into the soil, they have almost fate-
fully been stripped away from any form of expiration.

Tiere sind Engel mit Fell (Delta), 2018 
Fine art inkjet print 

Each 165 x 110 cm (Diptych) 
Edition: 3 + 2 A.P. 



Tiere sind Engel mit Fell, 2018
Two-channel HD video installation, 20:27 min.

Edition: 3 + 2 A.P.



EKATERINA
BURLYGA

0000100011 - New World Order, 
2020 

Printed fabric
167 x 71 x 15 cm

Edition: 5 + 2 A.P. 

For the work 0000100011 - New World Order the outlines of the ter-
ritorial borders from all countries of our earth are assembled into a 
camouflage pattern and printed onto textile. As a result, the geogra-
phical locations as we know them, as well as the sizes of the individual 
countries is skewed: in this rearranged pattern Australia directly borders 
Pakistan and Uganda is scaled larger than the United States. On several 
levels, the outlines of the world‘s political borders are superimposed in 
such a way that they overlap and cross each other, creating fictitious new 
borders and territories, making old state borders unrecognizable. The 
work takes the long-held act of drawing borders to the point of absurdi-
ty and charges it with a further dynamic by referring to the contemporary 
production of camouflage patterns, which for this work have been ap-
plied through the use of computers. What emerges is the camouflaged 
pattern of a world army, the clothing of a military force that will never 
exist and which, deprived of its original task - the defense of a state 
and its interests against external threats - claims an existence devoid of 
meaning. The artwork deals with repressive border politics and can be 
understood as an artistic reflection on the topics of annexations, asylum, 
migration and the understanding of territorial integrity. It is intended to 
also enable a way of looking at borders as places of generative strug-
gles, where alternative subjectivities and agencies can be formed and 
shaped.



0000100010, 2020 
Bleached fabric

168 x 58 x 10 cm
Edition: 5 + 2 A.P. 

For the work 0000100010 Ekaterina Burlyga has bleached military 
uniforms until their patterns dissolved. Thus, their originally intended 
function as disguise got removed. The word camouflage comes from the 
French language and relates to the art of concealment, deception and 
misdirection. Camouflage patterns are made of a variety of colors and 
shapes, which are suitable to visually dissolve the contours of an object 
or person against a background, therefore creating a deception. Becau-
se camouflage clothing is supposed to cause an optical fusion with the 
environment, the patterns differ depending on the intended place of 
use. Since most nations have their own standardized military clothing, 
such patterns can often be assigned to specific militaries or paramilitary 
organizations, making it quite possible for troops to be recognized and 
identified solely through their camouflage pattern. Hence, camouflage 
comes to function as form of identifier or nationality, in spite of its’ inten-
ded disguising purpose. In the artwork, the clothing is therefore not only 
stripped of camouflage dye but its national connection has a been blur-
red too.  For the bleaching process itself the artist has used chlorine. The 
name of the element comes from the ancient Greek word chlōrós, which 
means ‚pale green’. This name was chosen after the typical yellow-green 
color of chlorine gas, which was often used as a chemical weapon in 
times of war. In its desaturated color, a green-yellow hue, the military 
clothing takes on a color similar to that of chlorine gas.



FELIX
KIESSLING

Felix Kiessling created a ‚
Gedankenmasse‘ (thought paste), 
which is made of personal paper 
material as letters he received, 
letters he wrote but never sent, 
lists, notes, ideas and thoughts. 
Those materials were pulverized, 
pureed and with a set of chemicals 
transformed into a pourable paste 
which, after drying, emerged into 
a concrete-hard material. With this 
material Felix Kiessling created 
the minimalistic paintings from the 
series Verarbeitung.

