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The Institute for Contemporary Art Research (IFCAR) at Zurich 
University of the Arts (ZHdK) stands for networked research  
in art, and thus for an expansion of the field of art. Through this 
focus, it makes a decisive contribution to the contemporary 
discourse on artistic research. 
 This publication provides an overview of the research pro­
jects performed over the last two decades at the IFCAR. The  
title refers to the twofold nature of the publication. On the one 
hand, it is an inventory that lists all the projects that were  
realized during this period: with concise texts that depict the 
subject of research and the course it took; with basic informa­
tion on their organization in tabular form along with references 
about their main results and publications. The images—an  
unorthodox selection—are traces of the research activity and 
thus also part of the inventory. On the other hand, the publi­
cation is a hinge, because clicking on the websites or scanning 
the QR codes grants access to nearly all publications and web­
sites that were created in the context of the individual projects. 
In this respect, the publication is also a hinge in the service of  
future research.
 The projects, aside from a few exceptions, are located in 
the field of artistic research in the fine arts. This field is not a 
monoculture. Artistic work is an undertaking that intrinsically 
interconnects multiple competencies and areas of knowledge, 
ways of life and working. The IFCAR generally performs re­
search in the form of projects that run for a limited period and 
have a specific focus, with teams whose members belong to  
a variety of disciplines. The way the research project is orga­
nized thus corresponds to the transgressive gesture of artistic 
work. Here it becomes manifest as interdisciplinary, networked 
knowledge production. From its very conception, the cultiva­
tion of these entanglements, which also bring with them particu­
lar freedoms, has been a mission statement of the IFCAR. It  
remains for a second publication to launch a deeper discussion 
on the specific contribution of artistic work to this manifold 
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and antagonistic activity, a discussion which will, for its part, 
integrate the multifarious perspectives of art and of science 
and technology studies, philosophy and semiotics, all the way to 
the social sciences. 
 The IFCAR was inaugurated in 2005 as one of several  
research institutes at the ZHdK. The other institutes are dedi­
cated to research in the fields of theater and film, music, and 
design, to theory, cultural studies, and art education. In the sub­
sequent fifteen years, over thirty research projects were  
performed at the IFCAR with the support of external funding,  
primarily from the Swiss National Science Foundation (SNSF). 
Even before the institute’s founding, research projects in the 
fine arts were being realized with funding from the Swiss gov­
ernment. The IFCAR and these precursor projects were the 
first at the ZHdK to perform research in the field of art; they  
were also the first projects in Switzerland in which artists 
worked as researchers. In 2005, research at Swiss art acade­
mies (as universities of applied sciences) was just getting 
started. In other German­speaking countries, the discourse on 
artistic research began to take root several years later, linked 
with the development of the doctoral degree in the arts. In 
Switzerland, however, artistic research developed over a ten­
year period into project research—encouraged by project fund­
ing from the Innovation Promotion Agency KTI and the SNSF. 
This constellation helped foster high­quality research of great 
relevance within a short time. Because of their status as uni­
versities of applied arts, even today it is not possible for art uni­
versities in Switzerland to grant doctorates independently of  
international partnerships. 
 Throughout all these pioneering years, the IFCAR, as the 
smallest possible organization, has always seen its mission as 
the promotion of research competency in the field of fine arts 
at the ZHdK, and support for the conception and execution  
of concrete projects. Although art as research (outside of insti­
tutions) has a long tradition, this meant nothing less than the 



introduction of a new discipline into the context of the academic 
research and establishing a new genre in the context of art. 
These developments require time and continue to progress. As 
the first research projects at the IFCAR were developed from 
the interests of the artists and theorists at the ZHdK, the two 
research emphases that have become established are “art,  
urban studies and the public sphere” (art and public sphere) and 
“forms of artistic knowledge” (art and science). These are not 
explicitly identified in this volume, however. Each of the publica­
tions that appeared as a consequence of the projects constitute 
practice­led research—or rather, research as creation—but  
often also conduct a metadiscourse on artistic research. This 
metadiscourse—or somewhat more humbly: this commentary— 
has been elaborated separately in three volumes. These are 
Kunst des Forschens—Praxis eines ästhetischen Denkens (ed. 
Elke Bippus, 2009), Künstlerische Forschung—Ein Handbuch 
(ed. Jens Badura et al., 2015) and Natures of Data—A Discussion 
between Biology, History and Philosophy of Science and Art  
(ed. Philipp Fischer et al., 2020). 

Christoph Schenker
Head of the Institute for Contemporary Art Research





Page  Year        Project Title
12  1999–       Early Pictures

20  2001–2002        Public Plaiv. Art contemporauna illa Plaiv
28  2003–2005        Now I. Nonlinear Processes of Consciousness and Memory as the Starting Point  

for New Event Structures in Audio Sculpture
36  2004–2012        Art Public Zurich. Critical Practice of Art in the City of Zurich
44  2005–2007        The Art of Research. Techniques of Knowledge Creation and Structuring in an  

Artistic­Scientific Practice
50  2005–2020        Long­term Photographic Observation of Schlieren 2005 – 2020.  

Urban Transformation in the Agglomeration
60  2005–2006        Now II. Event Structures for Open Durations in Radio
68  2006–2007        Translocal Practices. Artistic Practices in Networked Spaces

74  2007–2009        Spillover. Videograms of Experimentation
82  2008–2017        Samimi. Photographs of Identity and Belonging
90  2008–2010        Archive of Places. Collecting Strategies for a Photographic Archive on  

Spatial Development
98  2009–2014        The Organization of Contemporary Art. Structuring, Organizing, Telling 
104  2010–2011        Indirect Experiences
110  2011–2014        Serge Stauffer. Art as Research
118  2012–2015        Computer Signals. Art and Biology in the Age of Digital Experimentation I
126  2012–2013        Labor Mülheim. Artistic Research in Fields of Urban Precarity and Creativity
134  2012–2013        Visual and Auditive Dispositives of Perception. On Expanding Evaluation Methods 

of Urban Development in the Agglomeration Based on the Example of Schlieren
140  2013–2014        Bureau Savamala Belgrade

146  2013–2020        Immediations: Art, Media, Event. EU Hub, Zurich Node
152  2013–2020        Archives on Research­based Art
158  2014–2018        Politics of Space. Public Spaces in Sham Shui Po, Hong Kong 
166  2014–2017        Draft

172  2014–2015        Contemporary Chinese Art Award. Networks of Relationships in the Globalized  
Art World

178  2014–2017        Inherent Crossing. On the Evidence of a Pre­graphic Intention

184  2015–2020        Swiss Psychotropic Gold. Molecular Refinery 
190  2016–2021        InOctober. International Network for Contemporary Public Art

196  2016         What is Critique? International Symposium

200  2017–2020        Creating Commons
206  2017–2021        The Fragmented City
214  2017–2021        Computer Signals. Art and Biology in the Age of Digital Experimentation II
220  2017         Art Research Work. SARN Conference

226  2018–2019        Iconography of the Consolation. The Entanglement of Text and Image
234  2018–2020        Trading Zones. Camera Work in Artistic and Ethnographic Research

240  2018–2021        Hands­on. Documentation of Artistic­technical Processes in Printing
246  2019–2020        The Aesthetics of the Translocal. Methods of Artistic Research for the Negotiation 

of Latent Knowledges
252  2020–2022        F+F 1971. Online Archive Exhibition on the History of the F+F School
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Pictures have never been and are not simply 
“here.” They emerge, arise, occur, appear, “orig­
inate,” and develop. Thus, pictures have a his­
tory, and with this an early history. But how do 
pictures appear, “come into being”? In ontog­
eny, in the development of an individual, what 
qualities, structural formations and develop­
mental tendencies can be observed in early 
graphic expressions? Are early pictures prod­
ucts or processes? Are early pictorial charac­
teristics cross­contextual, contextual, or indi­
vidual? What do early pictorial cognition and 
aesthetics consist of? What general aspects  
of early symbolic behavior do early pictures  
indicate? What picture concept arises from pic­
ture genesis?
 These questions were addressed in sev­
eral individual projects concerning early pic­
tures in ontogeny with regard to several main 
topics: namely, morphology, the difference  
between the picture process and its product, 
cross­contextual and contextual manifesta­
tions, the emergence of depiction, and aspects 
that have to be considered in relation to phylog­
eny, general picture theory and aesthetics.
 Comprehensive image and video archives 
were created during the research project, pre­
senting over fifty­five thousand reproductions 
of early pictures from Europe and Asia (most  
of them produced by children aged one to six), 
and some two hundred videos of the early pic­
ture process. In addition, the historical archive 
of Rhoda Kellogg was reedited, and the archive 
of Gilles Porte published. All archives are acces­
sible online, in open access form.
 Three main results were obtained: First, 
the ongoing controversy on the matter was  
addressed, revisiting and renewing the struc­
tural assessment of the morphology of early pic­
tures (the appearance of graphic forms, form 
configurations, form systems and denotations, 
as well as their developmental tendencies). The 
documentary and experimental evidence pro­
vided indicated that early pictures are in part 
structurally inter­individual and cross­contex­
tual. Second, “abstract” graphic form structur­
ally precedes, enables, and parallels graphic 
analogy formation, depiction, denotation, and 
other types of graphic referencing in the early 
development of pictures. Third, the intention 
and meaning of early pictures are in part in­
herent in the process of their emergence and  
cannot sufficiently be assessed on the basis of 
the products.

 These findings allow for several conclu­
sions with regard to pictures and picture gene­
sis: The early development of pictures—and 
with it, the general concept of pictures—raises 
the question of a picture­inherent agency, posit­
ing the existence of a “picture act” (Bredekamp) 
that is related to a “logic” of the early develop­
ment, a “consistent generation of sense and 
meaning with picture­inherent and picture­ 
related means” (Boehm). As for aesthetics,  
reflection on the character of form is posited  
to precede the grading of form (form precedes 
beauty). As for meaning, form precedes func­
tion, indicating a “syntactical” pictorial cogni­
tion that is in part autonomous.

Early Pictures consisted of several subprojects:
• Morphology of early pictures in ontogeny, 

sub­projects 1 – 3: 1999 – 2001, 2002 – 2004, 
2005 – 2007

• Cross­contextual and contextual aspects of 
early pictures in ontogeny, sub­projects 1 – 3: 
2004 – 2008, 2009 – 2011, 2017 – 2018

• Early pictures and early picture process in 
ontogeny: 2007 – 2009

• Early pictures and early depiction (book  
project): 2012 – 2013

The following side studies were performed as 
part of Early Pictures:
• Early human figure drawing in different con­

texts of their production: 2013 – 2014
• Inherent Crossing. Observing chimpanzees 

acting with utensils and color: 2013 – 2016 
(see related projects)

• Studies on the “abstract” and self­referential 
character of early pictures in onto­ and  
phylogeny, and related aspects of a picture 
concept: 2009 – 2018

• Early picture development in ontogeny.  
A textbook: 2018 – ongoing

Dieter Maurer

Project Title 
Frühe graphische Äusserungen in der 
Ontogenese

Project Period
1 January 1999 – ongoing

Keywords 
• Early pictures
• Drawing
• Painting
• Aesthetics
• Picture theory

Heads of Project
• Dieter Maurer (head), semiotician
• Claudia Riboni (co­head), cultural researcher

Research Team 
• Birute Guje, art educator
• Christina Hemauer, artist and art educator
• Judith Herren, psychologist
• Xenia Guhl, artist and art educator
• Nicole Schwarz, artist and art educator
• Regula Stettler, artist and art educator
• Karin Wälchli, artist
• Guido Reichli, artist
• Adrian Brazerol, technician
• Ursula Vogel, head of NGO
• Shammi Davis, NGO project manager
• I Nyoman Witama, NGO project manager
• I Made Yudiana, NGO project manager
• Li Kadek Liatini, NGO administrator

Software Development
• Christian d’Heureuse, software developer, 

Inventec Informatik AG
• Jürgen Ragaller, software developer, null­

oder­eins GmbH 
• Yves Schmid­Dornbierer, software devel­

oper, GarageCube, Ultrapepita

Early Pictures Project Information 12



Research Partners at Zurich University  
of the Arts
• Institute for Cultural Studies and Art Educa­

tion (until 2008)
• Institute for Critical Theory

Publications
• Dieter Maurer and Claudia Riboni (2019): 

Wie Bilder “entstehen”. Volumes 1 – 3, revised 
second edition. Bern: Peter Lang.
Volume 1: “Eigenschaften und Entwicklung.”
A Open access: https://doi.org/10.3726/

b15835 
Volume 2: “Bildarchiv Europa und Materialien.”
B Open access: https://doi.org/10.3726/

• Dieter Maurer, Xenia Guhl, Nicole Schwarz, 
Regula Stettler, and Claudia Riboni: Prozess 
und Produkt. Picture and Video archive. 
First published in 2013.

www.early­pictures.ch/process/de
• Dieter Maurer (ed.): Early Human Figure Draw-

ing in Ontogeny—Cross-contextual Aspects. 
Picture archive. First published in 2014. 

www.early­pictures.ch/porte2

A

B

C

D

E

Project Partners
• Prof. Dr. John S. Matthews, National Institute 

of Education (NIE), Nanyang Technological 
University Singapore (NTU)

• Prof. Dr. Hans­Günther Richter, University of 
Cologne

• PD Dr. Peter Brugger and Prof. Dr. Marianne 
Regard, University Hospital Zurich, 
Neuropsychology 

b15846 
Volume 3: “Beschreibende Methode.”
C Open access: https://doi.org/10.3726/

b15847 
• Dieter Maurer, Claudia Riboni, Xenia Guhl, 

Nicole Schwarz, and Regula Stettler (2013): 
Wie Bilder “entstehen”. Volume 4: “Prozess 
und Produkt.” Bern: Peter Lang. 
D Open access: https://doi.org/10.3726/ 

• Dieter Maurer, Claudia Riboni, and Birute  
Gujer: Produkt und Kode. Picture archive. 
First published in 2018.

www.early­pictures.ch/as/de
• Erika Wagner and Dieter Maurer: Archiv 

Wagner. Picture and video archive, Beta Ver­
sion. First published in 2018.

www.early­pictures.ch/wagner/archive

• Hans Diethelm, Thomas Hermann, Jens  
Kistler, and Ruth Kunz, Zurich University of 
Teacher Education (PH Zürich)

• Dr. Heidi Simoni, Marie Meierhofer­Institute 
for the Child, Zürich

• Kinderhaus Entlisberg (Social Department 
of Zurich City)

• Ursa Vogel, NAMO Inter­Cultural Projects, 
Switzerland

978­3­0351­0628­2
• Dieter Maurer, Claudia Riboni, and Birute 

Gujer (2018): Wie Bilder “entstehen”. Volume 
5: “Produkt und Kode.” Bern: Peter Lang.
E Open access: https://doi.org/10.3726/

b15138 

• Joyce Scott, Linda Moselle Venter, BaliChil­
drensProject, Indonesia / U.S.A.

Monograph
• Dieter Maurer, and Claudia Riboni (2013): 

Wie die Bilder zu den Häusern finden und das 
Haus ins Bild kommt. How pictures find 
houses and the house comes into the picture. 
Zurich: Edition Patrick Frey (d / e). 

Project Funding
• Swiss National Science Foundation (SNSF)
• Commission for Technology and Innovation 

CTI
• Z Zurich Foundation 
• Mercator Foundation 
• Baugarten Foundation 
• Ernst Göhner Foundation
• Lotteriefonds Zürich 

Anthology
• Dieter Maurer and Claudia Riboni (eds.) 

(2010): Bild und Bildgenese. Bern: Peter Lang. 

• National Assurance
• Alfred Richterich Foundation 
• Vontobel Foundation 
• Claire Sturzenegger­Jeanfavre Foundation
• Susan Bach Foundation
• Mobiliar Switzerland Foundation

Archives
• Rhoda Kellogg (1967 / 2007): Rhoda Kellogg 

Child Art Collection. Digital reedition by  
Dieter Maurer, Claudia Riboni, Karin Wälchli, 
and Birute Gujer. Picture archive. First pub­
lished 1 September 2007.

www.early­pictures.ch/kellogg
• Dieter Maurer and Claudia Riboni: Morphol o-

gie Europa. Picture archive. First published 
Related Project
• Inherent Crossing, Zurich University of the 

Arts, 2014 – 2017
P. 178

in 2010.
www.early­pictures.ch/eu/de

• Gilles Porte, Dieter Maurer, and Birute Gujer 
(2012): Portrait—Selfportrait. Digital  
Edition of the Picture Archive of Gilles Porte. 
Part 1: Text. Part 2: Picture Archive. Part 3: 
Commentary by Gilles Porte. First published 
in 2012.

www.early­pictures.ch/porte1
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 14Early Pictures Fig. 1  Processual characteristics of early pictures: documentation and analysis, 2009
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 16Early Pictures Fig. 2  Structural and aesthetic characteristics of early pictures: documentation,  
analysis and comparison of early drawings, 2017
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 18Early Pictures Fig. 3 – 4 Structural and aesthetic characteristics of early pictures: documentation, 
analysis and comparison of early paintings, 2006
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The Public Plaiv. Contemporary Art in the Land-
scape and Settlement Area La Plaiv, Oberenga-
din project explored the functions of artworks 
in public spaces which generate a relevance and 
effectiveness that can be identified in the con­
crete environment of a lifeworld. The participat­
ing artists conceived their art projects as “sen­
soria” with which hidden lines of conflict in the 
region were detected, expressed, and made ex­
perienceable and debatable for both individuals 
and the public. 
 The initial constellation of the project was 
bipolar. Public Plaiv was the first research pro­
ject in the field of art at the Zurich University of 
the Arts (ZHdK), and the first ever at a Swiss art 
academy in which artists participated as re­
searchers. It was sponsored by the Swiss Fed­
eral Innovation Promotion Agency, which re­
quired significant involvement from business 
shareholders. Correspondingly, it is understood 
to be “application­oriented research and devel­
opment.” The partners were the Gemeindever­
bund La Plaiv in Oberengadin (along with Zuoz, 
the most populous municipality in the region) 
and the Walter A. Bechtler Foundation. The mu­
nicipal association hoped that contemporary 
public art for the La Plaiv region would help it 
develop a cultural identity to differentiate it  
attractively from the fashionable tourist desti­
nation St. Moritz. 
 Another key element in the initial constel­
lation of the project was the wave of develop­
ment that public art had experienced interna­
tionally in the 1990s. The level of development 
of public art at that time can be described with 
concepts like new genre public art, socially en­
gaged art, site specificity, and interventionism, 
as well as participation and activism. With spe­
cial attention to the function of the artwork, the 
project picked up on a neglected aspect in the 
production and reception of contemporary art, 
and did so independently of the art form, genre 
or trend. The focus was on the performative 
character of the artwork. 
 The artistic exploration of lines of conflict 
in the region, on the one hand, and the explora­
tion of the functions of artworks, on the other, 
built on the groundwork of the four­member in­
terdisciplinary project team and on cooperation 
with local experts. The research and studies 
dealt with such topics as the regional Rhaeto­ 
Romanic language, the historical and contem­
porary building culture, the economy (tourism) 
and politics, as well as the transformation of the 

cultural landscape. The areas of conflict between 
local identity and touristic added value received 
particular attention, as did the tension between 
regional ties and mobility. 
 At the invitation of the project team, thir­
teen international artists analyzed the cultural, 
in part latent antagonisms on site, and worked 
out designs for art projects. Four designs were 
ultimately realized. In a fictitious museum, Ken 
Lum thematized the emigration of natives from 
the mountain valley that has already been  
underway for centuries. Bethan Huws’s film 
showed the region’s specific architectural forms 
as a trace of the bodily interaction between 
work, living, and the rough environmental con­
ditions in the Alps. In a nocturnal action with pro­
fessional skiers, Peter Regli presented the myth­
ical dimension of the landscape experience. 
Sophie Thorsen, finally, used hidden speakers 
under a bench overlooking the mountainside 
over the valley to broadcast facts and statistics 
on the large seasonal population variations  
and the immense infrastructure of Oberenga­
din, which subsequently cloud the viewer’s 
pleasure in viewing one of the most beautiful 
mountain valleys in the world. These artistic in­
stallations were preceded by two temporary, 
mobile artworks by Martin Kippenberger and 
Roman Signer, which introduced the dialog  
between art and the public. In this project, art­
works should be conceived as instruments with 
which insight can be gained and knowledge gen­
erated through sensory experiences.

Christoph Schenker
 

Project Title
Public Plaiv. Gegenwartskunst im Landschafts­ 
und Siedlungsraum La Plaiv, Oberengadin

Project Period
1 July 2001 – 31 December 2002

Keywords
• Public art
• Functions of art
• Artwork as an instrument
• Transdisciplinarity
• Oberengadin 

Head of Project
• Christoph Schenker, art theorist

Research Team
• Lilian Pfaff, art and architecture historian 
• Susann Wintsch, art historian 
• Tim Zulauf, artist and author 

Participating Artists
• Marie José Burki
• Hans Danuser
• Michel François
• Christine and Irene Hohenbüchler
• Felix S. Huber and Florian Wüst
• Bethan Huws
• Constance DeJong
• Korpys / Löffler
• Ken Lum
• Aernout Mik
• Jos Näpflin
• Peter Regli
• Sofie Thorsen

Public Plaiv. Art contemporauna illa Plaiv Project Information 20



Research Partner
• Institute of Art History at the University of 

Zurich, Chair at the Department for Modern 
and Contemporary Art, Prof. Dr. Stanislaus 
von Moos

Website
• www.artpublicplaiv.org

Project Partners
• Walter A. Bechtler Stiftung
• Wirtschaftsorganisation Plaiv (WOP)
• Hauser & Wirth Collection, St. Gallen 
• Hotel Castell, Zuoz

Publication
• Christoph Schenker (ed.) (2002): Public Plaiv. 

Art Contemporauna Illa Plaiv. Gegenwarts-
kunst im Landschafts- und Siedlungsraum 
La Plaiv, Oberengadin. Volume 1 of the Insti­
tute for Contemporary Art Research series, 
Zurich University of the Arts. Zurich: Museum 
für Gestaltung Zürich. 
A Open access: https://doi.org/10.5281/

Project Funding and Support
• CTI The Innovation Promotion Agency (now 

Innosuisse — Swiss Innovation Agency)
• Georges und Jenny Bloch Stiftung 
• Migros Culture Percentage
• Erziehungs­, Kultur­ und Umweltschutz­

departement Graubünden
• Biblioteca Engiadinaisa 
• Hulda und Gustav Zumsteg­Stiftung 

zenodo.3897216

Interview and Article
• Jacqueline Burckhardt (2005): “Kunst im 

öffentlichen Raum: Theorie und Praxis. 
Gespräch mit Birgit Sonna und Christoph 
Schenker.” In: Bice Curiger (ed.): Before  
the Sun Rises. Walter A. Bechtler Stiftung. 
Zurich: JRP Ringier, 65 – 88. 

