
Birke Gorm (*1986) is no 
less painstakingly abun-
dant in entwining variety 
and subtlety in her work¡ Her material sources, though, are 
eÉclusively poor: She gathers stones, branches, cartons, fab-
rics, brick, nails, keys, and so many other metal scraps, wan-
dering the streets in search of residue spit out from the qow 
of goods, jetsam worthy of a second life¡ See the loose fab-
rics arranged like clothes in «terms and conditions¬ �Muse-
ums)uartier, Vienna, 202s�: The qoor filled with shiny can 
ends, siÉ folded jute sacks j each placed on the back of a 
gray plastic pallet j are covered with nails, terracotta pieces, 
and stones, among so much else. They are set piece by piece 
in neat patterns like devotional objects, juÉtaposing the raw-
ness of the materials with the artist’s careful handling; 
despite all the trash, the installation looks like a place of 
worship. Gorm’s dedication to the outdated and outcasted, 

the useless and worth-
less, eÉudes a tenderness 
not only touching, but 

seditious¡ In a world run on profit, optimization, and nov-
elty, what and who deserves to be attended to§ 

In her neatly organized studio, surrounded by contain-
ers full of found or cheaply bought goods, she eÉplains to 
me that weaving with scrap has historically been used in 
times of economic instability to provisionally patch up holes 
in shopping bags¡ Gorm’s use of jute, now a hallmark of her 
work, captures her sensibility towards gendered structures 
and roles: «Jute sacks, as references to agriculture, are inter-
esting to me in relation to the emergence of the concept of 
private property or the prere¦uisite for monogamy j a sys-
tem in which men could earn, own, and inherit, but women 
could not¡ The roots of this attitude are reqected in the shift 
from a feudalistic to a capitalist system: Production for the 
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market was defined as a value-creating activity, while repro-
ductive labor was considered worthless from an economic 
perspective, leading to the invisibility of its economic impor-
tance and function.”

It is eÉactly the «inferior,¬ «female¬ activities that the art-
ist moves to the center of her work¡ In her show «to raise, 
to fold¬ �Croy Nielsen, Vienna, 202½�, Gorm presented a 
series of aprons hand-sewed from leftover fabrics she’d 
found in the drawers and boÉes of hobby crafters¡ Hung 
upside down on the wall, the aprons tear loose from their 
purpose, reappearing like portraits of ¦uirky personas¡ The 
colorful teÉtiles are opulently adorned with loads of pock-
ets that partly interlock, one birthing the neÉt, finely corded 

here and there to more small terracottas j a scrupulous 
attention to detail that doesn’t obey a “rational” function, 
but dallies with surplus¡ Simultaneously, the pockets’ eclec-
tically playful shapes and patterns double as careful picto-
rial abstractions, attesting to a painterly sensibility in a work 
e¦ual parts clothing, wall decor, and image¡ Where the 
apron has long stood for manual work j in foods and craft 
trades as much as domestic care j the pocket has marked 
out prestige and independence: European women, whose 
domestic obligations were supposed to prevent them from 
moving around eÉtensively in public, only gained the pocket 
in the 1·th century �even today, their trousers hold laugh-
ably less than men’s). 

The slow work of crafting and collecting 
evolves around mindfulness and time.
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The slow work of crafting and collecting doesn’t lend itself 
to epic stories of spectacular events, but evolves around 
mindfulness and time. (The latter is ever scantly available 
to the artist since she became a parent j one reason, Gorm 
tells me, why she sometimes only hints at elaborate tech-
niques.) More than a practical decision, though, it’s also a 
strategic refusal to fetishize the handmade, instead concep-
tually engaged in an alternative cycle of goods j picked up, 
cared for, maybe even re-enlivened¡
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Stepping into Liesl Raff’s �C19·9� studio, it becomes clear 
that presence is no less a prerequisite to understanding her 
works, or, more precisely, to feeling the atmosphere they 
create. Coat 1 �2022� is a folded, s20-cm, dark-purple lateÉ 
sheet roped like a political banner or a row of shields to sev-
eral metal rods¡ The silicon oil on its surface shines like 
sweat, and where the installation looks slick in pictures, it’s 
actually full of imperfections and irregularities j different 
thicknesses, pigment faults, air bubbles in its voluminous 
bulges. Thus, the tactile surface has the quality of a living 
thing, a breathing membrane, close to erotic eccentricity. 
The artist borrows seriality and modest form from minimal-
ism, but abstains from its cold, geometric rigidity. On the 
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Where the installation looks slick in pictures,  
it’s actually full of imperfections and irregularities.
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