Verarbeitung Sept2017, 2017 
‚Thought paste‘, aluminum frame 

72 x 52 cm 



Documentation videos / working progress:

felixkiessling.net



Documents, sketches, letters etc., 
that were used for the „thought paste“ 



FABIAN 
KNECHT

On the occasion of the exhibition 2050 - Nature Morte at the Kunstverein 
am Rosa-Luxemburg-Platz, Fabian Knecht installed a wooden shed, a 
simple hut in the middle of Berlin, under the title Grundstück (property). 
In contrast to historical building plans, where a building complex always 
contained an image of an entire society, from poor to rich, a displace-
ment of marginalized population groups has taken place in the course of 
gentrification and the structural change of the city leads to a social move-
ment. With his work, Fabian Knecht shows a critical perspective on the 
developments of the urban scene. Instead of being organically inserted 
into the modern concrete landscape of Berlin Mitte, whose characteristic, 
historically grown structures have been expanded by investments and 
new buildings, the small house stands there like an archaic foreign body. 
At the same time, it occupies a tiny open space which, in view of current 
developments, is a reflection of future city centres where, due to a shorta-
ge of housing, every area, however small, will be built upon.

Grundstück, 2020
Archival Pigment Print 

120 x 80 cm
Edition: 3 + 1 A.P. 



EGOR 
KRAFT

The New Color, 2011 
Video (2018) 04:48 min., 

book (edition of 20) 
Edition: 3 + 1 A.P. 

Please click here to see the video: 
video.alexanderlevy.net 

thenewcolor.net 



The New Color is an online intervention consisting of a false website 
(thenewcolor.net) for a nonexistent American company (ACI) specializing in the 
field of developing chemistry. On the website, the fictitious company announ-
ces a fictitious breakthrough consisting of a previously ‘undiscovered’ color. 
The company also carefully explains that at the moment no screens are capa-
ble of displaying the color due the RGB (Red Green Blue) additive color model 
which has nothing to do with this new primary color. 
The website is presentation of non-facts as news — including advertorials and 
video interviews — explores the intrinsic power of the media to transform 
public perception and stand in for new forms of knowledge production. A viral 
sensation with broad social impact, The New Color continues to attract signi-
ficant online attention. Hundreds of visitors a week come across the website, 
having been referred to it by online search engines and social media. The peo-
ple most intrigued and deluded by the so-called discovery send an email to: 
contact@thenewcolor.net, the fake company’s email, where they express their 
desire to see the color, continued requests to buy and order a sample of it, ex-
press intentions of coming over to the laboratory located in Ashland, PA to see 
it, propose to involve it in their projects, or express their interest in investment 
and more. These kinds of emails are received nearly daily, the Facebook page 
subscribers are growing, Google search ‘New Color’ often delivers thenewco-
lor.net on top of the list. Later In 2017 the project was followed with a suppo-
sedly ‘leaked video’ from the lab in which an attempt to capture the color via 
the means of smartphone camera failed due to incapability of registration a 
color that couldn’t be interpreted as blend of red, green and blue (RGB).
A book was issued as a documentation and an outcome of the intervention. 
It features nearly 200 selected emails received on fictional companies email 
address. 



GEREON 
KREBBER

Jellyfish-like figures, delicate blocks and organically over-
grown curls hang loosely together on the wall in Gereon 
Krebber‘s series of works. The unique pieces are model-
led in clay, glazed several times and fired at over 1000 
degrees. It is during that process that the glaze bubbles 
and is forming runners and scribbles. The individual 
works are given a partly colorful, partly dark semi-trans-
parent glow, which underlines their presence. Highly 
glossy on the surface, multi-colored glazes and multiple 
firings make the pieces appear strangely animated. At 
the same time they seem to have been pulled out of the 
deep sea, to have sprung from a ceramics course on acid 
and to have escaped from the candy shop. It is a patisse-
rie of aliens that Gereon Krebber forms from the primeval 
mass of clay. 

Set Accro Berlin 
(Quaps, Micks, Nelfos and others), 2020 

Glazed ceremics 
Size variable

Full list of the works series on request



f.l.t.r.

Maviie (Rotdotter) III, 3,5 x 3,5 x 3,5 cm 

Micks AL (Single stroke, schwarzrot) X, 6,5 x 4 x 2,5 cm

Quagoo (Beigegrünorange), 19 x 15 x 5,5 cm 

Nelfo (Lachsrotgelb), 27 x 9 x 8 cm



f.l.t.r.