• Christoph Schenker (2013): “Fontana di 
Piaggio von Roman Signer.” In: Brita Polzer 

Related Projects
• Art Public Zurich, Zurich University of the 

Arts, 2004 – 2012
P. 36

• Draft, Zurich University of the Arts, 
2014 – 2017
P. 166

(ed.): Kunst und Dorf. Künstlerische Aktivi-
täten in der Provinz. Zurich: Scheidegger & 
Spiess, 262 – 263. 

Works
• Bethan Huws: Architecture. 2005. Film, 

16 mm, color, no audio, 7 min., transferred to 
DVD, Madulain train station waiting room. 

• Ken Lum: Il Museum Buolf Mus-chin. 2003. 
Wooden shed with figure, cabinet, ladder, 
plaque, and dirt mound, La Punt­Chamues­ch.

• Peter Regli: Reality Hacking #199. 7 March 
2002. Performance on Pizzet mountain with 
eighteen skiers from the region equipped 
with signal lamps, Zuoz. 

• Sofie Thorsen: Village fig. 4 / Einige öffentlich 
zugängliche Informationen und 20 Ereignisse, 
die sich um das Jahr 2002 in der Plaiv zuge-
tragen haben könnten. 2002. Audio, 27 min., 
electronic sound system, Madulain. 

A
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 22Public Plaiv Fig. 1  Ken Lum: Il Museum Buolf Mus-chin. La Punt­Chamues­ch, 2003
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 24Public Plaiv Fig. 2 – 5 Ken Lum: Il Museum Buolf Mus-chin. La Punt­Chamues­ch, 2003
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 26Public Plaiv Fig. 6 – 7 Bethan Huws: Architecture. Film still, 2005, and drawing from the proposal, 
2002



 27Fig. 8  Peter Regli: Reality Hacking #199. Intervention, Zuoz, 2002
Fig. 9  Sofie Thorsen: Village fig. 4 (see p. 21: Works). Sound installation, Madulain, 2002



The two­part Now research project dealt with 
questions and problems concerning audio art­
works, primarily in the context of the visual arts. 
In the 1990s, digitalization advanced the use of 
audio in exhibition spaces. Yet there was a lack 
of knowledge about how to handle sampling, 
loops, and timelines. Similarly, there were few 
references in art theory for the novel auditory 
experiences offered by many of these works. 
Now I focused on perception in time and sought 
to make knowledge from scientific fields fertile 
for art practice. In Now II this knowledge was ap­
plied to develop narrative forms for radio which 
forgo ritualized starting points and endings.
 To accomplish the treatment mentioned 
above, it seemed necessary to reach a deeper 
understanding of how hearing functions in time. 
Music and composition practice were expanded 
by adding insights from neuroinformatics, phi­
lology, music psychology, linguistics, and semi­
otics, and translated into or tried out with artis­
tic forms of representation. The knowledge was 
processed in the form of interviews, which then 
also constituted the raw material for the audio 
experiments. The interviews focused on nonlin­
ear processes of consciousness and memory. 
 The research interviews and audio exper­
iments were published in the form of texts and 
educational exercises. A key contribution to the 
artistic discourse was supplied by the obser­
vations and experimental explorations of the 
phenomena of prosodic interaction and periodic 
noise. In these phenomena, sound—guided  
appropriately—acts as a knowledge carrier (as  
opposed to an illustration or atmospheric back­
ground music). The work with these phenomena 
yielded works and cycles of works which were 
further developed and performed in various 
contexts in the subsequent fifteen years. 
 The Now I research project succeeded in 
making knowledge from other disciplines fruit­
ful for event structures in audio sculptures. It 
also contributed to the discussion about how  
artistic research can enter into a constructive 
exchange with scientific research. 
 In retrospect, what makes the Now re­
search project relevant was its insistence on 
reading the aesthetic. It showed the potential of 
hearing as a form of knowledge and formulated 
the central importance of synchronization for 
interpersonal, societal processes. These include 
swings in the pitch of conversations, group pro­
cesses, and rhythms of interactions with ma­
chines. The observation and description of pro­

sodic interaction opened up an artistically fertile 
field. Now that speech melodies are being 
scanned by algorithms to assess psychological 
states, this artistic field has become increas­
ingly relevant for society.

Jörg Köppl
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 30Now I Fig. 1  Jörg Köppl and Mirjam Bürgin: hier ist niemand. Kunsthof Zürich, 2005
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 32Now I Fig. 2 – 3 Jörg Köppl: Notations for Periodic Noise. 2017 – 2018
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 34Now I Fig. 4  Jörg Köppl in collaboration with Franziska Bruecker: inhale – inhalt
Fig. 5  Jörg Köppl with Markus Hochuli and Léo Collin: palaver 

Both Kunstraum Walcheturm, Zurich, 2021



 35Fig. 6  Jörg Köppl / scenic design by Mirjam Bürgin: mono. Kunstraum Walcheturm, 
Zurich, 2018



In the early 2000s, the city of Zurich had a great 
deal to do, in comparison with other global cit­
ies, to cultivate public art and to encourage its 
discourse. Art in public space played no signifi­
cant role in city marketing. And while the Zurich 
art market had soared to international renown 
in the 1990s, the city made hardly any contribu­
tion to the internationally established discourse 
about and through contemporary public art. 
 This was the constellation from which the 
research project was launched in 2004. One of 
its emphases was on development work in the 
city administration, another on research for and 
in artistic projects. Together with the city admin­
istration, it created structures and instruments 
that provided for active promotion of the future 
development of public art. In late 2006 the pro­
ject team submitted its mission statement for 
art in public space in the city of Zurich. Shortly 
after the mission statement was approved, the 
city council initiated the permanent “Task Force 
Art in Public Space.”
 A second emphasis of the research project 
was the design of several artistic pilot projects, 
some of which were partially realized. They were 
based on a concept of public art geared less  
toward public space and more toward the con­
text of the public sphere. The art projects were 
the result of a transdisciplinary process devel­
oped within the research project, which was later 
dubbed the “Zurich Model” by Hedwig Fijen,  
director of Manifesta, the European Biennale of 
Contemporary Art. Simply put, the process con­
sisted of two separate phases. The first was to 
perform both extensive research and focused 
studies in order to determine societal, political, 
economic, ecological, and cultural factors that 
were of particular and critical relevance for the 
city of Zurich as a whole or for a segment of the 
public. The second step was to invite artists who 
had expertise in the identified fields to develop 
projects specific to the identified situations. The 
artists then did their own research and con­
sulted with experts from other disciplines to 
work cooperatively on each topic and object. 
The fact that the projects referred to the factors 
identified lent a new quality to public debates. 
 Viewed from the perspective of the soci­
ology of science, the process that took place in 
the research organization was largely congruent 
with the “Mode 2 Knowledge Production” that 
emerged in the mid­1990s, as described by Helga 
Nowotny, Peter Scott, Michael Gibbons and oth­
ers. The individual pilot projects followed this 

logic as well. For example, in their transdiscipli­
narity as a form of knowledge production that 
incorporates heterogeneous, and even non­ 
scientific and non­artistic knowledge; and in the 
site­specific and problem­oriented production 
of knowledge, that is, in the production of knowl­
edge for a concrete application context. It is not 
as if “Mode 2” were not already being practiced 
in the field of contemporary art. But the project 
succeeded in making this process explicit, per­
forming it systematically, structuring it trans­
parently, and advancing its development. The 
reference to “Mode 2 Knowledge Production” 
made it possible to integrate the artists into the 
project as researchers. 
 Unfortunately, it was not possible to exe­
cute all of the artistic projects for which compre­
hensive proposals were submitted. The projects 
by Monica Bonvicini and Matthew Buckingham 
fell by the wayside, and the one by knowbotic re­
search was realized only in part. Such processes 
can take a long time in the context of public art. 
Because some of the projects were realized only 
after the actual period of financing by the KTI, 
the project is listed in two parts here.
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 38Art Public Zurich Fig. 1  Shirana Shahbazi: Poster. Hardau, Zurich, 2005
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 40Art Public Zurich Fig. 2  Sislej Xhafa: Y. Hardaupark, Zurich, 2011



 41Fig. 3 – 4 San Keller: Best of Hardau and Freinacht in der Hardau. Zurich, 2005



 42Art Public Zurich Fig. 5  Lawrence Weiner: Ball Bearings or Round Stones. Helvetiaplatz, Zurich, 2007



 43Fig. 6  Harun Farocki: Übertragung. Limmatplatz, Zurich, 2007



The research project The Art of Research inves­
tigated methods of art that are similar to prac­
tices in cultural studies. How is knowledge pro­
duced in these fields and at their boundaries? In 
close cooperation with artists, we examined 
techniques of knowledge creation, knowledge 
structuring, and knowledge transfer. We worked 
out criteria for an artistic­scientific practice 
that renounced the limitations of the classical 
division between theory and practice. Our inten­
tion was to identify performative formats as well 
as aesthetic and formal criteria that are sporad­
ically used in cultural studies, and to reinforce 
these formats for processes of knowledge cre­
ation in art and science. The study focused on 
artistic research and on visual representation 
as a scientific activity. At its center were con­
crete production processes, issues of materials, 
aspects of experience, issues of creativity and 
of artistic expression, gender­specific issues, 
spaces of knowledge production, and, finally, 
strategies of representation. 
 The project had three emphases. In a  
historical and philosophy of science section, 
functions and the importance of images and 
representation in the sciences were discussed. 
In a second emphasis, forms of research and re­
search in contemporary art were investigated 
in order to identify specific characteristics of  
artistic knowledge production. In a third section, 
the team developed criteria relevant to research 
and representation that would define an artistic­ 
scientific practice of socio­political relevance. 
On the basis of close cooperation between sci­
entists and artists, and the experimental test­
ing of approaches in teaching projects, we were 
able to activate knowledge cultures in which 
knowledge became more strongly oriented to 
actions and processes for the duration of the 
project. Through this it was possible to partially 
break down hierarchical differentiations, like 
that between theory and practice. The project 
devised a “poetology of knowledge.” A poetology 
of this kind conceives and describes the emer­
gence of new knowledge objects and areas of 
knowledge; it makes visible the means of rep­
resentation upon which the knowledge systems 
are based, that is, the rules and methods of a 
representational context. A knowledge that also 
visualizes a process of becoming holds promise 
for an open knowledge structure, which invites 
active participation in knowledge­creating pro­
cesses. Yet it is unsettling as well, since knowl­
edge, as something certain in itself, and some­

thing that affirms itself, is put into question, to 
the extent that space is created for self­trans­
gression, contingency, and ignorance. The re­
search performed in the project was visualized 
in exhibitions, publications, lecture perfor­
mances, teaching projects, and symposia. The 
four exhibitions, entitled Kunst des Forschens—
dazwischen (Art of Research—in between) of­
fered artists who do research the opportunity 
to present their projects, to contextualize them 
in events accompanying the exhibitions, and to 
offer them up for discussion. In the three teach­
ing projects called Kunst des Forschens— 
dazwischen-projekt (Art of Research—project 
in between), which were held jointly by Zurich 
University of the Arts (ZHdK) and the University 
of the Arts Bremen (HfK), methods of artistic  
research were tested. The publications that 
arose from these were combined in a ring binder 
(A5 format). These binders were economical  
and had such a flexible design that they could 
be adjusted to the demands of each given pro­
ject. The lecture performances followed phases 
of collective research.
 The project started in Bremen 2005 and 
then followed its project head to Zurich, where 
it was continued at the ZHdK. The connection  
to the HfK Bremen remained in the form of co­
operation in the framework of the Kunst des  
Forschens—dazwischen-projekt (#1 – 3) teach­
ing projects.

Elke Bippus
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• Volko Kamensky and Julian Rohrhuber: da-
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 46The Art of Research Fig. 1  Katrin Mayer: Zwischenfiguren. White Space, Zurich, 2007
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 48The Art of Research Fig. 2  Oliver Kochta, Frank Lüsing, and Alexander Rischer: Science Club’s Knuttihaus
Fig. 3 – 5 Karolin Meunier and Mirjam Thomann: no projects were undertaken 

Both White Space, Zurich, 2007
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The photographic long­term observation fo­
cused on the example of the city of Schlieren on 
Zurich’s western border, to show how urban 
transformations took place in an agglomera­
tion municipality over the past fifteen years. 
Schlieren was one of the first agglomeration  
municipalities in Switzerland that attempted  
to control its development using an urban devel­
opment concept (“Stadtentwicklungskonzept,” 
STEK). This STEK 1, developed by the Metron 
company, served as the starting point for the 
photographic long­term observation. In the first 
project phase a photographic observation  
concept was developed. Every two years, the 
changes in spatial interaction among buildings, 
streets, and green spaces was documented at 
sixty­three defined locations throughout the  
urban area. Recording parameters were stand­
ardized for all these overview photos so that  
the processes of change in the different types 
of space could be compared. The photo locations 
chosen were not only in the developing areas, 
which experienced spectacular change over the 
course of the study, but also in stable residential 
districts and landscapes. Parallel to the over­
view photos, every five years a themed series of 
close­up photographs was taken. These focused 
on individual objects that were characteristic for 
the use and atmosphere in the various types of 
spaces. They depicted the appropriation, design, 
and aesthetics of the living spaces. Overviews 
and close­ups composed two separate, comple­
mentary forms of spatial representation. 
 The photographic long­term observation 
of concrete sites makes topical issues of spatial 
development and urbanization comprehensible, 
like densification of urban structures, the new 
usage of industrial areas, the upgrading of pub­
lic spaces, and the development of the center. 
This method can be used as a new instrument 
for the monitoring of spatial changes. Photogra­
phy thus constitutes an addition to existing 
methods of spatial observation, as it allows spa­
tial change to be perceived and experienced by 
the senses, just as they are seen by the eyes of 
residents and users. 
 From an artistic perspective, the long­
term observation of Schlieren is situated in the 
context of topographic photography projects in 
Europe: contemporary photography at the inter­
face between documentary photography and 
art, which conceives of itself as a discipline de­
signed especially for the acquisition of knowl­
edge on space and landscape. Photography is 

one of the most important media for the docu­
mentation of spatial change: our knowledge of 
space is also a knowledge of photographic im­
ages. Not only do they document space; they also 
shape the conceptions we have about our liv­
ing space. The question of which photographic 
strategies can be employed, aesthetically or 
technically, to make spatial transformation per­
ceptible, and of how temporality can be experi­
enced in space, served as the starting point of 
all projects by Meret Wandeler and Ulrich Gör­
lich at the IFCAR. The result of the long­term ob­
servation is an image archive with around 1500 
photographs. The conceptual artis tic work with 
this image archive and the analysis of issues of 
photographic seriality, combined with the de­
velopment of the observation concept, were at 
the core of the artistic research. They developed 
special methods to exploit the artistic potential 
of rephotography (repetition of photographs at 
regular time intervals under identical recording 
conditions). This generates a specific view of the 
space that undermines the conventional per­
ception patterns of urban and architecture 
photography. 
 This photographic long­term observation 
produced a documentation of the transforma­
tion of everyday life spaces that is unique for 
Switzerland and contributes to a contemporary 
image of an urbanized Switzerland.

Meret Wandeler
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Sponsors
• Zürcher Kantonalbank
• Halter AG
• Gewerbe­ und Handelszentrum Schlieren AG
• Hauseigentümerverband Schlieren
• Reformierte Kirchgemeinde Schlieren
• Vereinigung für Heimatkunde Schlieren
• Wirtschaftskammer Schlieren

Website
• http://www.beobachtung­schlieren.ch

In: Recollecting Landscapes. Colloquium at 
deSingel Internationale Kunstcampus Ant­
werpen, organized by the Flanders Architec­
ture Institute and Ghent University in coop­
eration with KU Leuven, October 2018.

Related Projects
• Archive of Places, Zurich University of the 

Arts, 2008 – 2010
P. 90

• Visual and Auditive Dispositives of Percep­
tion, Zurich University of the Arts, 2012 – 2013
P. 134

Publications
• Ulrich Görlich and Meret Wandeler (2006): 

Fotografische Langzeitbeobachtung 
Schlieren 2005 – 2020. Bericht zur ersten 
Projektphase 2005 / 06. Non­numbered  
volume of the Institute for Contemporary Art 
Research series. 
A Open access: https://doi.org/10.5281/

zenodo.4297670

Exhibitions
• Ulrich Görlich and Meret Wandeler: Foto-

grafische Langzeitbeobachtung Schlieren. 
Installation with 4 monitors. In the exhibi ­  
tion Concrete – Fotografie und Architektur.  
2 March – 20 May 2013, Fotomuseum 
Winterthur.

• Ulrich Görlich and Meret Wandeler: Long- 
term photographic observation of Schlieren. 

• Meret Wandeler, Ulrich Görlich, and Caspar 
Schärer (2022) (eds.): Fotografische  
Langzeitbeobachtung Schlieren 2005 – 2020. 
Zurich: Scheidegger & Spiess. In press. 

In the exhibition Paisajes enmarcados. Mis-
siones fotográficas europeas 1984 – 2019. 
Framed landscapes. European photography 
commissions 1984 – 2019, 7 June – 8 Septem­
ber 2019, Museo ICO Madrid.

Articles
• Ulrich Görlich and Meret Wandeler (2011): 

“Fotografische Langzeitbeobachtung 
Schlieren 2005 – 2020.” In: Nanni Baltzer and 
Kersten Wolfgang (eds.): Weltenbilder. Ber­
lin: Akademie­Verlag, 203 – 216.

• Meret Wandeler and Hubert Locher (2015): 
“Fotografische Forschung. Ein Interview.” In: 
Rundbrief Fotografie: Analoge und digitale 

Works
• Meret Wandeler and Ulrich Görlich designed 

each contribution to the exhibition as an  
installation in the form of digital slideshows 
on monitors and / or inkjet prints specific  
to the given space and oriented to the theme 
of the exhibitions. These constituted stand­ 
alone works, realized from the image archive 
of the long­term observation of Schlieren. 

Bildmedien in Archiven und Sammlungen. 22,  
1 [N.F. 85], 37 – 47. 

• Ulrich Görlich and Meret Wandeler (2019): 
“Observación fotográfica a largo plazo de 
Schlieren / Long­term photographic observa­
tion of Schlieren.” In: Gierstberg, F. (ed.): 
Paisajes enmarcados. Misiones fotográficas 
europeas, 1984 – 2019—Framed landscapes. 
European photography commissions, 1984 –  

The images of sequences in publications are 
comparable. 

2019. Madrid: Museo ICO, 338 – 388.

Presentations
• Ulrich Görlich and Meret Wandeler: “Fotogra­

fische Langzeitbeobachtung Schlieren.” In: 
Photographic observation as a tool for land-
scape policies. European seminar, Ministry of 
Ecology, Energy, Sustainable Development and 
Territory Management, Paris, November 2008. 

• Ulrich Görlich and Meret Wandeler: “Fotogra­
fische Langzeitbeobachtung Schlieren.”  

A

Outputs  51

http://www.beobachtung-schlieren.ch
https://doi.org/10.5281/zenodo.4297670
https://doi.org/10.5281/zenodo.4297670


 52Long­term Photographic Observation of  
Schlieren 2005 – 2020

Fig. 1  Rietbach development area, detailed view, 2005
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 54Fig. 2  Schlieren West development area, intersection of Nassackerstrasse and Bade­
nerstrasse. Complete series of overviews from 2005 – 2019. Photograph, 2005

Fig. 3  Photograph, 2007

Long­term Photographic Observation of  
Schlieren 2005 – 2020



 55Fig. 4  Photograph, 2009
Fig. 5  Photograph, 2011



 56Fig. 6  Schlieren West development area, intersection of Nassackerstrasse and  
Badenerstrasse. Photograph, 2013

Fig. 7  Photograph, 2015

Long­term Photographic Observation of  
Schlieren 2005 – 2020



 57Fig. 8  Photograph, 2017
Fig. 9  Photograph, 2019



 58Fig. 10 – 13 Rietbach development area, detailed views, 2005 Long­term Photographic Observation of  
Schlieren 2005 – 2020
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The two­part Now research project dealt with 
questions and problems concerning audio art­
works. The first part of the research project com­
piled and processed knowledge from related 
disciplines for art practice to make them fertile 
for art research. In Now II this knowledge then 
flowed into a collaborative practice in order to 
develop narrative forms for extremely long pe­
riods on the radio.
 The interdisciplinary texts, exercises, and 
audio artworks worked out in the first part pro­
vided information about how our hearing works 
in time. The background of the investigation was 
the increasing prevalence of artistic audio works 
in exhibitions during the 1990s. Among the ques­
tions asked was how audio works can be con­
ceived for exhibition spaces where they are usu­
ally performed without any ritualized starting 
and end point. In the night hours and in the sum­
mer shutdown of Radio LoRa we found a suit­
able field to apply the experiences and findings 
from Now I and develop forms of nonlinear 
narrations. 
 LoRa, a local radio station in Zürich, which 
had already appeared as a project partner in 
Now I, serves numerous migrant and cultural 
communities as both an important voice and a 
social center. At the same time, it offers space 
for experimental forms of radio and radio art. 
How, the research question asked, can the find­
ings from Now I be applied to realize attractive 
programming for the night hours and the sum­
mer break, which normally feature playlists? 
Through close cooperation between artists and 
Jörg Köppl it was possible to implement, exam­
ine, and enhance experiences and insights about 
auditive time perception. 
 As a result, the project cooperated with 
Radio LoRa to develop the pilot projects Der elek-
tromagnetische Sommer (The Electromagnetic 
Summer) and Nachtschichten (Night Shifts) for 
the night hours during regular broadcasting op­
eration. Der elektromagnetische Sommer was 
played for two weeks during Radio LoRa’s sum­
mer transmission break, featuring live artistic 
and experimental broadcasting. A competition 
was advertised for the first Elektro magnetische 
Sommer. For the Nachtschichten, eleven artists 
were invited to conceptualize audio artworks. 
The operative components of the curatorial  
concept for Nachtschichten were the nocturnal 
timeslot as well as the topical and aesthetic 
practices of the artists. Representatives of au­
dio art, electronic music, and audio design were 

brought together along with improvising musi­
cians. This added a local connection to Zurich’s 
art community.
 The collaborative realization of the indi­
vidual contributions allowed the differentiation 
of algorithmic composition techniques, without 
which the long program lengths cannot be mas­
tered. The works produced are distinguished by 
their strong emphasis on the imaginary—be it 
through an extremely epic structure, through 
fragmentation, or through the use of noises. 
They thus could be comprehended as an alter­
native to conventional radio practice (music and 
information). The project also managed to gen­
erate interest in audio works and their contents, 
techniques, and methods among a broader audi­
ence. This was achieved thanks to the broad­
casting of the contributions on Radio LoRa and 
their discussion in radio features, as well as their 
advertising and discussion in other media. Der 
elektromagnetische Sommer continued as a  
radio art event on Radio LoRa until 2011.

Jörg Köppl

Project Title 
Now II. Ereignisstrukturen für offene Dauern 
am Radio

Project Period
1 June 2005 – 31 January 2006

Keywords
• Radio art
• Algorithmic composition
• Long durations
• Artistic research

Head of Project
• Jörg Köppl, artist 

Project Team
• Volker Böhm, musician and audio designer
• Christoph Schenker, art theorist

Research Partners
• Electronic Studio Basel, Musik­Akademie 

Stadt Basel
• Projekt AktiveArchive, Hochschule der  

Künste Bern
• Schweizerisches Institut für Kunstwissen­

schaft, Zürich

Project Partner
• Radio LoRa
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Project Funding
• Swiss National Science Foundation SNSF, 

DORE

Websites
• www.lora.ch/projekte/nachtschichten
• www.lora.ch/40­projekte/108­ 

elektromagnetischer­sommer 

kochen – eine Kochsendung in akustischer 
Gemeinschaft by Cornelia Heusser, Effedege 
by Fabio Gaggetta and Kanal 7—Travelling 
New Territories by and with Wildprovider and 
Atelier Anorg, with Chaostreff Zürich, Trash.
net, SheGeeks, Digitale Allmend and the 
platforms Sonicsquirrel.net, Sofatrips.com, 
PizQuit.net and Mediapedia.ch. Curated and 
moderated by Mario Purkathofer.

Related Projects
• Now I, Zurich University of the Arts, 

2003 – 2005
P. 28

• Radio Lewa, Artellewa, Cairo, 2013

Publication
• Jörg Köppl (ed.) (2008): Nachtschichten –  

Radioarbeiten von Stini Arn, Jackie Bruce, 
Mirjam Bürgin, Benjamin Federer, Karen 
Geyer, Anja Kaufmann, Jörg Köppl, José J. 
Navarro, Philipp Schaufelberger, Lorenz 
Schuster, Ana Strika. Volume 3 of the Institute 
for Contemporary Art Research series.  
Zurich: Edition Fink. With 3 audio CDs (Nach­

• Der elektromagnetische Sommer 2007.  
16 July – 8 August 2007. Radio LoRa 97,5 MHz, 
Radio Orange, Halle, and live at Kunsthof 
Zürich. Audio works: Radioerevan_Yurt by 
Marold Langer­Philippsen, Johnny Head_In_
Air Show by Sarah Washington, Installations- 
Feedback by Knut Aufermann and Kanal 7,  
a radio exhibition with over 50 contributions 
by Andrea Thal, Anna Kanai, San Keller, Al 

schichten 2006). 
A Open access: https://doi.org/10.5281/

zenodo.6501542 
B Open access Audio CD 1: https://doi.org/ 

10.48504/1885­5r97­001 
C Open access Audio CD 2: https://doi.org/ 

10.48504/1885­5r97­002 
D Open access Audio CD 3: https://doi.org/ 

10.48504/1885­5r97­003 

Andalus, Unabhängige Kunst räume Schweiz, 
Stefan Seydel, and Bit Tuner, among others. 

Radio Broadcasts
• Der elektromagnetische Sommer 2005.  

18 July – 10 August 2005, Radio LoRa 97,5 MHz. 
Audio works: Kanal 7 by Mario Purkathofer, 
Roli Roos, Valentina Vuksic, Anja Kaufmann, 
Florian Merkur, Marc Widmer, Patrick Kauf­
mann, Jonas Ohrstrom, Regula Erni, Monya 
Pletsch, Julia Tabakhova, Cristin Wildbolz, 
Q&A, and pilot.fm et al., Langstrasse Live by 
Rolf Simmen, Air Vent by Kate Donovan. 

• Nachtschichten 2006. 1 January – 16 July 2006, 
Radio LoRa 97,5 MHz, Radio FRO Linz, Radio 
FLORA Hannover, and Radio FREE FM Ulm. 
Audio works: RadioSolarKompass by Anja 
Kaufmann, KLANG:ZEIT:KLANG by Benjamin 
Federer, microscopic trips by Stini Arn,  
Nachtgestrika by Ana Strika, DRS 4 by Philipp 
Schaufelberger, Graufilter by Karen Geyer, EI 
Piano de Trapo by Jose J. Navarra, LoRa 2.0 –  
jetzt neu! by Lorenz Schuster; dichten by Jörg 
Käppi, Verzehnfachung by Jackie Bruce,  
and Mille et une nuits (now: Machin / machine) 
by Mirjam Bürgin.

• Der elektromagnetische Sommer 2006.  
17 July – 6 August 2006. Radio LoRa 97,5 MHz. 
Audio works: öppis – some etwas schwyzer-
dütsch by Katja Jug and Ulrike Hug, Mit-

A

B

C

D
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 62Now II Fig. 1 – 2 Jörg Köppl: dichten. Composition sketches, 2005
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 64Now II Fig. 3 – 6 Philipp Schaufelberger: DRS 4. Studio, 2005
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 66Now II Fig. 7  Karen Geyer: Grauton. Kunsthalle Zürich, 2005



 67Fig. 8  Lorenz Schuster: LoRa 2.0 — jetzt neu! Algorithmic composition,  
screenshot, 2005



The background of this artistic research project 
was the fact that, in view of increasing global­
ization and the process of digitalization brought 
with it, many societal phenomena can no longer 
be defined as local; instead, they must be under­
stood as dynamic fields of many locations and 
forces that influence each other despite being 
separated by geographical distances. This 
change in negotiation spaces has increasingly 
entered the focus of researching artists. How 
are artistic practices changing that take place 
simultaneously with active performances in 
public spaces at different locations? What top­
ics are genuinely connected with these translo­
cal localizations? How can translations between 
local and networked, local and mass media, 
analog and digital find their audiences? How do 
artists establish relationships to art and re­
search publics in which artistic practice can be 
seen and interpreted? 
 From these questions the concept of “trans­
locality” was developed and refined. The starting 
point of the Translocal Practices research prac­
tice was the art in public space project BlackBenz 
Race, realized by knowbotic research from 2005 
to 2007 and sponsored by the IFCAR. BlackBenz 
Race dealt actively with the Kosovan diaspora 
in Zurich, reflecting on its public representation 
and perception. This culminated in a performa­
tive, translocal intervention in the form of a semi­ 
fictive car race from Zurich to Pristina.
 These experiences triggered the wish to 
discuss translocality more intensively with other 
artists, theorists, and curators, and to examine 
how this concept is negotiated artistically and 
scientifically. A project group was established 
consisting of knowbotic research (at that time 
this artist group included Christian Huebler,  
Alexander Tuchacek, and Yvonne Wilhelm), Felix 
Stalder, and Fabian Vögeli. During multiple 
meetings, the group compiled, compared, and 
analyzed various artistic practices. Afterward 
these were discussed with experts at a two­day 
conference. The project group then defined three 
topic areas:
1 The understanding and knowledge about 

the theoretical­analytical conception of trans­
local spaces.

2 The positioning of one’s own artistic projects 
within the translocal spaces. 

3 Formats that are developed in order to  
make the content and materials generated 
in these artistic projects accessible to a 
broader public.

 For the conference, artists were asked to 
team up with one of the critics / curators they in­
vited. These teams prepared points of discus­
sion and related them during the workshops to 
the three topic areas listed above. 
 Following the conference, the concept of 
translocality became consolidated in the further 
artistic research activities of knowbotic research, 
Felix Stalder, and Fabian Vögeli. knowbotic re­
search, since renamed knowbotiq, has conducted 
further research activities on translocality.

Yvonne Wilhelm and Christian Huebler

Project Title
Translokale Praktiken. Künstlerische Prak­
tiken in vernetzten Räumen

Project Period
1 October 2006 – 30 September 2007

Keywords 
• Translocality
• Public
• Translocal space
• Globalization
• Artistic research

Heads of Project
• knowbotic research, artist group (Christian 

Huebler, Alexander Tuchacek, and Yvonne 
Wilhelm)

• Felix Stalder, cultural and media researcher

Project Team
• Fabian Vögeli, student at VMK, Zurich  

University of the Arts

Research Partners
• Azra Aksamija
• Ute Meta Bauer
• Jochen Becker / metroZones
• Ursula Biemann
• Andreas Broeckmann
• Carles Guerra
• Stefan Kaegi / Rimini Protokoll
• Karl­Heinz Klopf
• John Palmesino
• Pelin Tan
• Srdjan Jovanovic Weiss 
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Conference Funding
• Swiss National Science Foundation SNSF, 

DORE 

Website
• www.translocal­practices.net  

(no longer available)

Exhibition
• be prepared! tiger! 30 January – 24 February 

2008. Kulturprojekte Berlin in cooperation 
with the Haus der Kulturen der Welt. Solo  
exhibition as part of transmediale.08 CON-
SPIRE. knowbotic research with Peter 
Sandbichler.

Related Projects
• Swiss Psychotropic Gold, Zurich University 

of the Arts, 2015 – 2020
P. 184

• The Aesthetics of the Translocal, Zurich Uni­
versity of the Arts, 2019 – 2020
P. 246

Articles
• Felix Stalder (2006): “Tracing Translocality: 

The BlackBenz Race.” In: Networked Cultures.
www.networkedcultures.org/ 
index.php?tdid=14 

• knowbotiq and Felix Stalder (2012): “Trans­
local Practices—In the Possibilities between 
Spaces and Conflicts.” In: Practices of  
Experimentation, Research and Teaching in 

Works
• knowbotic research: BlackBenz Race. 2003 –  

2005. Two to five black Mercedes limousines, 
performative intervention between Pristina, 
Zurich, Rotterdam, and London. With Bim 
Bimma (.NR.) rapper Pristina, Gabriel Sandro 
(live video), and Felix Stalder.

• knowbotic research with Peter Sandbichler: 
be prepared! Tiger! 2006. Stealth boat, radar 

the Arts Today. Edited by the Department  
of Art & Media, Zurich University of the Arts, 
70 – 87.

station. Performative intervention in the  
urban space of Duisburg, Duisburger Akzente: 
PubliCity—Constructing the Truth.

• knowbotic research: newborn_undeliverable? 
5 – 7 June 2008. Performative intervention on 
the occasion of the 2008 World Cup in Zurich, 
2 m­high wooden letters, 25 t truck, with  
rapper EKI NOX. In cooperation with Fabian 
Vögeli and Felix Stalder, Kunsthof Zürich.

Conference
Translocal Practices, Artistic Practices in Net-
worked Spaces, 4 – 5 June 2007. Kunst halle 
Zürich and Zurich University of the Arts. With 
contributions by: 
• Azra Aksamija and Ute Meta Bauer:  

“Antagonistic Fields in the Translocal Space.”  
Keynote Lecture. 

• Ursula Biemann and Carles Guerra: “The 
Maghreb Connection.” 

• John Palmesino and Srdjan Jovanovic Weiss: 
“Undecidability: Observations on Architecture 
and Extraterritoriality.” 

• Pelin Tan and Karl­Heinz Klopf: “Conflictuous 
Localities.”

• Stefan Kaegi / Rimini Protokoll and Jochen 
Becker / metroZones: “Scenarios of New Old 
Europe.” 

• Andreas Broeckmann, workshop moderation 
and closing analysis.

Lectures
• knowbotic research: “Translocal Practices.” 

In: Immediate Art—Lecture Series.  
4 August 2008. Centre for Contemporary 
Art Laznia in Gdansk (PL).

• knowbotic research: “Kunst und translokale 
Praktiken.” In: BASICS. MEDIEN | KUNST |  
GESELLSCHAFT. 6 November 2008. Galerie 
5020, Salzburg.
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 70Translocal Practices Fig. 1 – 2 knowbotic research: be prepared! tiger! Wilhelm Lehmbruck Museum,  
Duisburg, 2006



 71Fig. 3  knowbotic research: be prepared! tiger! Skuc Gallery, Ljubljana, 2006
Fig. 4  Field research. Pristina and online media, 2008



 72Translocal Practices Fig. 5  knowbotic research: NEWBORN_undeliverable? Kunsthof Zürich, 2008
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This project launched by Hannes Rickli investi­
gated audiovisual material from the context of 
behavioral biology. It did so by means of a cor­
pus of functional films that emerged from meas­
urement cameras and microphones of experi­
mental systems during research work. These 
unedited videos (videograms) were recorded 
starting in the 1990s, first on magnetic tape and 
later on hard disks, and unsystematically col­
lected by Rickli during laboratory visits. They are 
the remnants of earlier phases of experimenta­
tion, in which research media, spatial settings, 
and experimental animals (fish, mites, mosqui­
tos, and flies) were explored by synchronizing 
and matching recordings. Because the biolo­
gists removed this material from the scientific 
process after it was evaluated, it did not circu­
late in biological publications. The genre of in­
strumental or operative film did not attract the 
attention of film sciences until around 2005. 
 Five studies conducted in parallel in the 
disciplines of art, history of science, sociology of 
science, media science, and art history / art re­
search, in collaboration with three partner lab­
oratories, investigated this instrumental image 
refuse. The artistic study reconstructed the 
original recording situations of the videos on a 
1:1 scale and rendered them as ready­mades in 
the form of audiovisual installations in the art 
space. The history of science study used the ex­
ample of audio and video recordings to investi­
gate acoustic communication in fish to investi­
gate how the design of an experimental system 
can be understood as an act of practical philos­
ophizing. The sociology of science study con­
ducted interviews with three laboratory part­
ners on the North Sea island of Heligoland; in 
Austin, Texas; and in Zurich. They discussed how 
the scientists posed questions about the fish 
and the insects, and how they dealt with distur­
bances in the collected data. In collaboration 
with the artist Hannes Rickli, the study was 
transformed into a video installation. The media 
science study analyzed the videograms as phys­
ical traces of experimentation and described  
the spillover of signs they contain which makes  
it possible to interpret the human­animal­ 
apparatus relationship. From this confrontation 
emerged the first international and interdisci­
plinary conference on functional film, which took 
place in Zurich in 2009 at the conclusion of the 
research project. On the basis of other contem­
porary examples, the art research study allo­
cated the work of reading traces and archiving 

from the artistic Spillover project to a practice 
that increasingly uses resources of what is vague 
and unofficial to bring a “different” knowledge 
to representation and to societal negotiation.
 The understanding of the video material 
collected out of artistic interest and the under­
standing of its production in the scientific  
context was worked out in workshops at the 
partner laboratories, featuring close exchange 
among the disciplines involved in the project. 
The workshops also facilitated theory develop­
ment by asking when (≠ what) an image is (in con­
trast to a diagram, for instance). Over the project 
period the studies developed in loose pairings 
or independently of each other. The methods 
and forms of presenting the studies were ori­
ented to their given specialized practice and 
manifested themselves in art installations, 
texts, and conferences.
 The Spillover project was succeeded in 
2012 by a research cooperation that played a key 
role in the subsequent Computer Signals I and II 
projects as well as the SNFS Agora project Data 
Flows (project period 2021 – 2024). Members: 
Professor Philipp Fischer (Alfred Wegener Insti­
tute), Professor Gabriele Gramelsberger (RWTH 
Aachen University), Professor Christoph Hoff­
mann (University of Lucerne), Professor Hans Hof­
mann (University of Texas at Austin), Professor 
Emeritus Hans­Jörg Rheinberger (Max Planck 
Institute for the History of Science, Berlin.

Hannes Rickli

Project Title
Überschuss. Videogramme des 
Experimentierens

Project Period
1 October 2007 – 31 March 2009

Keywords
• Experimental systems
• Materiality of experimentation
• Materiality of media
• Traces
• Art & science

Head of Project
• Hannes Rickli, artist

Research Team
• Michele Dell’Ambrogio, programmer
• Thomas Galler, artist
• Roman Keller, artist
• Christoph Hoffmann, science researcher
• Michael Guggenheim, sociologist
• Nicola Müllerschön, art researcher

Additional Staff 
• Peter Geimer, art historian 
• Christoph Schenker, art theorist 

Research Partners
• Biological Institute Heligoland, Alfred Wege­

ner Institute, Helmholtz Centre for Polar and 
Marine Research

• Institute of Neuroinformatics UZH / ETH
• Max Planck Institute for the History  

of Science
• University of Texas, Section of Integrative 

Biology
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Project Partners
• Helmhaus Zürich
• videocompany.ch

Publication
• Hannes Rickli (ed.) (2011): Videogramme /  

Videograms. Die Bildwelten biologischer Ex-
perimentalsysteme als Kunst- und Theorie-
objekt / The pictorial worlds of biological ex-
perimentation as an object of art and theory. 
Volume 6 of the Institute for Contemporary 
Art Research series. With English­language 
text supplement. Zurich: Scheidegger & 

Lecture
• Hannes Rickli: “Der unsichtbare Faden.  

Motive biologischer Gebrauchsfilme.”  
In: Motifs of the Moving Image. 28 – 30 March 
2012. Internationales Kolleg für Kulturtech­
nikforschung und Medienphilosophie IKKM, 
Weimar.

Project Funding
• Swiss National Science Foundation SNSF 

Spiess. 
A Open access: https://doi.org/10.5281/

zenodo.6330789 

Film Screening
• Schwarzbäuchige Fruchtfliege #1, First Tests 

2006 / 2011. Part of Das Kino der Tiere.  
Eine kurze Geschichte des Tierfilms. 5 – 10 
May 2011. 57. Internationale Kurzfilmtage 
Oberhausen. 

Related Projects
• Computer Signals I, Zurich University of the 

Arts, 2012 – 2015
P. 118

• Computer Signals II, Zurich University of the 
Arts, 2017 – 2021
P. 214

• Listening to Data Flows, Zurich University of 
the Arts, 2021 – 2024

Articles
• Hannes Rickli (2009): “Livestream Knur­

rhahn.” In: Elke Bippus (ed.): Kunst des For-
schens. Praxis eines ästhetischen Denkens. 
Zürich / Berlin: Diaphanes, 49 – 63.

• Hannes Rickli (2012): “Precarious Evidence. 
Notes on Art and Biology in the Age of Digital 
Experimentation.” In: Florian Dombois,  
Ute Meta Bauer, and Michael Schwab (eds.):  

Exhibition
• Videogramme. 6 September 2009 – 25  

October 2009. Helmhaus Zürich. 10 Installa­
tions by Hannes Rickli. 

Intellectual Birdhouse. Artistic Practice  
as Research. London: Koenig Books, 101 – 115.

• Hannes Rickli and Christoph Schenker 
(2012): “Experimentieren.” In: Departement 
Kunst & Medien, Zürcher Hochschule der 
Künste (ed.): Praktiken des Experimentier-
ens. Forschung und Lehre in den Künsten /  
Practices of Experimentation. Research  
and Teaching in the Arts Today. Yearbook 4. 

Work
• Video and audiovisual installations in the 

Videogramme exhibition, 2009, Helmhaus 
Zürich. See Rickli (2011), 94 – 107. 

Zurich: Scheidegger & Spiess, 150 – 163. 

Conference
• Latente Bilder. Erzählweisen des Ge-

brauchsfilms. 10 – 12 September 2009. Colle­
gium Helveticum, Filmpodium Zürich, and 
Helmhaus Zürich. Concept and organization: 
Peter Geimer, Vinzenz Hediger, and Hannes 
Rickli. With Scott Curtis, Philipp Fischer, Ste­
ven N. Fry, Oliver Gaycken, Vinzenz Hediger, 
Christoph Hoffmann, Hans Hofmann, Florian 
Hoof, Nicola Müllerschön, Cord Richelmann, 
Hannes Rickli, Georg Rüppell, Dan Streible, 
Margarete Vöhringer, Susanne Witzgall, Flo­
rian Wüst, and Yvonne Zimmermann. Mod­
eration: Peter Geimer, Michael Guggenheim, 
Vinzenz Hediger, and Hans­Jörg Rheinberger.

A
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 76Spillover Fig. 1 – 2 Field research. Agroscope Bee Research Centre, Liebefeld Köniz, 1991
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 78Fig. 3  Hofmann Lab. University of Texas, Austin, 2008
Fig. 4  Arrival at Heligoland workshop, 2008

Spillover



 79Fig. 5  Publication proofs of Videograms, 2011
Fig. 6  RemOs1. Limnological Institute, University of Konstanz, 2005



 80Fig. 7  Videograms archive. Analog and digital image carriers, 2007Spillover
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The first phase of the project, the photographic 
project Parallel, addressed the visible struc­
tures of migrant lifeworlds in the metropolis 
Berlin. It investigated opportunities and limits, 
attempting to represent and demonstrate com­
plex correlations in the discourse of the migra­
tion debate by means of photography. Linda 
Herzog posed the question as to whether a par­
allel society of Turkish origin exists in Berlin. The 
concept of the parallel society is used to desig­
nate the political tensions that are dealt with in 
the German­language discourse on migration. 
Parallel intended to use photography to create 
a space where the issue of different cultural val­
ues and norms could be broached. One challenge 
to make this space lay in the fact that certain 
cultural and moral concepts of German major­
ity society can diverge from those in Turkey, such 
as the understanding of democracy and solidar­
ity, individualism, and education in terms of  
linguistic diversity and language competence. In 
some cases, integration into German society 
thus implies rejecting the societal norms of 
Turkish society, a phenomenon that harbors  
potential for sociopolitical conflict. The deeper 
research in Turkey from the preceding photo­
graphic project Mihriban. Türkei 2004 bis 2007 
served as the foundation for the project’s con­
centration on the various lifeworlds of migrants 
of Turkish origin in Berlin. Mihriban used docu­
mentary photography to describe different cul­
tural and societal realities in Turkey. Herzog pre­
sumed that these societal structures would also 
be visible in the altered cultural setting of urban 
Berlin. In Parallel she experimented with differ­
ent photographic patterns of representation 
and clichés that evoked the idea of integration 
or expressed non­belonging to the German ma­
jority society. In Berlin she visited various inter­
est groups, cultural associations, and individu­
als in the Turkish­language diaspora, conversing 
with and taking photographs of the protagonists 
and their lifeworlds. With the consent of the pho­
tographed persons, the images were continu­
ally discussed and analyzed by migration ex­
perts, photographers, and other participants.
 Over the course of the project, however, 
this approach proved unsatisfactory. The pho­
tographic examination focused strongly on the 
cultural differences between the German ma­
jority society and the migrants from Turkey and 
their progeny in Berlin. It became apparent that 
the conception of the project exhibited an inter­
cultural orientation based on the discrepancy 

between “self” and “foreign.” Consequently, 
Herzog redirected the perspective of the pro­
ject in order to propose photographic alterna­
tives to counter the understanding of “us” and 
“not­us,” and to visually renegotiate the idea of 
integration in the transcultural context. Over the 
second phase of the project, transculturality as 
cultural understanding, a concept introduced by 
Wolfgang Welsch, developed into a vision in 
which people can possess multiple cultural be­
longings and move within and between differ­
ent cultural formations. The concept of culture 
was defined by interrelationships and common­
alities, which allowed new photographic per­
spectives. The final product of the project, en­
titled Samimi. Fotografien zu Identität und 
Zugehörigkeit (Samimi. Photographs of Identity 
and Belonging), consists of forty­six photo­
graphs and one textual work that discusses the 
visibility of migration phenomena in the photo­
graphic representations.