Micks AL (Single spot, gelbschwarz) III, 7 x 3,5 x 2,5 cm

Micks AL (Single spot, gelbschwarz) IV, 7 x 3,5 x 2,5 cm

Quaps AL (Rothelldunkelblau), 26 x 19 x 9 cm

Maviie (Rotdotter) I, 4 x 3,5 x 3,5 cm

Quemol (Grauorangebraun), 18 x 16 x 11,5 cm



MISCHA
LEINKAUF

For centuries people have been trying to tame rivers and 
tides by drilling the subsoil beyond the ground on which 
we live. These architectural remains, hostile to humans 
and most animals, form a kind of invisible road system 
directly under the ground of our cities. By definition, a 
shelter is a basic architectural structure that provides 
protection from local environment. Having a place of 
refuge, safety and retreat is generally regarded as a basic 
physiological human need, which is the basis for the de-
velopment of higher human motivations. From this origin 
Mischa Leinkauf began an intensive exploration of lifeless 
architectural structures that lie underground. While 
he stayed in these upside down areas of the city, Lein-
kauf’s perspective changed from exo- to endogenous. A 
process that originate from within an organism or a cell. 
The womb of the city. The work series Endogenous Error 
Terms captures moments of being inside these left alone 
architectural spaces in Japan, Mongolia, Russia, Germany, 
Greece, Austria and Italy. The work consists of an immer-
sive 1-channel video work and an ongoing photo series 
that brings the audience right into an unseen area of all 
our busy metropolis.

Endogenous Error Terms #1 - 
Japan, Tokyo, 2019 

C-Print
50 x 50 cm

Edition: 5 + 2 A.P.
Full list of the works series on request



Endogenous Error Terms, 2019 
C-Prints

each 50 x 50 cm
Edition: 5 + 2 A.P.

Full list of the works series on request

Endogenous Error Terms, 2019 
HD Video, 19:30 min.

Edition: 5 + 2 A.P.



ELLA 
LITTWITZ

During her botanical research at the National Natural 
History Collection of the Hebrew University of Jerusalem, 
Ella Littwitz came across several herbaria that are stored 
wrapped in pyjamas, which is the name of the collection‘s 
preservation papers. Due to the use of the wrong kind 
of paper, the plants had left an imprint on them over the 
years. All the plants in this series are growing in Israel and 
Palestine and tell their own story about this place. The 
work series started with the castor oil plant, which has a 
political dimension due to its history: In the book of Jo-
nah, this plant is referred to as an ephemeral plant „which 
came up in a night and perished in a night“. The plant 
is known for its extreme toxicity and its short life. In the 
bible the plant carries the Hebrew name Kikaion, which 
means ephemeral. 

„...which came up in a night, and perished in a night“ 
(pyjamas #5), 2014 

Organic print
54 x 70 cm



 „...which came up in a night, and perished in a night“ 
(pyjamas #4), 2014 

Organic print
54 x 70 cm



NIK 
NOWAK

In 2017 Nik Nowak was part  of a delegation of internatio-
nal artists invited to participate in a purported program-
me of fostering ‘cultural exchange’ with North Korean 
counterparts at the University of Fine Arts, Pyongyang.
Nowak proposed the creation of  a temporary vacuole of 
no-sound, or anti-sound, in the demilitarized zone bet-
ween North and South Korea (DMZ), as an interruption 
of the propagandistic sonic militarism of each side. He 
sought to use their respective confrontational sound sys-
tem installations to play an identical but phase-inverted 
sound, with the purpose of letting the sine waves cancel 
each other out, thus creating an active silence.
Intended as a non-provocative sign of peace, the work 
was neither desired by the authorities nor realized. A 
loudspeaker model and a woodprint lend shape to his 
unfulfilled plans, while also calling to mind the stage-like 
appearance of the North Korean state. The video work 
No Silence for the Great Leader documents Nik Nowak‘s 
plans for the implementation of his project in North 
Korea.

S.O.S. #I, 2018
Woodprint on paper

72 x 105,5 cm



S.O.S. #II, 2018
Woodprint on paper

72 x 105,5 cm

Model for a Monument, 2018
Concrete, steel

145 x 154 x 30 cm



Symphony of Silence, 2018
2 channel video installation

Edition: 3 + 2 A.P.