Linda Herzog

Project Title 
Parallel. Fotografisches Projekt zur türkischen 
Migration in Berlin

Project Period
First project phase at Zurich University of  
the Arts
• 1 May 2008 – 31 December 2009 
Second project phase
• 2010 – 2017

Keywords
• Migration
• Photography
• Parallel society
• Transculturality

Head of Project
• Linda Herzog, photographer

Project Funding (First Project Phase)
• George Foundation Winterthur
• Aargauer Kuratorium
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Website
• www.grad.ch/samimi_text.html 

Monographs
• Linda Herzog and Tan Cemal Genç (2017): 

Dört Göz. Four Eyes. Journeys with Photo-
graphs and Drawings. Dresden: Hesperus 
print* Verlag and Istanbul: Karşı Sanat.

• Linda Herzog (2017): Samimi. Ein Fotoessay 
zu Identität und Zugehörigkeit. Master’s 
thesis at FHNW Academy of Art and Design, 
unpublished. 

Article
• Linda Herzog (2016): “Samimi – Warum ist 

das Leben nicht schön.” In: Kunstverein 
Kärnten (ed.): Sichtfeld – das Eigene und das 
Fremde. Catalog on the occasion of the ex­
hibition at Künstlerhaus Klagenfurt,  
9 June – 13 August 2016. Klagenfurt: Kunstv­
erein Kärnten, 32 – 37.

Exhibition
• Warum ist das Leben nicht schön. 12 February –  

3 April 2011. Kunstmuseum Thun. Labor  
exhibition series. Solo exhibition by Linda 
Herzog. 

Work
• Linda Herzog: Samimi. Ein Fotoessay zu 

Identität und Zugehörigkeit. 2008 – 2017. 
Forty­six photographs. 
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 84Samimi Fig. 1  Photograph. Berlin, 2009
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 86Samimi Fig. 2  Photograph. Berlin, 2015
Fig. 3  Photograph. Berlin, 2009



 87Fig. 4  Photograph. Berlin, 2009
Fig. 5  Photograph. Berlin, 2010



 88Samimi Fig. 6  Photograph. Berlin, 2010
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As a consequence of the changes that have taken 
place in construction, architecture, the economy, 
and society in Switzerland since the 1950s, new 
urban landscapes have emerged. Institutions 
that deal with the pictorial documentation of the 
landscape and settlement areas are faced with 
the question as to how they can illustrate these 
transformations in their collections. The Views 
of Places collection of the Swiss National Li­
brary’s Prints and Drawings Department is 
tasked with collecting photographs that are  
important because they are typical for the coun­
try and promote identification with the Swiss 
nation. The existing holdings are primarily pic­
ture postcard photographs from the period  
before 1945. This photographic genre is not ide­
ally suited for capturing the spatial develop­
ments important in the postwar era, such as the 
formation of agglomerations. The Archive of 
Places project developed proposals for how  
the Views of Places in the National Library can 
react to the urbanization of Switzerland and the 
changed production conditions in the photogra­
phy of towns and landscape. The project inves­
tigated the spatial development of two cultural 
areas representative of Switzerland on the ba­
sis of existing documentary photographs. Com­
prehensive pictorial research was performed on 
site in Schlieren, an agglomeration community 
in the Midlands, and in the tourist area Oberen­
gadin near St. Moritz, by reviewing holdings that 
were largely unknown and not accessible for re­
search: archives of construction companies, of 
architecture and planning firms, of locally based 
companies, of postcard publishers, of local au­
thorities, of the regional and supra­regional 
press, and local private archives and collections. 
These industrial photographs, which were pro­
duced and used as “operational images” in plan­
ning and construction processes, for advertis­
ing, or in the political discourse, constitute an 
extremely rich source for the documentation of 
spatial changes in the fields of architecture and 
agriculture, as well as in traffic and tourism. 
 Proceeding from the findings from this re­
search and based on a relational understand­
ing of space (Martina Löw, Henri Lefebvre), the  
project formulated collection strategies for a 
photographic archive on spatial development 
based on the areas Schlieren and Oberengadin. 
It formulated recommendations for image 
sources and photographic production contexts 
to be viewed, made suggestions for the objects 
to be documented, and for aesthetic criteria for 

selecting which photographs to collect. Since 
the collection strategies and selection criteria 
developed in the framework of the project can be 
applied to other regions of Switzerland as well, 
they contributed to the further development of 
the collection concepts of the Prints and Draw­
ings Department of the Swiss National Library.
 The result of this research project, besides 
the recommendations for collection strategies, 
are two exemplary photographic collections on 
Schlieren and Oberengadin for the period from 
1945 to 2008, with around three thousand im­
ages each. From this photographic material, the 
project developed thematic series that present 
different views of the changes in towns and 
landscapes in Schlieren and in Oberengadin. 
Combining material from different production 
contexts creates a relation between various 
forms of photographic perception to the rep­
resentation of space. They served as the foun­
dation for the picture section of the monograph 
Auf Gemeindegebiet – On Common Ground. 
 In the Fotografische Langzeitbeobachtung 
Schlieren 2005 – 2020 project, Meret Wandeler 
and Ulrich Görlich documented the continuous 
transformation of an agglomeration municipal­
ity with their own photographs. Archive of Places 
extended this timeline into the past and added 
to the photographic view photographs from pro­
duction contexts on site.

Meret Wandeler

Project Title 
Archiv des Ortes. Sammelstrategien für ein fo­
tografisches Archiv zur Raumentwicklung 

Project Period
1 October 2008 – 31 May 2010

Keywords
• Urbanization
• Midlands
• Alps
• Switzerland
• Documentary photography

Heads of Project
• Ulrich Görlich, artist
• Meret Wandeler, artist

Research Associate 
• Lydia Lymbourides, artist and photographer

Practice Partners
• Prints and Drawings Department of the 

Swiss National Library 
• Stadt Schlieren
• Engadin St. Moritz Tourismus AG

Project Funding
• Swiss National Science Foundation SNSF, 

DORE 
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Sponsors
• Hotel Laudinella, St. Moritz
• Gemeinde Samedan

Website
• www.archiv­des­ortes.ch

Exhibitions
• Archiv des Ortes, Installation auf Monitoren. 

10 December 2011 – 22 January 2012. Kunst­
museum Thun. Labor exhibitions series. Solo 
exhibition by Ulrich Görlich and Meret 
Wandeler.

• Ulrich Görlich and Meret Wandeler (2013): 
“Archiv des Ortes, Digitale Slide Show.”  
In: Terra Nostra, 3 – 7 April 2013, Photoforum 

Related Project 
• Long­term Photographic Observation of 

Schlieren 2005 – 2020, Zurich University of 
the Arts, 2005 – 2020
P. 50

Publication
• Ulrich Görlich and Meret Wandeler (eds.) 

(2012): Auf Gemeindegebiet. Schlieren –  
Oberengadin. Fotografien zum räumlichen 
Wandel im Mittelland und in den Alpen seit 
1945; On Common Ground. Schlieren—Upper 
Engadine. Photographs of Spatial Develop-
ment in Suburban Regions and in the Alps 
Since 1945. Volume 7 of the Institute for Con­

Pasquart, Biel. 

temporary Art Research series. Zurich:  
Scheidegger & Spiess. With contributions by 
René Hornung, Werner Huber, Christian 
Schmid, and Meret Wandeler. 

Articles
• Ulrich Görlich and Meret Wandeler (2009): 

“Archiv des Ortes. Zur fotografischen Visual­
isierung von Raumentwicklung.” In: Corina 
Caduff, Fiona Siegenthaler, and Tan Wälchli 
(eds.): Kunst und künstlerische Forschung. 
Zürcher Jahrbuch der Künste 2009. Volume 
6. Zurich: Scheidegger & Spiess 2009, 
224 – 240.

• Susanne Bieri, Nicole Graf, Thomas Meyer, 
and Meret Wandeler (2011): “Fotoarchive zur 
Dokumentation von Ort, Raum und Land­
schaft.” In: disP—The Planning Review, vol.  
184, 1 / 2011. 68 – 76.

• Susanne Bieri, Christophe Brandt, and Meret 
Wandeler (2011): “Archiv des Ortes.” In: 
Rundbrief Fotografie, vol. 70, 2011. 14 – 24.

Conference
• Archiv des Ortes – Sammelstrategien für ein 

fotografisches Archiv zur Raumentwicklung 
conference, held by the Prints and Drawings 
Department of the Swiss National Library and 
the Institute for Contemporary Art Research 
of Zurich University of the Arts, 14 October 
2010. With contributions by Susanne Bieri, 
Ulrich Görlich, Christian Schmid, Meret 
Wandeler, and Thomas Weski. Participants 
in podium discussion: Angelus Eisinger,  
Jann Jenatsch, Nora Mathis, Peter Pfrunder, 
and Martino Stierli.
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 92Archive of Places Fig. 1  Picture research at Kulturarchiv Oberengadin. Samedan, 2010
Fig. 2  Picture research at Vereinigung für Heimatkunde. Schlieren, 2010



 93Fig. 3  Picture research at Vereinigung für Heimatkunde. Schlieren, 2010
Fig. 4  Picture research at Kulturarchiv Oberengadin. Samedan, 2010



 94Archive of Places Fig. 5  Oberengadin, Silvaplana­Surlej, Surlej cable car village station —  
Corvatsch, undated
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 96Archive of Places Fig. 6  Oberengadin, St. Moritz, Via Maistra, undated
Fig. 7  Schlieren, junction of Zürcherstrasse and Engstringerstrasse,  

Gasthaus Lilie, undated



 97Fig. 8  Schlieren, Mercedes­Benz Automobil AG, Zürcherstrasse, 1969
Fig. 9  Oberengadin, Silvaplana, undated



The surge in popularity of contemporary art in 
the second half of the twentieth century is 
closely linked with structural changes in the 
field of art. An important characteristic of this 
development is a phenomenon that has received 
so little academic attention that it has not even 
been assigned its own name: smaller, frequently 
self­organized organizations, within which the 
respective art is not only presented but also pro­
duced, made visible and significant, and con­
veyed. Even though such spaces have been 
around for decades, there are hardly any histor­
ically and empirically derived theorizations of 
this small art institutions. Instead, they gener­
ally continue to be assessed along the same cri­
teria that are used for large institutions, and this 
has grave effects on cultural policy. 
 This research project was the first to ex­
amine the beginning of the “small­scale visual 
arts organizations,” and the phase during which 
they became increasingly established, with a  
focus on London. Questions guiding the work  
included: What cultural and social policy diag­
noses were the basis for founding these organi­
zations? What new structures were put in place 
to meet the needs of the artistic tendency they 
promoted? How did the protagonists take action 
within these new structures, and what attitudes 
and values did they enforce? The analysis re­
vealed that the structures for artistic produc­
tion and art institutions are far more interwoven 
than has been portrayed in the conventional 
narratives, and that the thesis presented in Bo­
ris Groys’s 2001 text Ästhetik der Finanzierung 
(The Aesthetics of Financing) describes the sit­
uation much more precisely and realistically. 
Thus, the study advocates that art scholarship 
conceive the emergence of artistic, curatorial 
and art criticism production as the result of  
interaction and negotiation. The traditional pa­
rameters of narrative, such as authorship, style, 
or work, should be decentralized and the factors 
of structure and production brought into bal­
ance with the creative process.
 The phrase “small­scale visual arts or­
ganisations” used by the Arts Council England 
designates art spaces that are rather small and 
manageable in terms of both their premises and 
their personnel and organizational infrastruc­
ture. They rarely have paid, full­time positions 
at their disposal, are often concentrated on  
certain content (as regards artistic, cultural,  
or societal aspects), often work on a project­ 
oriented basis (exhibitions are frequently only 

one part of a project), and are generally based  
on self­organization. Financing usually comes 
from several sources of different kinds; their 
self­conception often includes a dissociation 
from the programs and presentations of tradi­
tional art institutions. The scene in London pre­
sented itself as the object of investigation not 
only because of the unique density and diversity 
of institutions. The historical constellation 
within which the “arts centres,” as they were in­
itially called by the Arts Council, emerged also 
generated a cultural policy constellation that 
was exemplary in Europe. Exemplary for the fact 
that these art spaces soon became a central  
pillar of culture promotion in the developing so­
cial welfare state, but even more so during the  
political transformation initiated by Margaret 
Thatcher, which subjected these institutions to 
the same entrepreneurial dictates as all other 
policy areas. 
 The starting point for the project were  
inquiries in the field, which were overwhelming 
in multiple senses: Not only did the institutional 
landscape in London turn out to be quite ex­
tensive and diverse (more than hundred organ­
izations of these types were found), but as a 
scholar faced with gigantic, largely unprocessed 
archives, I found it a challenge to choose a re­
stricted but meaningful selection of institutions 
as examples for the development and specific­
ity of “small­scale visual arts organisations.” A 
further aspect of the project was its aspiration 
to create a new connection between empirical 
observation and theoretical superstructure; the 
project is thus located in the field of use­inspired 
basic research.

Rachel Mader

Project Title
Die Organisation der Innovation: Künstlerische 
Praxis und Kulturpolitik seit 1980

Project Period
1 November 2009 – 31 August 2014

Keywords 
• Institutional studies
• Cultural policy
• Structures of contemporary art

Head of Project
• Rachel Mader, art researcher

Project Team
• Franz Krähenbühl, art researcher and 

curator

Project Funding
• Swiss National Science Foundation SNSF, 

Ambizione 

Related Projects
• Off OffOff Of? Schweizer Kulturpolitik und 

Selbstorganisation in der Kunst seit 1980, 
Hochschule Luzern, 2014 – 2019
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Publication
• Rachel Mader and Signe Meisner Christensen 

(eds.) (2020): New Infrastructures, Perform-
ative Infrastructures in the Art Field. Special 
issue of Passepartout (Skrifter for Kunst-
historie), Aarhus: Narayana Press.

• Rachel Mader (2017): “Art for Society, 
Whitechapel Art Gallery, London, 1978.” In: 
Elisabeth Fritz and Verena Krieger (eds.): 
When Exhibition becomes Politics, Cologne, 
Vienna: Böhlau, 95 – 110.

Articles
• Rachel Mader (2011): “Der Künstler als  

Unternehmer und die Folgen.” In: Sabine Fast­
ert, Alexis Joachimedes, and Verena Krieger 
(eds.): Die Wiederkehr des Künstlers. Themen 
und Positionen der aktuellen Künstler /  
innenforschung. Cologne, Vienna: Böhlau, 
206 – 215. 

• Rachel Mader (2011): “The Institute would be 
experimental in that … – Institutionelle 
Bedingungen experimenteller Kunstpraxis in 
historischer Perspektive.” In: Akten zum 
Kongress “Experimentelle Ästhetik” der 
Deutschen Gesellschaft für Ästhetik. 4 – 7 
October 2011, Kunstakademie Düsseldorf.

• Rachel Mader (2013 / 14): “How to move in / an 
institution.” In: (New) Institution(alism). On 
Curating, no. 21, 33 – 43. 

• Rachel Mader (2014): “Narrating Structures— 
On how to write analytically on walking  
experiences, digital self­representation and 
fragmentary archives in contemporary 
arts.” In: Catalin Gheorge (ed.): Critical Theo-
ries and Creative Practices of Research,  
special issue of the Vector—critical research 
in context series, 103 – 110.

• Rachel Mader (2014): “Begegnen, interag­
ieren, verhandeln – zur Neukonzeption von 
Öffentlichkeit in der partizipatorischen Kun­
stpraxis.” In: Perspektiven der Kunstsoziolo-
gie II. Kunst und Öffentlichkeit, Kunst und 
Gesellschaft series, Springer VS, 95 – 111.

• Rachel Mader (2016): “Art follows institution –  
Kunst verhandeln.” In: Lucie Kolb, Christoph 
Lang, Wolfgang Ullrich, and Judith Welter 
(eds.): Art Handling. Partituren der Logistik, 
Zurich: JRP Ringier, 41 – 49.

• Rachel Mader (2017): “Who sets the agenda? 
Changing Attitudes Towards the Relevance 
of Small­Scale Visual Arts Organisations  
in the UK.” In: Charlotte Bonham­Carter, and 
Nicola Mann (eds.): Rhetoric, Social Value 
and the Arts. But How Does It Work, Basing­
stoke (Hampshire): Palgrave Macmillan 
(Pivot), 17 – 33.

• Gabriel Flückiger, Rachel Mader, and Peter 
Spillmann (2017): “Permanent Negotiation. 
Artistic Self­Organisation between Self­ 
Determination, Cultural Policy, and Urban 
Development.” In: Hilke Marit Berger and 
Gesa Ziemer (eds.): Perspectives in Metro-
politan Research. New Stakeholders of  
Urban Change: Q Question of Culture and  
Attitude?, Berlin: Jovis, 148 – 158.
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 100Fig. 1 – 3 Field research. London, 2010The Organization of Contemporary Art
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 102Fig. 4 – 6 Field research. London, 2010The Organization of Contemporary Art
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In a conversation with Nils Röller for the art  
journal Kunstforum International (2003:164) in 
2003, historian of science Hansjörg Rheinberger 
compared scientific work with artistic work. The 
research project pursued this comparison asyn­
chronously with a methodological shift in em­
phasis. Röller’s monograph Magnetismus — Eine 
Geschichte der Orientierung (Munich: Fink, 
2010) served as the premise. This discursive his­
tory demonstrated how scientific research on 
the “invisible” force of magnetism led to the de­
velopment of instruments to assist in its percep­
tion, which, in turn, correlated with theses and 
visualizations (like those of the magnetic field). 
The project team worked with the Zentralbibli­
othek Zürich to specify a body of illustrations 
from the history of research on magnetism in 
the seventeenth and eighteenth centuries. The 
illustrations from that period document that  
diagrams, like those in the work of René Des­
cartes, strengthen the paradigm of vortex the­
ory, but also popularize it, as in the anonymously 
published tract Magnetologia Curiosa. The illus­
trations were digitized and posted chronolog­
ically in the WordPress blog Journal für Kunst, 
Sex und Mathematik from 1 August 2010 through 
30 November 2011. The project was designed to 
have three artists approach the historical doc­
uments using their various practices for image 
production (hand drawings, video, and digital 
images), and publish their experiences  
in the form of posts to the blog. In so doing, the  
project brought historical scientific image pro­
ductions into a relation with artistic processes  
today. The project design was framed by that 
WordPress blog, in which the participants had 
been exchanging texts and images since 2006 
(with Judith Albert joining in 2008). Even before 
the conclusion of their work, the researchers 
were able to show a “track” made up of all 517 
posts of the artistic works and annotated his­
torical images, and to open them up for discus­
sion in an exhibition at Kunstmuseum Thun. 
 While the representation of instruments 
in the history of natural science publications  
developed and refined iconographic constants, 
their artistic appropriation tended toward indi­
vidual differentiations that resisted homogen­
ization. In this process, intuition meant con­
trolled perception, guided by the interest in 
adapting what was perceived using the artists’ 
own creative means of expression, and thus  
aspiring to individual differentiation. The con­
tributions by Judith Albert, for example, were 

guided by the aspect of integration, while those 
by Barbara Ellmerer explored pictorial possibil­
ities, and Yves Netzhammer’s concentrated on 
irreconcilabilities. Because the individual ren­
derings were guided by the given means of rep­
resentation, the instruments used in the artis­
tic process played a decisive role in the product. 
They did not strictly determine the visualiza­
tions but became objects of investigation them­
selves through their interplay with the histori­
cal diagrams and the context of the blog. In 
relation to the posts, the artistic work produced 
a “surplus” of sketches. At the end of the project, 
it turned out that the 287 posts published by the 
artists were based on twice (Judith Albert and 
Barbara Ellmerer) or three times (Yves Netzham­
mer) as many sketches. This yielded the follow­ 
up project Ikonografie der Trostschrift spon­
sored by the SNFS. This project combines the  
process of selecting and following up on picto­
rial ideas or discarding them with the method  
of the “image protocol.”

Nils Röller
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Indirekte Erfahrungen
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1 August 2010 – 30 November 2011
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The extensive, little investigated estate of  
Serge Stauffer (1929 – 1989), Swiss art theorist, 
cofounder of the F+F School of Experimental  
Design and expert on (or perhaps better, artist 
colleague of) Marcel Duchamp, served as the 
foundation for the 2013 exhibition Serge 
Stauffer. Kunst als Forschung at Helmhaus 
Zürich curated by Michael Hiltbrunner, and  
the accompanying volume of the same name 
with writings by Serge Stauffer. The exhibition 
brought works by Marcel Duchamp, Doris 
Stauffer, André Thomkins, Klaudia Schifferle,  
Oliviero Toscani, and other persons from Serge 
Stauffer’s sphere together with his own works. 
The diverse exhibits visualized the playfulness 
and the experimental and societal awakening in 
Stauffer’s work that had influenced an entire 
generation in Zurich. 
 The review and cataloging of the estate, 
which yielded an organized archive that was 
presented to the Swiss National Library’s Prints 
and Drawings Department in Bern in 2013, also 
served as the starting point for the SNSF research 
project, which had the goal of working through 
this bundle and indexing Stauffer’s work. 
 Questions about how to classify Serge 
Stauffer’s place in art history as a pioneer of  
artistic research accompanied the study, which 
also focused on his artistic oeuvre. The investi­
gation dispelled any doubts about considering 
Stauffer to be a researching artist in the con­
temporary understanding of the term. Yet his 
position in art history is better compared with 
that of the Art & Language collective than with 
Joseph Beuys. This first reappraisal of the im­
portant historical sources on artistic experi­
mentation and experimental art education in 
Switzerland from 1950 to 1970 showed that 
Stauffer wanted to develop a permanent labo­
ratory for researching art in an academic envi­
ronment. There were no precedents for this 
pathbreaking idea. 
 The emphases of Stauffer’s work are 
found in drawings, collages, and photographs, 
most of which were found stashed away in un­
sorted portfolios. According to contemporary 
witnesses, Stauffer gave away many works like 
these. His disposing this way over such artifacts, 
which conventionally would be interpreted as 
his actual artistic output, suggests that what 
Stauffer considered important was not neces­
sarily artistic works in their own right; he also 
believed that studies, teaching, and perform­
ances were an immanent part of his work and 

artistic activity. As such, he once again charac­
terized and affirmed the self­conception of the 
researching artist. The Öffentliche Bibliothek 
Serge Stauffer project, the studies on Marcel 
Duchamp and André Thomkins, the work mate­
rials like school papers, notes, and invitations 
which Stauffer called “material,” and the docu­
ments on F+F are neatly filed and were there­
fore also indexed here as part of his “oeuvre.” 
 It became apparent that a reappraisal of 
the history of F+F as a class (1965 – 1970) and as 
a school (from 1971) with these materials would 
be very productive. The central role of the school 
both in Stauffer’s work and in his research has 
since been confirmed and led to the follow­up 
project F+F 1971.

Michael Hiltbrunner
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 112Serge Stauffer Fig. 1  Kunstlabor für Fortgeschrittene, summer course with Serge Stauffer.  
F+F Schule, Zurich, 1979

Fig. 2  Serge Stauffer: Jardin public. Four dice, game object, model, ca. 1960



 113Fig. 3  Serge Stauffer: The nine sense show. Kleintheater Luzern, 1968
Fig. 4  F+F class: Teamwork, music­making in the art school auditorium. Zurich, 1969



 114Serge Stauffer Fig. 5  serge stauffer – kunst als forschung. Exhibition. Helmhaus Zürich, 2013
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 116Serge Stauffer Fig. 6 – 11 Serge Stauffer: Studie zu geometrisch-optischen Täuschungen.  
Panels 15 × 15 cm, ca. 1962 – 1964



 117Fig. 12 Men’s course with Serge Stauffer. F+F Schule, Zurich, 1978



The ongoing process of digitalization pene­
trates all areas of life and has far­reaching con­
sequences for the practices of biology and art. 
In the natural sciences a shift from theory­ 
driven to data­driven research is under way, 
which constitutes not only another technologi­
cal revolution but also an epistemological one. 
Computer Signals. Art and Biology in the Age of 
Digital Experimentation I traced this develop­
ment, performing five parallel studies which 
looked at the research practice of two working 
groups that study the behavioral biology of fish. 
Both laboratories were research partners in this  
project. Their cooperation had already begun 
with the previous Spillover project (2007 – 2009) 
and continued in the subsequent Computer Sig-
nals II project (2017 – 2021). On the basis of these 
laboratory examples on Heligoland and in Aus­
tin, Texas, the Computer Signals I project asked 
about the concrete implications which the 
methods of increasingly automatized data ac­
quisition, selection, evaluation, and processing 
have on research operations, their organization 
and activities. 
 Until recently, the empirical experiment 
and the instrumentally generated, material 
traces it generated—which also include im­
ages—played a key role in the analysis of knowl­
edge processes. Under the new conditions, 
where images are still produced in optical sen­
sors but often further processed as data rather 
than images, today this role is being taken over 
by “data work.” What can be understood under 
the term “data work”? How can we describe  
the status of a computer that no longer merely 
transports media between the various analog 
and digital work steps performed by human and 
non­human actors, but configures these media 
interactively? What does the incipient fading of 
images in the natural sciences mean for the arts 
and for research in art?
 The studies pursued such questions in the 
disciplines of visual arts, science studies and 
philosophy, media and art research: The artis­
tic practice developed an experimental system 
of its own in order to observe and document 
data processes that take place within “black 
boxes” and to make them sensually perceptible. 
They implanted small pickups (induction coils 
and piezoelectric microphones) in the measure­
ment apparatus, the computers, and the infra­
structures of the biologists, which convert the 
physical emissions like power consumption or 
mechanical vibrations into audio signals. From 

the perspective of the devices, these “parasites” 
listened to the electronic work of the research 
apparatus. On the basis of these laboratory ex­
amples, science research concretized the shift 
from work with images to work with data. Phi­
losophy of science investigated the metrifica­
tion of biology and the influences of software 
that encourage a shift from the wet to the dry 
lab. Researchers reflecting on media observed 
the transition from analog to digital practices, 
in which media, as an apparatus of knowledge 
production, no longer convey messages but 
generate their own worlds by automatizing the 
observer. The art research study analyzed rela­
tionships like (co­)authorship and works under 
the conditions of cooperating with media from 
the life sciences.
 After the first third of the research work, 
artists verified the envisaged negotiability of 
their intermediate results in an exhibition  
accompanied by a conference. There a wider  
audience of specialists and the general public 
discussed the results of the artistic research. 
The events served, first, to further develop the 
artistic experimental facilities installed in Heli­
goland and in Austin. Second, they refined the 
aesthetic and theoretical approaches to other, 
generally invisible but influential digital pro­
cesses in everyday life, such as room monitor­
ing and the control of spaces of production and 
consumption.
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 120Computer Signals I Fig. 1  Field research. Texas, 2014
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 122Computer Signals I Fig. 2  Field research. Texas, 2014
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 124Computer Signals I Fig. 3  RemOs1 in the test basin. AWI Centre for Scientific Diving, Heligoland, 2012
Fig. 4  Preparing the implementation of electromagnetic pickups. Texas Advanced 

Computing Center, University of Texas, Austin, 2014



 125Fig. 5  Testing the lens of the stereometric camera. Ny­Ålesund, Spitsbergen, 2012
Fig. 6  Implementation of the electromagnetic pickups. AWI Centre for Scientific  

Diving, Biological Institute Heligoland, 2012



At the invitation of Urbane Künste Ruhr, be­
tween January and October 2013, the Institute 
for Contemporary Art Research (IFCAR) set up 
a research laboratory to investigate questions 
and problems specific to the Ruhr region, espe­
cially to Mülheim. Artists and lecturers at the 
University of the Arts Zurich as well as addi­
tional consulted specialists and artists devel­
oped four independent but topically closely in­
terlaced projects, each with its own focus on the 
urban transformation process taking place in 
the Ruhr region. 
 The battle the landscape project by the 
artist duo knowbotiq (Yvonne Wilhelm, Christian 
Huebler) was concerned with various traditional 
and new landscape concepts through which it 
became possible to reinterpret the Ruhr region 
as a cultural landscape or political landscape. 
 In their project Ruhrlabor on_off, !Medi­
engruppe Bitnik and Kreativitätskombinat Klein 
Riviera collaborated to develop a new perspec­
tive on the relationship between creativity and 
precarity. It considered various forms of organ­
ized begging and linked them with the current 
discourse on creativity, which yielded such  
interventions as begging for creativity in Mül­
heim’s pedestrian zone. 
 The Phonorama City Telling Ruhr by art 
historian Ingo Starz and musician Tobias Gerber 
consisted of stories told by residents of Mülheim 
about this city. Contents and narrative styles in 
an audio collage created a forum which made 
the city’s societal debates audible.
 Finally, in Sonozones Mülheim, musician 
and composer Jan Schacher collaborated with 
the sound artists Cathy van Eck (University of 
the Arts Bern), Kirsten Reese (UdK Berlin) and 
Trond Lossius (Bergen Academy of Art and De­
sign, Norway) to pursue the societal aspects of 
hearing. On the level of sound, the city of Mül­
heim also accessed a complex problem area  
that was able to be investigated with the tools 
of sound art. 
 The projects shared the approach of an 
artistic research directed toward urban devel­
opment, sociological, or ethnographic issues.  
In addition to these questions about the urban 
development of Mülheim within the structural 
change underway in the Ruhr region, they also 
focused on questions of methodology: How do 
the arts perform research? Which media require 
which methods? What kind of knowledge can 
the arts generate—to contrast with or supple­
ment traditional forms of knowledge? 

 All interventions, actions and sound in­
stallations in public space should be understood 
as both artistic activities and parts of a research 
process. The Dezentrale project space in the 
center of Mülheim served as a laboratory for all 
project participants and also as a place for ex­
change with specialists from the region and the 
residents of Mülheim. 
 The project closed with a conference in 
the Dezentrale project space as well as with a 
publication and website.
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• Cathy van Eck: Extended Ears. 2013. Sound 

walks with listening horns and an iPhone app.
• Tobias Gerber: City Telling Ruhr. 2013. Audio 

collage, stereo, 24:34 min.
• knowbotiq: battle the landscape! 25 October 

2013. Online cartography and live perform­
ance with vaudeville costumes, camouflage 
suits. Urban intervention at the entrance  
of a former coal mine. 2 h. In collaboration with 
Idrissa Aponda, Random Boi (dance), Gurl 
Wave aka Rock, Joana Aderi (sound), Heinz 
Auberg (voice). Mülheim an der Ruhr. 

• Kreativitätskombinat Klein Riviera: Bitte um 
Kreativität. 23 – 26 June 2013. Ethnographic 
intervention, Mülheim an der Ruhr.

• Trond Lossius and Jan Schacher: Sonozones. 
Losing Myself in the World. 22 – 26 July 2013. 
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 128Labor Mülheim Fig. 1  Cathy van Eck: Extended Ears 1: Mechanisch. Mülheim, 2014
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 130Labor Mülheim Fig. 2 – 4 Kirsten Reese: Augmenting Urban Sounds. Interventions, Mülheim, 2014
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 132Labor Mülheim Fig. 5 – 7 Jürgen Krusche: Photographs from the photo essay  
Leere Mitte Mülheim, 2014
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Spatial observation works primarily with  
maps, plans, and statistical data. With these 
methods changes in the sensual and emotional, 
i.e., aesthetic space can be cataloged only to a 
limited degree. However, the dimension of space 
that is experienced and perceived by the senses 
is of essential importance for the quality of liv­
ing spaces. At the halfway point of Long-term 
Photographic Observation of Schlieren 2005 –  
2020, the project cooperated with the Auditory 
Architecture Research Unit (AARU) at Berlin 
University of the Arts (UdK Berlin) to investigate 
how photographs and sound recordings can be 
deployed to catalog the aesthetic dimension of 
urban transformation. The sound recordings 
came from the archive of the Auditive Langzeit-
beobachtung Schlieren (Auditory Long­term  
Observation of Schlieren) project at the UdK 
Berlin / AARU, which took place in parallel to  
the photographic long­term observation by  
the Institute for Contemporary Art Research  
(IFCAR) at Zurich University of the Arts (ZHdK). 
In construction and planning, the acoustic envi­
ronment was examined primarily with regard to 
noise pollution, i.e., according to quantitative as­
pects. The AARU’s project in Schlieren, by con­
trast, was concerned with the sound of life 
spaces according to qualitative aspects. Every 
two years, sound recordings were repeated  
using dummy head microphones placed at 
twenty­four locations throughout the urban 
space, in order to record sound qualities of dif­
ferent living spaces such that they could be  
differentiated clearly. The shared point of ref­
erence of the photographic and auditory long­
term observation was the urban development 
concept for Schlieren submitted by Metron AG 
in 2005.
 The project proposed that a perception di­
rected to the aesthetic quality of urban space 
by means of photographs and sound recordings 
demands an active, focused attitude by the re­
cipient. By means of dispositives of perception, 
i.e., installations of photographs and sound re­
cordings for interior and exterior spaces, mani­
fold forms of hearing and seeing urban space 
were made possible. The dispositives consisted 
of various combinations of presentation formats 
(large­ and small­scale inkjet prints, monitors, 
iPads, closed headphones, free­standing speak­
ers, MP3 players) linked with a precise linguis­
tic framing and timing instructions for viewing. 
The development of these dispositives, along 
with the testing and realization of various con­

figurations in space, constituted the central re­
search element in the project.
 The representatives of the municipality of 
Schlieren and of Metron AG who participated as 
practice partners used these dispositives of per­
ception in performatively designed workshops 
with the objective of assessing the transforma­
tion in experienced space for an upcoming eval­
uation of Schlieren’s urban development. The 
project partners valued the approach focused 
on aesthetic perception as an extremely produc­
tive expansion of their functional, goal­oriented 
strategy in everyday planning. In particular, the 
project allowed urban planning issues and ob­
jectives to be questioned and reflected upon as 
they relate to the development of specific loca­
tions in the urban space. This qualitative ap­
proach, especially to the auditory aspects, was 
uncharted territory for all participants. Working 
with the dispositives allowed the workshop par­
ticipants to perform a precise analysis of the 
qualities and deficits of specific situations in 
Schlieren. However, using this analysis to derive 
any generally valid criteria for assessing the 
overall transformation proved problematic. One 
of the reasons for this was that a linguistic for­
mulation of qualities in a sensually perceptible 
space is possible only to a limited extent. The 
other main problem was the lack of binding cri­
teria for the quality of spaces in urban develop­
ment more generally—criteria which have been 
and still are the object of research and debate. 
The question as to how the experiences of spa­
tial transformation generated from intensive 
perception can flow into planning practice 
therefore remained open as a concept for fur­
ther research.

Meret Wandeler
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 136Visual and Auditive Dispositives of Perception Fig. 1  Dispositive for project workshop. Schlieren, 2013
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 138Visual and Auditive Dispositives of Perception Fig. 2 – 3 Dispositives for project workshops. Schlieren, 2013



 139Fig. 4  Binaural sound recording with dummy head. Schlieren, 2017



What impacts do artistic projects have on ur­
ban development? This was the initial question 
posed by Bureau Savamala Belgrade. In search 
of answers to this question, art scholars and  
social scientists from Belgrade and Zurich in­
vestigated the effects of the Urban Incubator: 
Belgrade excellence project launched by the 
Goethe Institute in Belgrade and conducted  
in cooperation with the ETH Zurich in the Sa­
vamala district of Belgrade. The project used ar­
tistic interventions in an attempt to sustainably 
shape the development of the heavily neglected 
district of Savamala in Belgrade.
 Artists and creative types are frequently 
the unwitting midwives of urban renewal. Low 
rents, an inspiring atmosphere, and societal 
niches for alternative ways of life describe lo­
cation qualities that attract the creative. While 
they may have little financial capital at their dis­
posal, they invest a great deal of creative capital 
in their urban environment: in studios and gal­
leries, clubs and bars, start­up companies and 
retail. The result is that formerly neglected ur­
ban districts are unexpectedly upgraded, often 
far beyond their own borders. For this reason, 
artists and creative people are often actively in­
tegrated in the revaluation of old buildings and 
desolate city neighborhoods—as was the case in 
Savamala. However, the consequences of such 
an approach are highly controversial. Critics ar­
gue that this kind of urban renewal appropriates 
the creative milieu for commercial and political 
purposes, contributing to gentrification and ul­
timately harming the neighborhoods and itself.
 The Bureau Savamala Belgrade project 
accompanied and observed the artistic and cre­
ative contributions of the Urban Incubator: Bel-
grade project and those of other projects and 
events that took place in Savamala at the same 
time, in order to determine the extent to which 
they were able to contribute to socially sustain­
able neighborhood development. The project’s 
focus was on the role of the arts within societal, 
especially urban, transformation processes. The 
project team was able to show how the neigh­
borhood changed and how these changes were 
perceived by the residents and the broader  
public. They looked above all at the question of 
the extent to which a targeted revaluation by 
means of socio­artistic activities is possible 
without the usually inevitable gentrification that 
accompanies it.
 Unfortunately, not all the activities under­
taken by artists and architects were well re­

ceived; they were often rejected entirely. In con­
trast, already familiar players like the new 
Mikser House design center and the 3rd Bel-
grade art project continued to enjoy popular 
support. New experiments often had a hard  
time winning over the locals. In the end the pro­
ject team had to conclude that socio­artistic  
activities led to hardly any relevant changes  
in the neighborhood that were positive for the 
residents. 
 The tools applied included discourse and 
media analyses; interviews with residents, mu­
nicipal authorities, and other stakeholders; and 
photographic observations. A set of indicators 
was developed that was supposed to make it 
possible to measure and verify the strategies 
applied to upgrade the district.
 The resulting data and documentations 
were compiled, archived, and exhibited in a pub­
licly accessible office. This office understood  
itself to be what relational ethnography calls a 
“contact zone” between artists, residents, re­
searchers, and the public. Appropriate premises 
were provided to the project team in Savamala 
by the Goethe Institute. Photos of residents of 
Savamala, created in the framework of the (sub)
project called Like / Dislike Savamala, were ex­
hibited inside and in front of the premises and 
annotated by the local population.
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 142Bureau Savamala Belgrade Fig. 1  Urban Incubator: Belgrade. Savamala, Belgrade, 2013
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 144Bureau Savamala Belgrade Fig. 2 – 5 Urban transformations. Savamala, Belgrade, 2013
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Immediations: Art, Media and Event is a part­
nership grant that was sponsored from 2013 un­
til 2020 by the Social Science and Humanities 
Research Council of Canada (SSHRC), compris­
ing eleven universities in Canada, Denmark, 
Australia, Germany, Switzerland, and the Nether­
lands, along with nineteen partners including 
artist­run centers, galleries, and museums. The 
goal of the project was to investigate immanent 
relations between physical and media experi­
ence in various material, digital, and urban con­
texts. The project’s central question was: How 
can experience be conceived in the sense of an 
indirectly lived encounter as a basis for and tech­
nique of aesthetic research? The concept of “im­
mediation” was used to interrogate the relations 
between perception, embodiment, mediation, 
and conceptualization with regard to their 
shared processes of emergence that are simul­
taneously direct and mediated. The cooperation 
with scientific, artistic, and public institutions 
allowed experience, previously regarded as a 
rather abstract philosophical concept, to be in­
vestigated in terms of its sensory “mediability.”
 One goal was to integrate general audi­
ences outside of academia; another was to de­
velop procedures, methods, and techniques of 
“research­creation” to encourage new forms of 
knowledge and practices beyond the classic dis­
cursive modes of representation. On the theo­
retical level, approaches from affect studies and 
political aesthetics were interlaced with artis­
tic practices and their institutional framings. 
The formats realized in the project, such as 
workshops, symposia, publications, collabora­
tive digital working structures, and online plat­
forms, opened up an ecological take on media 
and art, and foregrounded a concept of experi­
ence that picks up on the contemporary debates 
in artistic research. The project was divided into 
hubs along the three original geographic zones 
—North America, Europe and Australia—and 
structured in three thematic work phases which 
addressed different issues:
1 Recomposing Experience (Australia, 2013 –  

2014): How do new creative practices  
between art, philosophy and society change 
the understanding of experience and per­
ception, and with what political and social 
consequences?

2 Anarchive (Europe, 2015 – 2016): What forms 
of archiving and documenting are needed  
in order to do justice to the innovative power 
of research­creation activities?

3 Event Ecologies (Canada, 2017 – 2019): What 
possibilities are opened up by an expanded 
concept of the ecology of research­creation 
and the understanding of transdisciplinary 
knowledge practices?

 Although different activities were per­
formed in various work phases, at least one inter­ 
hub meeting took place during each phase. 
These meetings were dedicated especially  
to testing experimental methods of research­ 
creation and integrating them in research, 
teaching, and art production. External guests 
were usually invited for workshops, inputs, and 
lectures. In the context of the EU hub, monthly 
reading groups took place between 2013 and 
2016, and working meetings with lectures and 
elements of artistic practice were held in vari­
ous locations in Europe. 
 Through its connections between meth­
ods of artistic research with media and affect 
theory approaches, the project contributed  
to transdisciplinary scholarship on “research­ 
creation” in the European context. Institutional 
networks were reinforced, especially between 
Zurich, Amsterdam, Copenhagen, Aarhus and 
Lüneburg. The middle phase of the project, 
which took place primarily at the Institute for 
Contemporary Art Research (IFCAR) in Zurich, 
placed its thematic emphasis on the Anarchive 
and was closely linked with the project plans  
of Elke Bippus and Michel Hiltbrunner. The re­
search performed in this project hub played a 
decisive role for the project as a whole.
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 148Immediations: Art, Media, Event Fig. 1  Urban Fabric. Workshop, Corner College, Zurich, 2014
Fig. 2  A Collaboration of Intercessors. Adapt­r Creative Practice Conference,  

KU Leuven Sint­Lucas, Brussels, 2014



 149Fig. 3  Urban Fabric. Workshop, Corner College, Zurich, 2014
Fig. 4  Knotting Time beyond Measure. SARN Unconference, HEAD Geneva, 2014



 150Immediations: Art, Media, Event Fig. 5  Urban Fabric. Workshop, Corner College, Zurich, 2014
Fig. 6  Water Ecologies. Workshop, Amsterdam University of the Arts, 2015



 151Fig. 7 – 8 Techniques of Landing. Workshop, Mols, Denmark, 2015



The research project Archives on Research- 
based Art delved into the archives of artists 
whose artistic practice indicated that they were 
less interested in making works than in dedi­
cating themselves to exploring longer­term  
research projects. Archives of this kind are of 
major importance for the history and presence 
of research­based art. Because they are acces­
sible only to their makers, they are often actu­
ally “anarchives” that provide insight into the 
character, meaning, and means of documenta­
tion of artistic work, as well as into artistic me­
diation and teaching. The project succeeded in 
preserving previously overlooked archives of 
artists who adhered to this artistic role, increas­
ing their visibility.
 Archives on Research-based Art pro­
ceeded from the indexing of the archive of Serge 
Stauffer (1929 – 1989), which was undertaken  
in the framework of the SNSF project Serge 
Stauffer: Art as Research in 2013 – 2014. In sev­
eral subprojects, Michael Hiltbrunner and his 
team investigated forms and methods of 
self­documentation by artists. The focus was on 
the archive collections of Liliane Csuka, Robert 
A. Fischer, Hansjörg Mattmüller, Doris Stauffer, 
and Peter Trachsel, as well as the Marcel 
Duchamp archive collected by Serge Stauffer. 
 For the study, the team was able to secure 
multiple collections on the F+F School of Exper­
imental Design in Zurich, which were of particu­
lar interest for the research project: The archive 
of artist, feminist, and co­founder of the F+F 
School Doris Stauffer (1934 – 2017) was reviewed 
in collaboration with its author. In accordance 
with her request, the archive was indexed post­
humously as part of the Serge and Doris Stauffer 
Archive in the Swiss National Library’s Prints 
and Drawings Department (NB) in Bern. The in­
terim storage of her archive was made possible 
by the Zurich University of the Arts (ZHdK)  
Archive. Michael Hiltbrunner also contributed  
to the monograph (2015) on Doris Stauffer by  
Simone Koller and Mara Züst.
 The archive of artist Peter Trachsel (1949 –  
2013) was indexed in the Staatsarchiv Grau­
bünden; subsequently the Bündner Kunstmu­
seum in Chur showed an exhibition based on this 
archive in 2018. Michael Hiltbrunner edited the 
monograph Wir muten Ihnen alles zu – Peter 
Trachsel und die Hasena (2018). After studying 
and teaching at the F+F School, Peter Trachsel 
established the Hasena as a platform for exper­
imental art in Küblis (GR), where his projects 

contributed both to research­based art and to 
expanding rural art in a unique way. 
 The inventory of artist and F+F co­founder 
Hansjörg Mattmüller (1923 – 2006) was con­
veyed to the ZHdK Archive, where it was indexed 
with the existing collections. For artist Liliane 
Csuka (*1935), who had studied and taught at 
F+F, a work documentation was compiled. For 
this, the first step was to go through the archi­
val material with the artist and then sort, label, 
and take a rough inventory of its contents. Her 
archive was passed on to the Stadtarchiv Zürich. 
 The work on the archive of journalist,  
media theorist, and artist Robert A. Fischer 
(1942 – 2001) required a well­founded situation 
analysis and a review of the archive before miss­
ing descriptions could be added and a rough in­
ventory performed. Subsequently, the archive 
was transferred to the Zentralbibliothek Zürich, 
thus making Fischer’s studies on media art,  
media ethnography, and documents on Zurich’s 
fringe art scene around Plattenstrasse availa­
ble to the public. 
 The exhibition on Marcel Duchamp (1887 –  
1968) in the Staatsgalerie Stuttgart, founded on 
the archive of Serge Stauffer, was realized in 
consultation with Michael Hiltbrunner, who also 
contributed essays to the catalog. In addition, 
Hiltbrunner supervised the new edition of Mar­
cel Duchamp’s writings translated by Serge 
Stauffer. Furthermore, Hiltbrunner accompanied 
the auctioning of three works by Duchamp from 
Stauffer’s estate at the Auktionshaus Grisebach 
in Berlin in 2021.
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• Pablo Müller, art historian and art critic

Project Partners
• Liliane Csuka, artist and art sponsor
• Jessie Fischer, filmmaker (estate of Robert 

A. Fischer)
• Doris Stauffer, artist and educator
• Aargauer Kunsthaus 
• Bündner Kunstmuseum 
• Stadt Zürich, Fachstelle Kunstsammlung
• Stadtarchiv Zürich
• The Swiss National Library’s Prints and 

Drawings Department
• Staatsarchiv Graubünden
• Scheidegger & Spiess publishers 
• Zurich University of the Arts, ZHdK Archive
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Project Funding
• Edition Patrick Frey (Archiv Robert A. Fischer)
• Stiftung für fliessenden Kunstverkehr (Archiv 

Peter Trachsel)
• Georg und Bertha Schwyzer­Winiker­ 

Stiftung (Archiv Doris Stauffer)
• UBS Kulturstiftung (Archiv Doris Stauffer)
• Private parties 

Publications
• Michael Hiltbrunner and Stiftung für flies­

senden Kunstverkehr (eds.) (2018): Wir 
muten Ihnen alles zu. Peter Trachsel und die 
Hasena. Zurich: Scheidegger & Spiess. 