No Silence for the Great Leader, 2018
HD Video (1920 x 1080px), 25:26 min. 

Notes Towards A Symphony of Silence, 2018
HD Video (1920 x 1080px), 6:00 min.



COLIN 
SNAPP

If you love somebody, 2020
Video 4:54 min.

Edition: 5 + 2 A.P. 
Please click here to see the video: 

video.alexanderlevy.net 



Life on earth is unrecognizable as compared with October 2019, when coro-
navirus had yet to mutate into its current form, and the American artist Colin 
Snapp first visited Rome. In 2019, it was possible, among other things, for 
a crowd to form at the Trevi Fountain and for an observer to snake through 
it unnoticed, which Snapp did, 30 minutes after arriving in the city, filming 
tourists with his iPhone while wandering in search of the Coliseum. He doesn’t 
remember exactly why he chose that instant to begin documenting them with 
the same type of device they were using to document themselves, though his 
work has long addressed the filters through which we experience conscious-
ness, and he always gathers material within 24 hours of arriving in a new place, 
when he feels like an alien or a child. But he does remember that “something 
strangely sacred was happening.” He swooped between subjects fluidly, like 
a fairy or a drone, landing each time at the moment of emotional impact. No 
one so much as glanced in his direction. After a few minutes, his battery died. 
The unedited footage, set to ambient music Snapp composed and titled If You 
Love Somebody, channels exactly what it is that we’ve lost. Were it not for the 
rounded rectangles in everyone’s hands, it could have been shot decades ago, 
and not just because of its film-like warmth and fuzz. The subjects’ innocent joy 
and physical proximity, captured in what would become the pandemic’s Euro-
pean epicenter, now feel devastatingly out of reach—nostalgic, even. To watch 
them flocked together is to sense a speeding-up of time; to wonder whether 
such gatherings or emotions or humanity will be possible again, or whether 
subsequent generations will even recognize them.The virus is a truth-teller. 
Social distancing was already in progress, the virtual supplanting the physical, 
relations subject to ghosting. Public health infrastructure is inadequate. Intima-
cy is eroding like the Coliseum. Rome burns. We cling to love as best we can, 
enthralled by the smiling faces on our screens.
 
Text Eviana Hartman



VICKY
USLÉ

Vicky Uslé uses her environment as a source of inspirati-
on for her paintings. Through an iridescent characteristic 
arrangement of hard edges and soft curves, she explores 
the contrast between nature and urban space that she 
encounters in New York and in the countryside in Spain, 
the two places she lives. The abstract forms in Vicky Uslé’s 
paintings are an expression of her perception, experien-
ces and reflections. Vicky Uslé explores the possibilities 
of abstraction by overlaying brushstrokes, shapes, colors 
and perspectives. Her works have a certain tension bet-
ween organic and geometric, intensity and fragility. 

A.B. 3, 2018 
Pastel on Arches paper 

201 x 153 cm 



A.B. 2, 2018 
Pastel on Arches paper 

201 x 153 cm 



SINTA  
WERNER

Vanishing Lines uses exposure bracketing on photogra-
phic paper in three directions. With the color filters in 
place and without a negative in the enlarger, an opaque 
sheet above the unexposed photographic paper is mo-
ved to one side a portion at a time, using specific instruc-
tions for time, movement and change of the filter settings 
of the enlarger. Using a method from the darkroom, Sinta 
Werner creates a sort of abstract painting in which the ru-
les of color theory are revealed, blurring the boundaries 
between painting and photography. 

Vanishing Lines III, 2016 
Photogram 
73 x 50 cm



Vanishing Lines VIII, 2017
Photogram
50 x 40 cm

Vanishing Lines VI, 2017
Photogram
50 x 38 cm



For more info please contact:

alexander levy
Rudi-Dutschke-Str. 26
10969 Berlin
info@alexanderlevy.net
+49-30-25292221

Enquiries: 
Lydia Ahrens
la@alexanderlevy.net