• Serge Stauffer (ed.) (2018): Marcel Duchamp: 
Die Schriften. Revised and extended new 
edition. Afterword and editing by Michael 
Hiltbrunner. Konstanz: Regenbogen.

archive). 30 November 2019. Conference  
on the occasion of Volumes—Art publishing 
days. Kunsthalle Zürich. With Anne­Laure 
Franchette, Alois Baumberger, Bia Bitten­
court, Sally De Kunst, Claudia de la Torre,  
Anita Di Bianco, and Birgit Kempker.  
Moderated by Michael Hiltbrunner and Gina 
De Micheli.

Related Projects
• Serge Stauffer, Zurich University of the Arts, 

2011 – 2014
P. 110

• F+F 1971, Zurich University of the Arts, 
2020 – 2022
P. 252

Exhibition 
• Peter Trachsel – Tun was möglich ist. 31  

August – 22 September 2019. Fundaziun Nairs, 
Scuol. Curated by Michael Hiltbrunner and 
Christof Rösch.

Essays 
• Michael Hiltbrunner (2015): “The Cthulhu 

News.” In: Helmhaus Zürich (ed.): Das 
Dreieck der Liebe. Exhibition catalog. Zurich: 
Scheidegger & Spiess, 22 – 25. 

• Michael Hiltbrunner (2015): “Serge Stauffer. 
Biografisches und Emanzipatorisches.” In: 
Simone Koller and Mara Züst (eds.): Doris 
Stauffer. Eine Monografie. Zurich: Scheideg­

Archives 
• Archiv Peter Trachsel. Staatsarchiv 

Graubünden, 2016
• Archiv Hansjörg Mattmüller. ZHdK Archive, 

2017
• Archiv Liliane Csuka. Stadtarchiv Zürich, 

2019
• Archiv Doris Stauffer. The Swiss National  

Library’s Prints and Drawings Department, 
ger & Spiess, 43 – 46. 

• Christoph Brunner and Michael Hiltbrunner 
(2017): “Anarchive künstlerischer Forschung. 
Vom Umgang mit Archiven experimenteller 
und forschender Kunst.” In: Generaldirektion 
der Staatlichen Archive Bayerns (ed.):  
Archivalische Zeitschrift. Volume 95. Munich: 
Böhlau, 175 – 190. 

• Michael Hiltbrunner (2018): “Serge Stauffer 

2019

and the Exhibition Documentation about 
Marcel Duchamp.” In: Staatsgalerie Stutt­
gart and Susanne M. I. Kaufmann (eds.): 
Marcel Duchamp. 100 Questions. 100 An-
swers. Munich: Prestel, 252 – 259.

Conferences and Workshop
• Art in the Periphery / Strategien im ländlichen 

Raum. 22 June 2018. Conference on the  
occasion of the Peter Trachsel – Museum in 
Bewegung exhibition at the Bündner Kunst­
museum Chur, Passagenhaus Dalvazza,  
Küblis. Moderation: Michael Hiltbrunner.

• Künstler fragen Künstler – Marcel Duchamp, 
chocolatier? 23 February 2019. Workshop  
on the occasion of the exhibition Marcel 
Duchamp. 100 Fragen. 100 Antworten. Staats­
galerie and Künstlerhaus Stuttgart. With 
Abel Auer, Marc Matter, Birgit Megerle, and 
Elena Poulou. Moderated by Michael Hilt­
brunner, Susanne Kaufmann, and Fatima 
Hellberg.

• Publishing and archival strategies in artistic 
practices (The example of Peter Trachsel  
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 154Archives on Research­based Art Fig. 1  Liliane Csuka in the studio, 2018
Fig. 2  Rudolf de Crignis and Peter Trachsel: visualisierter – zeit – gedanke, 1973



 155Fig. 3 – 4 “Witch course” with Doris Stauffer. F+F Schule, Zurich, 1977



 156Archives on Research­based Art Fig. 5  Doris Stauffer Archive. Prints and Drawings Department, NL, Bern, 2019
Fig. 6  Teamwork with Doris Stauffer. Women’s liberation movement protest against 

a beauty pageant. F+F Class, Kunstgewerbeschule, Zürich, 1969 



 157Fig. 7  Peter Trachsel Archive in the Passagenhaus. Dalvazza, Küblis, 2018



In extremely globalized cities like Hong Kong, 
and to a slightly lesser degree Zurich and other 
urban clusters, heavy development and fast 
transformation processes are underway, rein­
forced by neoliberal policies and the associated 
economic, social, urban, and cultural policy 
strategies. How to capture, describe, and inter­
pret such fast­paced developments was the 
leading focus of this research. Researchers, stu­
dents, and artists from the School of Design at 
the Hong Kong Polytechnic University and from 
Zurich University of the Arts collaborated on  
the project with community organizers like 
SoCO (Society for Community Organization)  
between 2013 and 2016. In many field trips at 
different times of day and during various sea­
sons, a great amount of material was collected. 
The main research materials were photo and 
video documentaries, participatory photo ob­
servations, interviews, artistic interventions, 
and expert talks. 
 For the study a small area with open 
streets was chosen around the southbound  
side of Sham Shui Po MTR station up to the West 
Kowloon Corridor of Sham Shui Po, one of the 
poorest and most traditional districts of Hong 
Kong, to investigate how its public spaces were 
experiencing urban transformation and gentrifi­
cation. The project was able to show—and pres­
ent as a result in the book—interesting ways and 
methods in which different groups of people 
from different classes, different social and eth­
nic groups, and different nations deal with pub­
lic spaces; how they use and transform, appro­
priate and occupy them, formally or informally, 
legally or illegally. 
 Official vendors at the daily market in 
Sham Shui Po often tolerate those who hawk 
their wares in the night market, even reaching 
tacit agreements that allow the night vendors 
to sell from unofficial stands erected on the  
dismantled, locked, official market stalls. A fur­
ther example for creative, informal solutions  
is the widely accepted temporary occupation of 
the street space allotted for traffic by the night  
market vendors. Despite, or perhaps especially 
because of the economic pressure on public 
space, every last square meter of the area is 
used as market space by mutual agreement of 
all residents. 
 These informal solutions, which are always 
the result of a negotiation process, are based 
not on the enforcement of strict rules, but are 
understood by us as “politics of space.” It is a 

con tinuously developed consensus among 
those who sell at the night market in Sham Shui 
Po, some of whom come from mainland China, 
various countries in the Arab world or Pakistan. 
Consensus building manifests itself as a color­
ful, slightly chaotic, and yet peaceful bustling of 
different population groups with a wide vari­
ety of social and ethnic backgrounds who con­
verge every evening on the streets of the night 
market.

Jürgen Krusche

Project Title 
Politics of Space. Public Spaces in Sham Shui 
Po, Hong Kong 

Project Period
1 January 2014 – 31 December 2018

Keywords
• Public space
• Street space
• Artistic research
• Gentrification
• Urban transformation

Head of Project
• Jürgen Krusche, artist and urbanologist

Project Team
• Yunlong Song, filmmaker
• Baggenstos / Rudolf, students and artist duo
• Marc Latzel, photographer

Research Partner
• Siu King Chung, Head of School of Design, 

Hong Kong Polytechnic University 

Project Partners
• Patrick Müller, musicologist and cultural 

researcher
• Nuria Krämer, curator and culture manager
• Connecting Spaces Hong Kong – Zurich
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Project Funding
• Hong Kong Arts Development Council 

(publication) 

Website 
• https://blog.zhdk.ch/politicsofspace 

Related Projects
• Community Museum Project by Siu King 

Chung, Hong Kong, since 2002

Publication 
• Jürgen Krusche and Siu King­Chung (eds.) 

(2017): Deep Water. Public Spaces in Sham 
Shui Po, Hong Kong. Volume 17 of the Insti­
tute for Contemporary Art Research series. 
Hong Kong: MCCM Creation.
A Open access: https://doi.org/10.5281/

zenodo.6498198 

Lecture
• Jürgen Krusche: “Die Strassen von Sham Shui 

Po als Ort ‘tiefer’ oder ‘radikaler’ 
Demokratie.” In: Demokratie und Frieden auf 
der Strasse. Conference 29 – 30 June 2018. 
Karl­Franzens University of Graz. 

Workshop and Seminar
• Art as Diverter. March 2015. School of  

Design, Poly­U, Hong Kong. With artist duo 
Baggenstoos / Rudolf.

• Politics of Space—Sham Shui Po. Spring  
Semester 2016. School of Design, Poly­U Hong 
Kong. With Siu King Chung. 

Conversation
• Zurich meets Hong Kong—A Book and a Talk. 

27 October 2017. Wontonmen, Kowloon, 
Hong Kong. With Siu King Chung, Yunlong 
Song, and Jürgen Krusche.

Exhibition
• Public Spaces in Sham Shui Po, Hong Kong. 

16 – 22 November 2016. Zurich University  
of the Arts. With works by Siu King Chung, 
Yunlong Song, and Jürgen Krusche.
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 160Politics of Space Fig. 1  Night market. Sham Shui Po, Hong Kong, 2016
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 162Politics of Space Fig. 2  Street space. Sham Shui Po, Hong Kong, 2016
Fig. 3  Night market. Sham Shui Po, Hong Kong, 2016



 163Fig. 4  Big Eye Sister. Sham Shui Po, Hong Kong, 2016
Fig. 5  Street space. Sham Shui Po, Hong Kong, 2016



 164Politics of Space Fig. 6  Rooftops. Sham Shui Po, Hong Kong, 2016
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The Draft project built on the two projects Pub-
lic Plaiv and Art Public Zurich. In Public Plaiv  
the artists examined the functions of public art, 
especially the function of mapping out local 
zones of conflict. In Art Public Zurich the initial 
constellation was changed by the shift in frame 
of reference from public space to the public 
sphere. The “experimental system” also con­
cerned locally specific problems which the  
artists addressed with reference to interdisci­
plinary specialized knowledge. In the expanded 
context of globally networked contemporary 
art, however, it seemed advisable to conceptu­
alize “public art” more broadly. Accordingly, the 
Draft project defined public art as contempo­
rary art which especially addresses public is­
sues, and thus produces, contributes to, or pro­
vokes public debate. 
 Draft consisted of nine interdisciplinary 
collaboratives in nine cities around the world: 
Beijing, Cairo, Cape Town, Hamburg, Hong Kong, 
Mexico City, Mumbai, St. Petersburg and Zurich. 
Each of the collaboratives was ideally com­
posed of at least one artist, one curator, and one 
scholar. In early summer 2015, at the start of the 
joint undertaking, the collaboratives met for a 
public conference in Mumbai, at which all par­
ticipants presented their previous work as well 
as their disciplinary and societal contexts. Over 
the course of the subsequent year, each collab­
orative realized one project, which was then pre­
sented at the second conference in Zurich in 
summer 2016. At both conferences, the differ­
ent approaches and the impact of the projects 
on their given cultural, social, and urban con­
texts were explained in detail and discussed. 
 The approach of an individual project spe­
cific to a city can be depicted using the example 
of Mexico City: Supported by preliminary works, 
the interdisciplinary collaborative addressed 
the issue of the omnipresent violence in public 
life, organized crime, and the erosion of state 
structures in Mexico. It organized a public work­
shop at the Museo Universitario Arte Contem­
poráneo (MUAC) over two evenings, in which 
twenty­two persons from various walks of life 
and scientific disciplines analyzed and inter­
preted the images of violence circulating in pub­
lic media. This was the first time in Mexico that 
neoliberal violence and narcoterrorism were  
debated in the context of a museum as an issue 
of cultural public life. Following the workshop, 
the artist collective Teatro Ojo used found foot­
age to produce At Night, Lightning, forty­one 

very short, scary video clips which were broad­
cast unannounced, quasi disruptively, into the 
programming of the university TV station at Uni­
versidad Nacional Autónoma de México (UNAM). 
 The nine collaboratives investigated,  
each in its own way, which public issues they 
perceived to be especially urgent in their local 
contexts, and in which form they should be de­
bated in which public. The topics ranged from 
real estate speculation and the refugee crisis,  
to censorship and the manipulation of public in­
formation, all the way to trials as a means of the 
repressive state apparatus.
 The Draft project succeeded in investigat­
ing and establishing a contemporary public art 
whose focus is directed toward public debates 
(in specific contexts). At the same time, the  
individual, local projects could be understood  
as a lens through which certain societal prob­
lems—or other aspects of these problems—are 
perceived in the first place. In so doing, the term 
of artwork was discarded, or redefined as a field 
that proves itself to be art precisely through its 
ability to transgress the boundaries of art, inte­
grate various disciplines, and participate in var­
ious discourses.

Christoph Schenker

Project Title
Draft. International Network for Research and 
Practice in Public Art

Project Period
1 June 2014 – 31 July 2017

Keywords 
• Contemporary public art
• Public issues
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• Cross­cultural exchange

Heads of Project
• Gitanjali Dang, curator and author 
• Christoph Schenker, art theorist

Project Associates (Conferences)
• Phalguni Desai, project coordinator and 

communications
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Participating Collaboratives 
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• Ju Anqi and Xu Peili
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• Jens Maier­Rothe, Jasmina Metwaly, Alia 

Mossallam, Sarah Rifky, and Philip Rizk 
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• Riason Naidoo, Jay Pather, and Richard 
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Peragine, and Christoph Schäfer
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Lim, and Samson Young 
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• Helena Chávez Mac Gregor, Cuauhtémoc 

Medina, and Teatro Ojo (Héctor Bourges 
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Valles, Laura Furlan Magaril, Karla 
Rodríguez Lira, Patricio Villarreal Ávila)

Mumbai
• Gitanjali Dang, Rupali Gupte, Prasad Shetty, 

and CAMP (Shaina Anand, Ashok Sukumaran, 
Zinnia Ambapardiwala)

St. Petersburg
• Chto Delat (Tsaplya Olga Egorova, Nikolay 

Oleynikov, Dmitry Vilensky)

Website
• https://www.draftprojects.info 
  With downloads of publications and  

information on local conferences, work­
shops, exhibitions, and performances. 

Conferences
• Draft Mumbai. 4 – 6 June 2015. Studio­X 

Mumbai. With contributions by all project 
participants (see participating collabora­
tives), plus Li Zhenhua, Iris Long, Reza  
Negarestani, and P. Sainath. Moderators: 
Ranjit Hoskote and Lawrence Liang.

• Draft Zurich. 28 – 30 July 2016. Zurich Univer­
sity of the Arts. With contributions by all  

Zurich
• knowbotiq (Christian Huebler, Yvonne  

Wilhelm), Nina Bandi, and Rohit Jain 

Publications
Beijing 
• Gitanjali Dang, Barbara Preisig, and  

Christoph Schenker (eds.) (2019): Ju Anqi. 
DVD. Mumbai / Zurich: Draft. 

Cairo 
• Alia Mossallam (ed.) (2016): “Ehky ya tarikh,” 

Speak history: We came to Alexandria  
in search of …. Cairo: Self­published.

project participants (see participating collab­
oratives), plus Gabrielle Goliath and Buhlebe­
zwe Siwani. Commentators: Anila Daulatzai, 
Uzma Z. Rizvi, Nils Röller, and Zheng Bo. 
Moderator: Gareth Evans.

Research Partner
• Khanabadosh, Mumbai

• Alia Mossallam (ed.) (2016, reprint 2018): 
Speak History. Workshop publication. Cairo: 
self­published.

• Jasmina Metwaly and Philip Rizk (2021):  
On Trials. A manual for the theatre of law. Ber­
lin: Archive Books. 

Cape Town 
• Riason Naidoo (ed.) (2022): Any Given Sunday. 

Newspaper supplement. Mail & Guardian. 

Works and Projects 
Beijing
• Ju Anqi: Drill Man. 2016. Video, 35:23 min.
Cairo
• Jasmina Metwaly and Philip Rizk: Exercises 

On Trials. 2016. Lecture performance. 
Cairo / Alexandria
• Alia Mossallam: Elsewehere—Struggles 

Across the Sea. 17 April – 31 May 2016.  
Project Partners
• Swiss Arts Council Pro Helvetia 
• Connecting Spaces Hong Kong – Zurich
• Studio­X Mumbai 

21 January 2022. Johannesburg: Mail & 
Guardian. 

Hamburg
• CTC Curating the City (2020): Beyond Wel-

come: Another Planning is Possible. Post­
card. Mumbai / Zurich: Draft.

• Alice Peragine (2020): Soft Core—Protection 
Procedure. Set of six postcards. Mumbai /  
Zurich: Draft. 

Research workshops. 
Cape Town 
• Any Given Sunday. 15 May – 5 July 2016. Nine 

public performances.
Hamburg
• Alice Peragine: Soft Core—Protection Proce-

dure. 5 May 2016. Site­specific performance. 
• CTC Curating the City: Beyond Welcome: 

Another Planning is Possible. 28 May 2016. 
Project Funding
• artEDU Stiftung 
• Stanley Thomas Johnson Stiftung 
• Ifa Institut für Auslandsbeziehungen 

Hong Kong
• Giorgio Biancorosso, Qinyi Lim, and Samson 

Young (2021): Draft: Orchestration. Zurich: 
Zurich University of the Arts and Mumbai: 
Khanabadosh.

Mexico City
• Helena Chávez Mac Gregor and Cuauhtémoc 

Medina (eds.) (2018): Teatro Ojo: En la noche, 
relámpagos—At Night, Lightning. Mexico: 

Choreographed parade. 
Hong Kong
• Samson Young: Orchestrations. 2016. Video, 

24:00 min. 
Mexico City
• Teatro Ojo: At Night, Lightning. 2016. Forty­ 

one videos of 31 seconds each.
Mumbai
• R and R. Since 2016. Centre for artistic and 

Related Projects
• Public Plaiv, Zurich University of the Arts, 

2001 – 2002
P. 20

• Art Public Zurich, Zurich University of the 
Arts, 2004 – 2012
P. 36

• Swiss Psychotropic Gold, Zurich University 
of the Arts, 2015 – 2020

Museo Universitario Arte Contemporáneo. 
Mumbai
• Gitanjali Dang (ed.), forthcoming. 
St. Petersburg
• Dmitry Vilensky (ed.) (2016): Houses of cul-

ture—Yesterday, today and tomorrow.  
Newspaper Chto Delat, no. 38. August 2016.  
Reprint as no. 40. May 2018.

Zurich

intellectual activity. 
St. Petersburg
• Chto Delat: Rosa’s House of Culture. 2015. 
Zurich
• Knowbotiq: Swiss Psychotropic Gold:  

Delinking Commodity Trading. 28 – 30 July 
2016. Performative assemblage. 

P. 184
• InOctober, Zurich University of the Arts, 

2016 – 2021
P. 190

• Nina Bandi, Christian Huebler, and Yvonne 
Wilhelm (eds.) (2020): Swiss Psychotropic 
Gold. Volume 23 of the Institute for Contem­
porary Art Research series. Basel: Merian 
Verlag. 
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 168Draft Fig. 1  Carlos Amorales and Buró Fantasma: Performance. University Museum of 
Contemporary Art, Mexico City, 2016
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 170Draft Fig. 2  Teatro Ojo: At Night, Lightning. Video still, 2016
Fig. 3  Vecinos del Ritmo and Ilena Diéguez: Performance. University Museum of  

Contemporary Art, Mexico City, 2016



 171Fig. 4 – 5 Teatro Ojo: At Night, Lightning. Video stills, 2016



The Chinese Contemporary Art Award (CCAA), 
established in 1998 by the Swiss entrepreneur 
and former ambassador to China Uli Sigg, along 
with its archive in Beijing, were the starting 
point and reference of the investigation. The  
exemplary case study describes current ten­
dencies and mechanisms of Chinese contem­
porary art and of the globalized art world. The  
objects of the analysis were the structures of re­
lationships between persons, institutions, spe­
cialist discourses and the art market, as well as 
the manifold (reciprocal) influences of the CCAA. 
What role did the CCAA play for the circulation 
of artists living in China in the increasingly glo­
balized field of art? How did the launch and pro­
motion of the awards affect the presentation 
and reception of Chinese contemporary art in 
Europe? The art­historical and ethnographic 
case study allowed the questions to be differen­
tiated and answered to some extent:
• It became clear how the growing prominence 

and the rising reputation of the award and 
the Uli Sigg Collection stimulated each other 
reciprocally.

• The composition of the jury of the CCAA with 
curators and directors of internationally  
renowned art institutions indicates that the 
members were selected strategically, with  
a particular focus on their social and profes­
sional networks. As a result, numerous win­
ners of the CCAA were invited by these key 
figures to the Biennale in Venice or the doc­
umenta in Kassel. This contributed to the  
international prominence of the Chinese art­
ists no less than did the proactive loaning pol­
icy of the Sigg Collection: Since 1986 a mul­
titude of thematic “China exhibitions” in 
Europe and America have been provided with 
works from the collection.

• The study verifies that Sigg’s targeted sup­
port for Chinese contemporary artists  
encouraged and enhanced the interest of 
European collectors and the art market  
in this field.

• It also became apparent that the artists ben­
efiting from the CCAA contributed to the 
canon formation within the Chinese art scene, 
which was significantly encouraged by the 
permanent presentation of the Sigg Collec­
tion in the future Museum M+.

• Not only did the award serve to support art­
ists, but it was equally important as a net­
working instrument for Sigg as a collector. It 
granted access to new segments of artists 

and knowledge about an art scene that was 
dif ficult for him to access. The important in­
fluence of the award is reflected in the Sigg 
Collection, which contains work by most of 
the laureates from the years 1998 to 2013. 
The distinction of the artists through the 
CCAA legitimates and ennobles the collec­
tion, and vice versa.

 The study served as a knowledge base for 
the CAS Contemporary Chinese Art I. Executive 
Education on Global Culture pilot program, 
which was held in 2015 at the Zurich University 
of the Arts’ Continuing Education Centre, and in 
2016 at the Connecting Space in Hong Kong. As 
the basis for the instruction units, a reader was 
compiled, consisting of essays, interviews and 
several network diagrams, with a comprehen­
sive index of persons and institutions. The net­
works show the social relationships Uli Sigg cul­
tivated over years with representatives of the 
Chinese and European art scene, such as Ai Wei­
wei, Lars Nittve, Harald Szeemann, Carolyn 
Christov­Bakargiev and Ruth Noack, through 
which he was able to market Chinese contem­
porary art in the West. Most of the knowledge 
collected in the reader is based on research in 
the CCAA archive in Beijing, on literature re­
views, and on many interviews with artists,  
curators, gallerists, and other actors in Beijing, 
Hong Kong, and Switzerland: Uli Sigg, Anna Li 
Liu, the director of CCAA; Pi Li, former director 
of the CCAA and designated director of the 
CCAA collection at M+.

Franz Krähenbühl and Barbara Preisig
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Contemporary Chinese Art Award 
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tion on Global Culture. Zurich University of 
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A Open access: https://doi.org/10.5281/

zenodo.6341558 
• Franz Krähenbühl and Barbara Preisig (2016): 
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Education on Global Culture. CAS Modul 
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Case Study on Global Culture. Online course, 
since 2016, Continuing Education Centre, 
Zurich University of the Arts.
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 174Contemporary Chinese Art Award Fig. 1  Sigg Collection art­storage facilities, 2014
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 176Contemporary Chinese Art Award Fig. 2 – 3 Field research. Beijing, 2014



 177Fig. 4  Huang Yong Ping: Circus, 2012. Red Brick Art Museum, Beijing, 2014
Fig. 5  Exhibition 15 Years Chinese Contemporary Art Award (CCAA). Power Station  

of Art, Shanghai, 2014



Do chimpanzees develop the self­motivation to 
use a paintbrush if they repeatedly are offered 
the opportunity to paint? Do they distinguish 
that handling a brush and paint is mutually re­
lated to the application of color and its visual  
effect? Is it ultimately possible to establish evi­
dence of a pre­graphic or pictorial intention? 
 A transdisciplinary research team, com­
posed of members of the Zurich University of  
the Arts, the University of Zurich, and the Walter 
Zoo Gossau, explored these questions. Over the 
course of twenty months, the Inherent Crossing 
project offered a group of sixteen chimpanzees 
the opportunity to participate voluntarily in  
sessions during which they were able to occupy 
themselves with painting utensils. Of the six­
teen chimpanzees in the group, five were regu­
larly responsive to the offer. One of the female 
chimpanzees, Blacky, repeatedly indicated a  
pre­graphic intention in the way she handled  
the painting utensils. On multiple occasions, 
Blacky painted solid patches of color, juxta­
posed paint applications, and displayed a differ­
entiated treatment of the liquid paint as an im­
aging material. 
 For the question of pictorial intention, the 
actual process in dealing with the utensils is de­
cisive: How are the brush and the gaze directed? 
Are their movements varied or repeated? What 
is more, however, the sessions in Walter Zoo 
made clear that the social and spatial condi­
tions, as well as how fit each animal is on a given 
day, are essential for the animal to pay any  
attention at all to the brush, paint, and carrier 
surface. The setting of the sessions, the social 
constellations within the chimpanzee group, 
and the individual relationships between the 
given scientists and apes proved to be central 
elements in this process. Accordingly, the re­
search team recorded not only the actual act of 
applying paint, but also the social factors prev­
alent during each session. Such an expanded  
focus is decisive for evaluating the study, as 
merely interpretating the traces of paint would 
be inadequate. 
 The study demonstrates, on the one hand, 
that the question of early graphic behavior 
among chimpanzees can be discussed only 
when the individual prerequisites of each chim­
panzee are accounted for. It makes clear that  
a pre­graphic or pictorial intention may poten­
tially be inherent in individual chimpanzees,  
but that pictorial interest is distinctly individ­
ual. On the other hand, it shows that the social  

parameters that enable a space of contem­
plation to emerge are of decisive relevance for 
the participation and development of pictorial 
processes.
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 180Inherent Crossing Fig. 1  Angela Widmer, Madschabu, and Blacky. Walter Zoo Gossau, 2014 
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 182Inherent Crossing Fig. 2  Manifestation by Blacky. Walter Zoo Gossau, 2014
Fig. 3  Sketch of the setting, 2013



 183Fig. 4  Malik and Elisha. Video still, Walter Zoo Gossau, 2015
Fig. 5  Painting utensils. Walter Zoo Gossau, 2014



Swiss Psychotropic Gold investigated Swiss 
commodity trading with a focus on the extrac­
tion, refining, and symbolic acquisition of gold. 
Commodity trading made an essential contribu­
tion to early industrialization in Switzerland, and 
also to the formation of a global, technocratic  
financial center. Today up to 70% of the gold 
mined globally, including conflict gold, is refined 
in Switzerland. The research consisted of artis­
tically researching encounters and confronta­
tions with actors, materialities and affects sur­
rounding commodity trading, and of physical 
sensitizations to these subjects. 
 We collaborated with the sound artist A 
Frei to trace the invisibility of the transfer of gold 
and its metabolism, and made audio­based field 
recordings at three Swiss gold refineries. We 
conducted conversations with historians (Jacob 
Tanner, Lea Haller), finance experts, and theo­
reticians (Stefan Leins, Jordy Rosenberg, and 
Achim Szepanski), gold experts, and NGOs (Pub­
lic Eye). From this we gathered that considera­
ble critical reappraisal of commodities trading 
in Switzerland has already taken place, both in 
academia and by NGOs, but hardly any projects 
have more closely investigated the affective 
economies of gold. Our aim was to trace the col­
lective imaginations, amnesias, and excitations 
which official Switzerland generates in dealing 
with gold, and to reflect upon these critically and 
somatically. For this, typical narrations of neu­
trality, security, moral superiority, and demo­
cratic attitudes were analyzed with / in their ref­
erences to the associations with the precious 
metal gold, and its colonial and postcolonial  
entanglements pointed out. In the long, inten­
sive research phase we collected primarily ma­
terials and documents in analog and digital  
archives, remaining critically vigilant for that 
which could not be found there. 
 Even today we repeatedly establish how 
up to date the topic is: On the one hand, in the 
field of politics through current initiatives (cf. 
corporate responsibility initiatives in Switzer­
land, and the supply chain law in Germany); on 
the other, in the field of art through invitations 
to conferences and exhibitions. Global commod­
ity trading with gold and its physical and men­
tal contaminations continue to create ecolog­
ical, social, and affect­economic issues that 
must urgently be addressed. Yet, the relations 
between libidinous desire, violence­oriented  
extractivism, and climate­critical interventions 
cannot be sufficiently conveyed and dealt with 

through historical and economic analyses and  
a knowledge culture based on statistics and dia­
grams. As a team we conceptualized critical  
fabulations about gold’s cosmopolitan network 
of relationships and Switzerland’s role in this 
mesh. We developed speculative scenarios in 
which we integrated gold as a material, casting 
the infrastructures of gold trading and the land­
scapes violated through gold extraction as ac­
tors whose voices must be heard. In artistically 
sensory treatments, performative encounters 
(acupuncture with gold, meditation on gold, in­
halation of psychoactive stimulants), our fabu­
lations were translated into hybrid objects of 
knowledge and the senses. These translations 
and embodiments culminated in the multime­
dia publication Swiss Psychotropic Gold.
 The experiences from the project and the 
broader questions it raised were also included 
in the SNSF­sponsored pilot project The Aes-
thetics of the Translocal. Methods of Artistic Re-
search for the Negotiation of Latent Knowledges 
with Ines Kleesattel and Uriel Orlow.
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 186Swiss Psychotropic Gold Fig. 1  knowbotiq: Swiss Psychotropic Gold. Hartware MedienKunstVerein,  
Dortmund, 2021



 187Fig. 2  knowbotiq: The Psychotropic Refinery. Helmhaus Zürich, 2022



 188Swiss Psychotropic Gold Fig. 3 – 4 knowbotiq: Swiss Psychotropic Gold Refining. Corner College, Zurich, 2017 



 189Fig. 5 – 6 knowbotiq: Psychotropic Gold. Decanonizing the University. 7th European 
Conference on African Studies, University of Basel, 2017



Contemporary public art engages with current 
societal themes by initiating or contributing to 
public debates. As such, art takes the position 
of a critical instance and contributes to foster­
ing a democratic consciousness. Proceeding 
from the fact that many topics addressed by art 
are globally significant, but processed locally, 
the translocal discussion about approaches, 
methods, and practices is of immanent impor­
tance. A discussion of this kind promises to nur­
ture knowledge about the public sphere, a con­
sciousness about global challenges and their 
local expressions, and to glean an understand­
ing of problems as well as insights into other  
life realities with their corresponding problem­ 
solving strategies. Building on the experiences 
from the Draft project, the Institute for Contem­
porary Art Research (IFCAR) initiated the InOc­
tober network of art academies and institutions 
in selected cities of the global South and North 
with a view to promoting long­term dialog, re­
search, and teaching on the international level 
among equal partners in the field of contempo­
rary public art.
 The central format of InOctober was the 
annual October School, an open, flexible event 
oriented to instruction and research. The given 
host institution chose the thematic orientation 
and organized and held the event, inviting its 
partner institutions and other guest universities 
to send students and lecturers to participate  
in the exchange program. In workshops, the­
matic city tours, visits to local activist groups 
and community programs, and seminars and 
lectures held on site, around thirty­five students 
investigated, discussed, and negotiated a locally 
significant societal challenge with a global im­
pact, such as the emotionalization of politics 
and the public sphere (Delhi 2017), or horizontal 
practices in the postcolonial discourse (Mexico 
City 2019). Internationally mixed groups devel­
oped models of artistic approaches to initiating 
and stimulating public discourse. Expert reports 
from various fields of knowledge like sociology, 
political science, and philology allowed for ob­
servation from multiple perspectives; renowned 
visual and theater artists, activists, and docu­
mentary filmmakers accentuated the urgency 
and rel evance of the addressed topic areas. The 
intensive, direct exchange among students, lec­
turers, and local experts over two weeks at each 
October School yielded a deeper understand­
ing of the situation on site, as well as in­depth  
exchange among the participants about per­

spectives, values, and artistic problem­solving 
strategies. 
 After the initial summer school in Zurich 
in 2016, entitled Negotiating Space—Art and 
Dissent, which was conceptualized and run in 
cooperation with Manifesta 11, the subsequent 
October Schools took place in Delhi and in  
Mexico City. Due to the Corona pandemic, dur­
ing the 2020 and 2021 October Schools the 
meetings and exchange among the students in 
different cities had to take place online. The de­
cidedly critical and political orientation of the 
October School resulted in the withdrawal of  
the important partner institution the Chinese 
University of Hong Kong from the program due 
to political pressure, while other universities’ 
participation was restricted by their university 
administrations. 
 The program fostered exchange among 
students, lecturers, and researchers, and long­
term cooperation with partner institutions. It 
supported university­level discourse on re­
search and instruction on both the local and the 
international levels, and facilitated the transfer 
of ideas and knowledge to the generation of 
young artists. With this it contributed to the  
sensibilization and networking of its research­
ers, students, and lecturers in the field of con­
temporary public art. Moreover, it conveyed  
that the artistic treatment of relevant societal 
topics is an important field in the art.
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 192InOctober Fig. 1  Workshop. October School Delhi, 2018
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 194InOctober Fig. 2 – 3 Field research. October School Delhi, 2018



 195Fig. 4  Talk by Medha Patkar. October School Delhi, 2018
Fig. 5  Walk with Sohail Hashmi. October School Delhi, 2018



What is Critique? was an international sympo­
sium, held at Zurich University of the Arts (ZHdK) 
and organized in cooperation with Neuer Ber­
liner Kunstverein e.V. and Inaesthetics. The idea 
that gave rise to this series of events is the pres­
ent­day doxa that thinking constitutes itself  
as critical thought only, or, in other words, that 
thought must be critical or not be thought at all. 
This criticality or criticalness as a contemporary 
technology of legitimation and power calls for a 
critique in its own right.
 Touching on the legacy of the Enlighten­
ment, which always needs to be updated and 
critically analyzed, the question of what critique 
is was discussed in relation to its central role for 
civil society. Assuming a critical attitude to­
wards all assertions and realities can enable us 
to reflect on such positions, instead of simply 
believing the discourses to be true. At the same 
time, we must acknowledge that a critical atti­
tude includes affirmative traits, and thus im­
plies and presupposes affirmations that limit  
its critical reach. The symposium was the third 
and last part of a series of events dedicated to 
the question “What is Critique?” This series of 
events began with Jean­Luc Nancy’s Unser Zeit-
alter ist nicht mehr das eigentliche Zeitalter  
der Kritik (Our age is no longer the actual age of 
critique), a keynote lecture delivered at the  
HAU Hebbel am Ufer in Berlin on 28 January 
2016. The series continued with two symposia 
entitled Was ist Kritik? (in Berlin)—What is  
Critique? (in Zurich). The first symposium was 
held on 6 – 7 February 2016 at the Neuer Berliner 
Kunstverein, the second on 1 – 2 April 2016 at 
ZHdK. While the Berlin Symposium invited speak­
ers such as Elena Esposito, Eva Illouz, Sabeth 
Buchmann, Ann Cotton, and Maxim Biller, who 
shed light on philosophical aspects on the no­
tion of critique, the Zurich symposium focused 
on artistic practices. How are the conditions  
of artistic articulation of critique—that is, one’s 
own social contextuality and relativity— 
reflected in the means of art? Which methods 
of re­framing realities and conditions of one’s 
own work are available for artistic practices? 
 The symposium comprised three main 
sessions during which three artists working in 
different social, institutional, and media fields 
discussed these and other questions together 
with a dialog partner (Artur Żmijewski and  
Gerald Raunig, Ursula Biemann and Emily Eliza 
Scott, Zheng Mahler and Roger Buergel). The  
dialog partners, together with the audience,  

explored the possibilities of critical practice, the 
forms of locating one’s art, and the relation be­
tween critique and affirmation. In addition to 
the conversation on stage, the artists presented 
some of their key works. These artworks or art 
projects built the very center of the discussion.
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 198What is Critique? Fig. 1  Ursula Biemann: Lecture. Zurich University of the Arts, 2016
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At the center of the project were fifteen (post­)
digital artistic projects with a twofold charac­
ter. They operate as discursive symbols, on the 
one hand, and as functional infrastructure, on 
the other. They theorize and adopt freely acces­
sible online and offline resources like digital ar­
chives, technical infrastructures, local spaces 
and educative formats. In so doing they raise 
fundamental art theory and social science ques­
tions, which we researched under the aspect of 
commons. For us it was important to research 
not about these projects but with the artists and 
activists who run them, and to determine and 
negotiate key questions on the basis of the pro­
jects. The research project itself assumed a two­
fold character. On the one hand, we conveyed the 
research results discursively; on the other, we 
compiled freely accessible resources with which 
others can continue our work on their own.
 Commons—self­organized relations for 
the free use of shared resources—constitute a 
comprehensive alternative to an order struc­
tured on private property. Its structuring ele­
ment is not individual ownership but common 
concern. Who belongs to the community and on 
what goals this concern is oriented—growth, 
preservation, transformation—essentially de­
termines the character of commons. From the 
perspective of art theory, commons pose ques­
tions such as the role of authors, the boundaries 
of the work, and the relationship between pro­
ductive and reproductive work. From this per­
spective, commons projects can be understood 
as a form of institutional critic, whereby their 
critique is primarily articulated by an institut­
ing practice and only indirectly targets existing 
institutions.
 The central methodological element of 
the project was research meetings, physical 
meetings with the artists and theorists which 
lasted several days, in order to define the ques­
tions that emerged from the projects and reflect 
on them together. We did not proceed from the 
assumption that we researchers knew more 
than the participating artists. The goal was to 
create a shared space for horizontal exchange 
and learning. 
 Video interviews with all participating art­
ists were conducted and recorded in high qual­
ity. These interviews pursued two objectives: 
First, to give the artists the opportunity to ren­
der in compact form the often quite fragmented, 
long­term and process­oriented projects, and to 
reflect upon them along an interview guide we 

compiled. Second, we generated material with 
which we and other persons can continue to 
work. For this purpose the interviews were 
placed on the project website and freely li­
censed. In a manner not atypical for (digital) 
commons, these interviews are simultaneously 
final product and raw material.
 In addition to a multitude of smaller pub­
lications, lectures, and exhibition contributions, 
the research project generated three major  
outputs. First, the website, on which we docu­
mented the process from beginning to end,  
and which serves as the central archive for  
the shared materials. Second, an exhibition at 
panke.gallery in Berlin (Sept. / Oct. 2019), in 
which we cooperated with the artists to develop 
“scores.” These “scores” translated the process­ 
oriented projects into the exhibition space, 
without losing the twofold character of the  
projects as discursive symbols and actionable 
materials. A comprehensive catalog was cre­
ated for the exhibition as well. Finally, theorists 
were invited to work on a collective book. Each 
participant was to reflect on the projects and 
their potentials from their own perspective. The 
interviews served as a shared foundation and 
were provided to the authors. Thus, a collection 
of texts emerged that were independent but  
repeatedly entered into dialog with each other 
through their many references to the projects, 
and conveyed a dynamic relationship between 
polyphony and focus.
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 202Creating Commons Fig. 1  Interview with Sean Dockray. House of Electronic Arts, Basel, 2018
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 204Creating Commons Fig. 2  Cornelia Sollfrank: Giving What You Don’t Have. Yebisu International Festival 
for Art & Alternative Visions, Tokyo, 2017

Fig. 3  Eva Weinmayr: Against Immunisation. panke.gallery, Berlin, 2019



 205Fig.4  Constant: Collaboration Guidelines. panke.gallery, Berlin, 2019
Fig. 5  Interview with Laurence Rassel. House of Electronic Arts, Basel, 2018



In the 2015 French documentary film Mainmise 
sur les villes? (Who owns our cities?) city plan­
ner Jan Gehl demands access to public spaces 
as a human right. In the neoliberal or entrepre­
neurial city, however, this access is threatened 
by privatization and commodification, as well as 
through increasing regulation and practices of 
exclusions and signposting. The homeless, alco­
holics, rampaging youths, and otherwise unde­
sirable persons are increasingly being driven out 
of many public spaces. While many city planners 
and sociologists call for more heterogeneity and 
diversity to keep cities vibrant, city administra­
tions often work in the opposite direction. The 
increased cooperation of cities with private in­
vestors and globally operating companies, es­
pecially, is leading to the loss of what makes a 
city vibrant: free and open encounters between 
people from different classes and cultures. At 
the core of every “open city” are public spaces 
that can potentially by accessed by everyone.
 As such, exclusion and displacement are 
interwoven with entrepreneurial urban policy, 
and are frequently deployed deliberately as 
strategies to redesign cities according to glob­
ally oriented ideals and economic interests. 
Strategies of exclusion change not only the pub­
lic spaces but also social togetherness. Ever 
more city dwellers are affected by these com­
plexes processes all over the world, yet their 
voices are rarely heard. Seldom is it shown how 
these top­down processes on the use of public 
spaces affect the residents of cities. The Frag-
mented City intended to change this, and fo­
cused on the perspective of the excluded. It 
showed the deliberately deployed urban strat­
egies and measures as well as their associated 
impacts. It also documented the unconscious 
and subjective perception of the affected pop­
ulations that were targeted for exclusion.
 The investigation was based on three case 
studies in Berlin, Graz, and Zurich. They focused 
on three questions: In what spaces are what ex­
clusion processes taking place? Who is affected 
by them in what way? How do they become vis­
ible, that is, what are their consequences on the 
public spaces? 
 Four methodological approaches were  
applied: In video walks, public spaces were vis­
ited by the excluded, who followed the project’s 
key questions to comment on the spaces. Con­
comitantly, comprehensive photographic re­
search was performed at selected locations. In 
cooperation with an actor, concrete situations 

experienced by the excluded in urban spaces 
were re­enacted and photographed. A further 
approach focused on participative and perform­
ative aspects of loitering.
 The four different approaches were re­
flected in the four different methods of media 
representation in the final publication. These  
included a text illustrated with images and vid­
eos, four video portraits accompanied by longer 
interview passages, a long photo essay, and a 
brief written depiction of the field work based 
on field notes. 
 Because its methodological approach and 
its media presentation place the project in a 
transdisciplinary field between scientific and ar­
tistic practices, it makes an important contribu­
tion to artistic urbanology.
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 208The Fragmented City Fig. 1  Jürgen Krusche: Notes and sketches for Der Stellvertreter. Berlin, 2018



 209Fig. 2  Jürgen Krusche: Notes and sketches for Begging Cups. Berlin, 2018



 210The Fragmented City Fig. 3  Jürgen Krusche: Currybernd ist wieder da (detail). Berlin, 2019
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 212The Fragmented City Fig. 4  Julia Weber: Wir bleiben hier. Solange die Sonne scheint. Video still,  
Berlin, 2019

Fig. 5  Jürgen Krusche: Working material on Currybernd. Berlin, 2017



 213Fig. 6  Thomas Schärer: Field research. Video still, Zurich, 2017
Fig. 7  Jürgen Krusche: Place to sleep. Tiergarten, Berlin, 2018



The interdisciplinary research cooperation 
Computer Signals, established in 2012, built  
on precursor projects to investigate aspects of 
producing and processing data in the biosciences. 
Taken together, the three project phases consti­
tute a long­term study on the transition from 
analog to digital research practices based on the 
example of two working groups, one in Heligoland 
and Spitsbergen and the other in Austin, Texas.
 Computer Signals II concretizes the re­
search questions that Computer Signals I raised 
from the perspective of artistic work: Counter­
ing the common perception that digital data 
have always been around and were transported 
incorporeally through the ether from one device 
to the next, the art project used spatial installa­
tions to show the massive materiality of the ma­
chines and infrastructures deployed to collect, 
distribute, and calculate (scientific) data. They 
recorded the sounds of electronic research ap­
paratus, obtained by means of induction coils, 
and translated them into acoustic energy, mak­
ing it possible to hear, see, and sense not only 
the noise, but also the distinguishable sounds 
and rhythms of the machines. This art inverted 
the scientific work that consists in isolating phe­
nomena and abstracting them into stable units 
of information, instead making the local condi­
tions and environments of their production  
perceptible. The prism of art broke digital data 
work into a spectrum of physical work taking 
place under extreme climatic conditions in  
concrete locations. The devices of the internet­ 
based remote sensing project on climate im­
pact research are subjected to storms, icebergs, 
and often exuberant bioactivity off the island of 
Spitsbergen at the North Pole. Much of the enor­
mous energy needed to cool the supercomput­
ers and machines of the genetic and neurore­
search in Texas is extracted from the university’s 
own oil fields through fracking. 
 The experiences made in the art project 
increasingly raised awareness of media ecology 
issues, which were discussed in the framework 
of an exhibition and a conference as well as in 
several scientific publications addressed to a 
broader audience. Subjects of debate included 
the societal conception of environment and how 
this changes when nature is understood to be 
the substrate of terrestrial and submarine infra­
structures, and thus the ultimate infrastructure 
of its own observation. To take this idea even fur­
ther: In this function nature is what also makes 
possible the individual digital media consump­

tion of our everyday life, which, itself, is a grow­
ing driver of climate change. 
 Results of the work of the Computer Sig-
nals research cooperation, whose members in­
cluded three experienced science researchers 
in addition to the artists and biologists, were 
made accessible to the public on the Computer 
Signals web platform developed especially for 
the project, in the form of a conversation rein­
forced with various data and media formats 
(Rigi Discussion). This conversation concerned 
not only how to look at data work and its infra­
structures but also how to deepen our under­
standing of today’s foundation of data­driven  
biological research through mutual exchange.
 In the framework of the subsequent SNSF 
Agora project Listening to Data Flows. How Art 
and Biology Bring the Environment into the 
Computer (2021 – 2024), besides exhibitions in 
art institutions at sites of science research in 
Bremerhaven (Alfred Wegener Institute, climate 
impact research), Basel (molecular biology), and 
Zürich (environmental sciences), we are devel­
oping our own communication formats. We in­
vite sound artists to produce their own art using 
the sound archives that have grown to become a  
substantial resource over the course of the long­ 
term project, and organize soundwalks and col­
lective explorations of digital infrastructures in 
urban spaces in the immediate surroundings of 
institutions of science and art.
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 216Computer Signals II Fig. 1  Testing the hydrophone. Port of Heligoland, 2017
Fig. 2  Unterwater webcam. Scientific Diving Centre, Biological Institute  

Heligoland, 2020



 217Fig. 3 – 4 Implementation of the electromagnetic pickups in the main housing  
of RemOs3. Scientific Diving Centre, Biological Institute Heligoland, 2020



 218Computer Signals II Fig. 5  RemOs2 with hydrophone. Biological Institute Heligoland, 2017
Fig. 6  RemOs3 support structure. Scientific Diving Centre, Biological Institute  

Heligoland, 2021



 219Fig. 7  MarGate underwater testing ground. RemOs2 installation plan, Biological  
Institute Heligoland, 2017



When do you work? What are you paid for? How 
do infrastructures, apparatuses, and forms of 
life influence our work? How do we influence 
them? What don’t you capitalize in your life? 
Who determines funding policies? Does a PhD 
make one happy? Who is allowed to do research? 
How white is your research community? Where 
does your work stop? What goes into your CV? 
Which currencies does our work circulate in? 
How is your enterprise doing? How many projects 
can one pursue at the same time? Can “work 
done out of love” be paid for? How do we change 
our working conditions by talking about them?
 Art Research Work. SARN (Swiss Artistic 
Research Network) Conference 2017 explored 
the working conditions prevailing within artis­
tic research. In the last twenty years, artistic 
work known as artistic research has been insti­
tutionalized and found its place in the academy. 
Arts universities are establishing research insti­
tutes, promoting PhD programs, and competing 
against universities for funding. Most artists 
have only small workloads of institution­based 
research. As much time is spent on projects and 
exhibitions as on teaching and earning a living. 
Although much of this work receives great sym­
bolic recognition, it remains largely unremuner­
ated. Working in such diverse contexts demands 
great flexibility regarding methods, skills, and 
the ability to reconcile multiple roles. The two­
day SARN Conference reflected on the processes 
involved in institutionalizing the changing ma­
terial and ideological preconditions of artistic 
research in recent years from the perspective 
of artistic researchers. While drawing on a fem­
inist and intersectional approach, the contrib­
uting artists and researchers reflected on the 
current situation of artistic researchers, outlined 
concrete ideas for future work­life strategies 
and for other funding and job opportunities, and 
formulated demands for self­determined artis­
tic research.
 The conference took place at Zurich Uni­
versity of the Arts (ZHdK). The cascading stair­
case—the most central and most public space 
at ZHdK—served as a conference forum. Partic­
ipants met there to provide input, talk, draw, 
share conclusions from group work, and for 
meals and recreation. The conference was 
structured by three panels: 1. Episteme: Work­
ing Toward Findings, 2. Secret Currencies—
Writing CVs, and 3. New Economy and New 
Economies—Changes in the Education System 
and in Art Institutions. The workshops related 

to the panels were held in small groups in loca­
tions beyond the reach of the central reserva­
tion system. The groups moved around the 
spaces with folding chairs and mobile working 
instruments.
 In her workshop Crip Modes. Radikalis-
ieren des Fragens über den Alltag hinaus, Eva 
Egermann addressed historical documents via 
Disability Studies and critiques on normality and 
normativity. The workshop took place at the his­
torical design collection of chairs at the Museum 
für Gestaltung. Night Shift—Precarious Sweat 
Music invited participants to join a ninety­ 
minute party that took over a service elevator. 
In their workshop, Amal Alhaag and Maria Gug­
genbichler played the game of randomly uplift­
ing and downgrading bodies—just as it some­
times happens to us, our salary, and CV at the 
workplace. Raju Rage discussed with partici­
pants how QTIPOC (Queer, Trans* Intersex Peo­
ple of Color) survive Art School. The aim of the 
workshop was to challenge institutional racism 
and white supremacy within a cultural frame­
work. The SARN Library was a place to recover 
from the discussions, to meet for a chat, to 
browse SARN publications, and to find informa­
tion on SARN activities. The SARN Table Talks 
turned the participants’ attention to their own 
personal relationships to work.
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 222Art Research Work Fig. 1 – 4 Workshops and table talks, Zurich University of the Arts, 2017
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 224Art Research Work Fig. 5  Valentina Vuksic: Performance. Zurich University of the Arts, 2017
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Establishing philosophy in instruction at art 
academies is a mark of distinction. Under the  
aspect of artistic research, this poses the ques­
tion as to whether philosophizing in images and 
in nonverbal signs is conceivable, and whether 
such philosophizing exists. Fruitful work for ad­
dressing this question is taking place in the  
context of Visual Studies, where images are  
analyzed that were relevant in the history of phi­
losophy and are currently regaining popularity 
in the form of illustrated introductions to philos­
ophy. One of the most popular images shows 
“Lady Philosophy” in the Consolation by the an­
cient philosopher Boethius. This manuscript was 
copied and illustrated over a period of at least 
1000 years. The Iconography of Consolation pro­
ject investigated eight images in four editions 
of this text to examine how historical images 
from the history of philosophy can be addressed 
by contemporary image production. The first 
step of the project entailed Barbara Ellmerer, 
Sarah Burger, and Nils Röller developing the con­
cept of image protocols.
 The image protocols differentiated be­
tween the historical source image, formular, in­
termediate steps, and what was called a “target 
image,” which the project team defined as the 
conclusion of the artistic­creative confrontation 
with the source image. This included research 
beforehand, consultations in specialized librar­
ies, taking notes and photographs there, and 
drafting work in the studio. In the studio, the 
perceptions while producing the target images 
were analyzed anew, thus reciprocally interact­
ing with the production of the target image. All 
source images were taken from the iconogra­
phy of the Consolation by Boethius. In collabo­
ration with the Zurich University of the Arts Me­
dia and Information Centre and the prometheus 
digital image archive, the iconography for the 
project was recorded digitally.
 The image protocols by Barbara Ellmerer 
and Dominic Neuwirth showed that the process 
from the source image to the target image was 
characterized by interruptions, restarts, and 
abrupt shifts, and proceeded intermittently. 
Phases of perception overlapped with processes 
of production. Processes of image production 
were accompanied by adjustments and exami­
nations of means of representation and their 
suitability for a target image. The image proto­
cols by Barbara Ellmerer, for instance, can be 
read as documents of a dialog which the artist 
organized between her familiar means of rep­

resentation (paint, ink, ice, monotype, scan, ink­
jet) and the representation in the target image. 
The conclusion of the dialog was arbitrary, erup­
tive; it was also determined by the artist’s deci­
sions about what means of representation she 
decided to use. The dialog could have been re­
sumed just as arbitrarily. Thus, the research de­
sign was able to confirm that the artistic exam­
ination is constitutively and self­reflexively 
coupled with the utilized materials. At its con­
clusion this led to a discussion about how 
strongly moments of material experience are  
involved in this process, and to the further re­
search question as to whether artistic produc­
tion is a form of experience that cognitively 
undermines the separation between the sensory 
and the cognitive, or whether it operates inde­
pendently of this separation. These findings 
open the door to a field in which philosophy and 
artistic activity can encounter each other with­
out mutual assimilation. In order to prepare the 
image protocols and their discussion during the 
workshops and the closing symposium, the  
project focused on developing the relevant ter­
minology and iconographic references. To facil­
itate communication within the team, these 
terms and iconography were saved weekly in an 
online glossary and an online gallery. A landing 
page and a blog presenting the image protocols, 
views of the exhibition, and information on the 
symposium were published in fall 2018 and have 
since served to communicate the project to the 
public. This platform was supplemented by reg­
ular posts on Instagram.

Nils Röller
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 228Iconography of the Consolation Fig. 1  Boethius: Consolatio Philosophiae. Austrian National Library, Latin, quarto, 
10th century



 229Fig. 2  Barbara Ellmerer: Sketch. Image protocol no. 2, 2018



 230Iconography of the Consolation Fig. 3  Barbara Ellmerer: Sketch. Image protocol no. 8, 2018 



 231Fig. 4  Boethius: Consolatio Philosophiae. Strassburg, Grüninger, 1501



 232Iconography of the Consolation Fig. 5  Barbara Ellmerer: Sketch and target image. Image protocol no. 4, 2018 



 233Fig. 6  Barbara Ellmerer and Vera Kaspar: Image protocols. Ikonografie der Trost-
schrift, blog, 2018



Trading Zones was concerned with camera­ 
based practices at the interfaces of artistic  
and ethnographic research. It focused on prac­
titioners who critically investigate their cine­
matographic and photographic means of pro­
duction and how they are socially embedded. 
The project started as a series of events which 
we held with artists, anthropologists, and doc­
umentary filmmakers at Zurich University of the 
Arts between 2018 and 2020. The thematic em­
phasis emerged from a practical need: Many  
artistic researchers in our circle deal with how 
they can use the camera as a tool, based on the 
methods of research, observation, and oral his­
tory, to find out about ways of living together. 
The wide spectrum of topics addressed by the 
projects made it difficult to recognize that a 
shared object of discussion could emerge from 
this series. With the series of events, we not only 
stimulated discussions among the researchers; 
in the screenings, lectures, and workshops we 
also followed the methodological problems 
across disciplinary boundaries and sought dia­
log with researchers in the fields of ethnogra­
phy and visual anthropology. 
 The contributions to the events were fur­
ther developed for the volume Trading Zones—
Camera Work in Artistic and Ethnographic  
Research (2022) and reflected in the form of 
conversations, essays, and artistic works. In this 
book artists, anthropologists, and documentary 
filmmakers think out loud about the practical 
side of their camera work, about the pitfalls and 
potentialities occurring before and during re­
cordings in the field, in postproduction or pres­
entation. What all contributions have in common 
is that the camera is also an actor, not a mere 
recording instrument. But how does the camera 
help shape the relationship to the field, to the  
research object, and to the participants? How 
can its social function be described? How does 
it enable, compel, and determine the action? 
What does the camera see that the camera­
woman does not? How is it interwoven with the 
narrative position of the author, and what rep­
resentational share is the camera image unable 
to shake off? 
 The book collects projects that can be un­
derstood as trading zones in the broader sense. 
They are places where working with the camera 
also enables negotiation: about common issues 
of artistic and ethnographic research, about the 
interests and expectations of the filmmaker, the 
filmed, and the viewers, about different narra­

tive positions, and about translocal entangle­
ments. These negotiations open up a shared 
field of artistic and ethnographic investigation 
whose potential is far from exhausted.
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 236Trading Zones Fig. 1  Lena Maria Thüring: How to decide what to do with your life. Two­channel  
installation, performance, Le Foyer, Zurich, 2016
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 238Trading Zones Fig. 2  Anette Rose: Enzyklopädie der Handhabungen. Set photo #2, 2009/2010
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Processes of artistic creation are a frequent sub­
ject in film, literature, and history of art. Works 
from these disciplines generally pay insufficient 
regard to the kind of detailed and systematic ob­
servation that focuses on the practices of cre­
ating and their technical and material aspects. 
Such a focus is achieved in other fields—espe­
cially in laboratory studies (science and technol­
ogy studies), but it is also of the interest of epis­
temology, art history, art technology, artistic 
research, and printing practice. 
 This was the starting point for the Hands- 
on project. It developed a method of systemat­
ically recording the artistic­technical processes 
in the print workshop from multiple perspectives 
—detailing all work steps, subtasks and hand 
movements, accounting for the whole spec­
trum of materials, tools, and machines used in  
production. This allowed the construction of a 
prototype for a potentially comprehensive doc­
umentation that records not only action pro­
cesses but also the infrastructure closely linked 
to them. All this information was captured on 
the one hand on video, in written notes and in­
terviews, and on the other by taking a digital in­
ventory of everything that was used or created in 
the work process, including artifacts and traces. 
The acquisition and cataloging complied with 
methods of qualitative research established in 
social science and ethnography, as well as ar­
chiving practices.
 The research project also developed a 
special user interface that features two adja­
cent frames which display synchronous video 
documents showing the artist and the printer at 
work in the workshop. At each moment during 
the filmed process of creation, access to the  
database allows the viewer to open all linked me­
dia files, recordings, and contents of the digital 
inventory. The links were created using a coding 
method that requires inventory entries much 
more abundant and differentiated than those in 
standard museum inventories. Accordingly, the 
coding achieves the status of scientific acquisi­
tion as understood in the context of traditional 
inventories. A special process vocabulary was 
created and introduced in order to capture the 
functions of the individual work steps, hand 
movements, and spoken interactions. 
 Components from three workshops 
flowed into the user interface. First was the li­
thography workshop, in which the object of  
observation—and what is shown in the user in­
terface—took place. The second, the ethno­

graphic workshop, was where the processes  
of observation were developed (keywords: tech­
nical­ethnographic film, observation protocol). 
The third workshop, finally, was the digital work­
shop. Its content was the data engineering 
which transformed and amalgamated the data 
for the user interface. 
 A user interface resulting from these 
three workshops contains a wealth of important 
information that was not previously available  
to the fields of art technology and history of art. 
It is also invaluable for artists and printers, since 
it helps to preserve and convey a cultural tech­
nology that is in danger of extinction. 
 The technical arrangement of the print­
ing workshop embodies a knowledge that is  
expressed in the figure of the printer. The art­
ist’s implicit knowledge is also made visible,  
displayed as practical knowledge shown during 
the activity of creating art. The original plan for 
the project design intended to map out this  
sedimented knowledge and relate it to the dis­
courses of science and technology studies.  
Unfortunately, the position which was to per­
form this work from the research program was 
not granted SNSF funding. Yet the results of the 
project do offer a solid empirical foundation 
upon which further science and technology 
studies will be able to build. Hands-on is related 
to other research at the IFCAR that can be un­
derstood as quasi artistic science studies, espe­
cially that of Hannes Rickli.
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 242Hands­on Fig. 1  Observation situation at Steindruckerei Wolfensberger AG. Zurich, 2021 
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 244Hands­on Fig. 2  Tap­outs, Steindruckerei Wolfensberger AG. Zurich, 2019 
Fig. 3  User Interface https://hands­on.zhdk.ch, 2022 



 245Fig. 4 – 5 The research team at Steindruckerei Wolfensberger AG. Zurich,  
2021 and 2019



The artistic­scientific pilot project investigated 
the conditions, processes, and criteria of how  
artistic research can make latent knowledges 
of the translocal aesthetically perceptible and 
epistemically negotiable. Translocality in this 
context means a globally interconnected struc­
ture composed of heterogeneous actors, prac­
tices, and dynamics, which is characteristic for 
the globalized present yet simultaneously  
difficult to perceive and comprehend. Closely  
integrating the practice of artistic research with 
a critical methodological discussion, our pro­
ject asked under what conditions and in which 
constellations translocal interrelationships  
can be traced, activated, and negotiated 
through artistic research—and how this could 
be discursively differentiated in the sense of a 
critical methodology.
 Since the specific aesthetic­epistemic  
potential of artistic research consists precisely 
in the inextricable interrelationships between 
form and content, the methodological aspira­
tion of the project was clearly not aimed at the 
prescriptive formulation of universalizable 
methods in the strict sense. Instead, it sought 
possibilities of differentiating between the  
semiotic­material and the relational­ethical 
conditions of artistic research focused on  
translocality, which would account for their 
particularities. 
 For this reason, the project closely inter­
laced artistic research practice and aesthetic­ 
epistemic theoretical work through constant  
exchange. Within this interlacing the project 
team pursued:
I Two artistic focus studies, each of which was 

dedicated to specific global, historical,  
biosocial, and techno­ecological constella­
tions, namely:  
a The medicinal plant Artemisia afra, which  
 is cultivated in the Congo (Orlow), and  
b Techno­ecological transformations  
 of an upland moor in North Sutherland,  
 Scotland (knowbotiq);

II Art theoretical­philosophical contextualiza­
tion and definition of terms (Kleesattel); and

III Critical­methodological reflections in the 
team and in exchange with external experts 
from art and science.

 Provisional research findings of the pilot 
project flowed into a set or question cards, com­
piled as a critical­methodological tool entitled 
Untooling. It served primarily to differentiate  
between two of the central imperatives which 

our study worked out for response­able encoun­
ters in translocal research: deceleration and  
increasing complexity. The tool exists in a phys­
ical and an online version, and can be used for  
research and instruction. Research in art and 
other fields draw variable combinations of the 
cards to answer questions that are related to 
each other in translocal contexts in complex 
ways. The question on the front of each card is 
framed, expanded, or turned around by differ­
ent contextualizations and additional (counter­) 
questions on the back. The card set promotes 
reflection oriented towards the complexity of 
translocal research as an accompanying pro­
cess—and thus criteria­based artistic research 
—without imposing a strict set of rules. Neither 
strict rules nor selective distinctions between 
terms are suitable for negotiating latent knowl­
edges in terms of their opacity, local particular­
ities, and translocal process qualities. The ques­
tioning character of the critical­methodological 
tool, its playfulness and openness towards po­
tential uses, and its fundamental unfinished­
ness allows it to open up horizons of responsiv­
ity and sensitivity to situations. The cards speak 
to the users of their own responsibility rather 
than offering universalistic recipes or conclu­
sive solutions. In this way they can contribute to 
an approach to research on translocal contexts 
that is more ethically and epistemologically 
responsive.
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Where else are 
you?
Where are you 
not? 

How does the 
situation notice 
you?

How do you 
position 
yourself in this 
encounter?  

What can you 
learn from 
feeling awkward 
or uncom-
fortable in a 
situation?

Who or what 
enables this 
encounter?

What can 
you learn 
from feeling 
overwhelmed or 
exhausted in a  
situation?

What don’t you 
know?

What aspects 
of yours can 
be perceived 
otherwise?

 248The Aesthetics of the Translocal Fig. 1  Ines Kleesattel, knowbotiq (Christian Huebler, Yvonne Wilhelm), Uriel Orlow: 
Untooling, 2019 – 2021

Fig. 2  Workshop. Zurich, 2019
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 249Fig. 3  Uriel Orlow: Soil Affinities. Kunsthalle Mainz, 2020
Fig. 4  Uriel Orlow: Learning from Artemisia. Kunstmuseum Lichtenstein, 2021



 250The Aesthetics of the Translocal Fig. 5  Uriel Orlow: Wishing Trees. Kunsthalle Mainz, 2020



 251



The F+F 1971 project constitutes the first com­
prehensive documentation of the history of the 
F+F School of Art and Design Zurich—from its 
beginnings in 1965 as class F+F at today’s Zurich 
University of the Arts, through its founding as a 
school starting in 1971 as the F+F School of Ex­
perimental Design, all the way up to today. By in­
dexing the archive of the F+F School for the first 
time, and by merging the inventories of various 
archives, including those of Serge Stauffer, Do­
ris Stauffer, Hansjörg Mattmüller, Liliane Csuka, 
and Peter Trachsel, the F+F 1971 project has cre­
ated an important historical record of radical 
education in Switzerland. 
 Today, the F+F School is the largest private 
school for art and design in Switzerland. Founded 
in 1971, F+F became an important hub for exper­
imental design throughout Europe. The school 
set itself apart from other applied arts schools 
(universities of the arts today) through a radical 
democratization in its organization and its 
teaching methods. This democratization in­
cluded the elimination of grading, allowing the 
students a say in the instruction materials and 
methods, and the conversion from ex­cathedra 
teaching to participative processes. The docu­
ment “Skizze einer demokratischen Schule für 
Gestaltung” (Outline of a Democratic School for 
Design), written shortly before the school’s 
founding in 1970, lays out the pedagogical prin­
ciples of F+F: “The basis of the work is the ex­
periment [ … ] in this sense the school performs 
creative research. [ … ] every student deter­
mines their own course of education.” 
 The contents of instruction also defected 
from those of other schools. Instead of genre­ 
specific courses, the syllabus included titles like 
“Teamwork” and “Witches Course,” which fo­
cused on issues of cooperation or a feminist un­
derstanding of art. As the representatives of the 
Fluxus movement or performance art had done 
before, work at F+F increasingly deployed pro­
cessual formats like happenings and events to 
connect everyday life and art. Everyday objects 
were transformed into sculpture, familiar sur­
roundings conceived as a playground, one’s own 
body deployed as a form of expression.
 The school’s approaches lured guest lec­
turers like Stephen Willats, Dan Graham, and Ul­
rike Rosenbach, but were also subjected to con­
stant critique. Instruction was accused of being 
determined by inactivity and lacking any objec­
tive. Teamwork in the classes was also a challenge, 
for, as Doris Stauffer wrote, resistance had to be 

overcome first, as “anti­authoritarian, free ac­
tivity overtaxes a majority of the students.”
 The documents about the history of F+F 
are an important, previously untapped source 
on Swiss art and design since the 1960s. Part of 
the F+F 1971 project was the realization of an on­
line archive exhibition of a wealth of material. 
Photographs, texts, films, and sound documents 
on F+F, which are distributed among various 
public and private archives, were digitized and, 
in cooperation with contemporary witnesses, 
described and made accessible. The informa­
tion was deepened through a crowd sourcing in­
itiative and oral history interviews. The website 
went online on the occasion of F+F’s fiftieth an­
niversary in 2021, is being expanded and revised 
during the subsequent year, and will remain 
publicly accessible upon completion. The web­
site was launched at the F+F School exhibition 
in the Kunsthalle Zürich in May 2021 and was  
accompanied by many collaboratively organized 
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 254F+F 1971 Fig. 1  Foundation course with Hansjörg Mattmüller: Performance in the tram.  
F+F Schule, Zurich, 1977
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 256F+F 1971 Fig. 2  Workshop with Peter Jenny and Kira van Eijsden: Kaugummiskulpturen.  
Kunsthalle Bern, 2022

Fig. 3  Teamwork with Doris Stauffer: Happening in the forest. Poliklinik Zürich, 1976



 257Fig. 4  Class with Doris Stauffer: Group picture with drawings in front of faces.  
F+F Schule, Zurich, 1973 / 1974

Fig. 5  F+F 1971. Online archive exhibition on the history of F+F School, 2022  
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