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Introduction

After a period of reorganization as an association and into multiple 
work groups, 2020 was to be the year in which we would increasingly 
devote ourselves to our activities and set a focus on communication. 
The year held other things in store for us – though they proved no 
cause for idleness. Much of what we did in 2020 pertained to short- 
and long-term planning. It required thorough reflection and research, 
for which the unexpected circumstances were hardly ill-suited.  
And all in all, the constant readjustments of what had been intend- 
ed, or even already initiated, was unexpectedly productive, not  
least because we were able to take the time to negotiate fundamen-
tal tenets: what does the seemingly unavoidable surge towards 
 digitalization mean for art schools? Where and why do we insist on 
carrying out events locally? What is still useful to pursue in the 
 current circumstances?

The General Assembly had been of great importance to us. We had 
planned to combine the formal part with a content-driven ex-
change, to conduct the event in Sierre and in cooperation with local 
partners, and to propose a joint hike the following day. It was to be 
more than a duty to be carried out, and we were all looking for - 
ward to it, partly because we know our meetings and discussions to 
be productive. In the end, even postponement to autumn was of  
no help, and we decided on the most bare-bones mode available: 
the digital and written approval of formalities.  Though it did oc-
casion the odd additional feedback, it clearly didn't show promise  
as a model worth pursuing in the future.

Despite the temporary relaxation of the restrictions, only a very 
small number of events could be held in total, and these were carried 
out in compliance with the applicable precautions. Despite the 
 circumstances, the work groups Dalvazza and Sense of Forest were 
able to continue their investigations in public spaces and are en-
thusiastically planning anew for the year to come.

After multiple delays and several adaptations, a visit to the exhibi-
tion by Hannes Rickli at the Collegium Helveticum was finally made 
possible as a primarily internal SARN meeting, conducted by the 
work group SARN Table. Despite the setbacks, this format – a joint 
visit to an event and a discussion with those responsible – manifest-
ed a beneficial expansion of our discussion culture to date.  The 
 combination of practice and reflection indeed appears to be an in-
spiring addition to board meetings otherwise dominated by or-
ganizational concerns.

After finally adjusting to the new situation, it was above all possible 
to advance those concerns that were digitally effective – this included 
finding outlets on social media like the series #researchersatwork 
and the work group NewsLibrary’s new rubric ‘Microreview’ – or 
which, for the time being, required subliminal preparation. The latter 
included: the preparation of the SARN Conference, which has  
been scheduled for September 23rd – 25th, 2021, and for which the 

corresponding Call for Contributions has been published; and a 
 survey of the current situation of PhD opportunities at art universi-
ties nationally and internationally.

The work groups’ reports illustrate their unique working processes, 
which occurred virtually in isolation from one another. This year,  
the groups were given free reign to differ in the comprehensiveness 
and scope of their reports. One aim of the Annual Report 2020  
is to show how ideas have continued to evolve behind the scenes.

The board thanks its supporting art schools ( HGK FHNW, HKB, HSLU, 
ZHdK, HES-SO, ECAL, édhéa, HEAD ) and the Collegium Helveticum 
( ETHZ, UZH, ZHdK ) for their financial backing. Funds that were not 
used in 2020 will be used in future projects, specifically in the 
 autumn 2021 conference jointly organized by the Lucerne University 
of Applied Sciences and Arts ( HSLU ), the Valais School of Art 
( édhéa ) in Sierre and the University of Applied Sciences and Arts  
of Southern Switzerland ( SUPSI ) in Ticino.

Rachel Mader and Markus Schwander  
Co-Presidents
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Members Flavia Caviezel, Priska Gisler, Christian Ritter, Michaela Büsse, 
Judith Dobler, Bernhard Garnicnig, Konstantin Mitrokhov

Methods & Practices
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The work group Methods & Practices concentrates on the iden-
tification and exploration of artistic research methods at the in-
tersection of the arts and the cultural and social sciences. 
 Specifically, the focus is set on qualitative approaches whereby 
heterogenous auditive, visual and textual media are consid - 
ered as research tools.  The work group assumes an explorative 
approach in terms of the shared elaboration and negotiation  
of knowledge.

A first research initiative, DACAR – Doing Arth-Goldau-Como 
as artistic research, serves as an agent and means to explore 
various ways “to do methods.” It is dedicated to north-south /
south-north mobility between the metropolitan regions of 
 Zurich and Como /    Milan.  The focus lies on movements of peo-
ple, material and immaterial goods. In its frame, explorative 
 approaches and formats are tested.  They are based on visual 
means, i.e. photography and video, promenadology, inter ac - 
tive exchange with local people and between the team mem-
bers, and ethnographic notes.

To approach the topic two workshops were conducted in  
2019 ( for details see the Annual Report 2019 ). Our experiences  
in the workshops and the analyses of the gathered material  
 – research photographs, notes form talks, catalogues and  
brochures from the encountered persons, as well as field notes  
 – led us to conceive another workshop in the region Chiasso- 
Como.  The idea is to focus on the movement and storage  
of goods ( art /    institutions ), data, raw material ( gold refineries ) 
and people ( work   /   migration ) and how they are circulating in 
the border area.

 

A

B

Further planned activities: 
 
To investigate and elaborate on these topics, explorative research 
visits will be made in summer 2021 in conjunction with the upcoming 
SARN conference 2021.  The conference will take place at and 
 between multiple locations, including the southern border region  
of Switzerland.

A second research initiative, called Collection of Artistic Research 
Methods ( CARM ), is in progress and will contain documentations  
of different presentations and discussions with ( artistic ) researchers 
in Switzerland and abroad.  The events are planned to take place  
at art-related locations or other institutions that offer inspiring or 
challenging contexts. 
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Members Franziska Lauber, Ásthildur Jonsdottir, Barbara Brülisauer, 
Parvez Imam, Eric Maeder, Bernhard Huwiler († 1.3.2021 )

Sense of Forest –  
Sense of Place
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In 2020, the now existing group has stabilized with 6 members.  
Three workshops were held in 2020: In January and March  
in Bern and in June in Geneva. In the first two meetings, led by 
Franziska Lauber, we gave ourselves a lot of space for discus-
sion about the individual artistic positions in the group and 
needs and expectations for the group’s orientation. New mem-
bers always bring a new discussion dynamic, especially in  
a small group.  At the third workshop in June, led by Ásthildur 
Jonsdottir, we dove deep into the theme “Sense of place – Sense 
of Forest”. Here a brief summary:

In the afternoon we walked in silence to a nearby park.  The task 
was, while walking, to remember a tree we had once had a 
 special encounter with. Having arrived in the park, we sat down 
and each person shared their memory with a tree.  The speaker 
could talk for as long as she wanted – about colors, smells, 
sounds, words; anything that seemed important. For as long  
as a person was telling the story, the other people drew in-
tuitively what they heard on paper.  The papers were then fold-
ed up and the experience of drawing discussed. Interestingly, 
we observed that when someone tells a story, you immediately 
look for a similar event/image in your own memory and 
 compare it unconsciously. Finally, based on the drawings, we 
collected words.
 
During the past year we found out that working theoretically 
yields too little nourishment for our personal development and 
artistic practice-based knowledge building.  The desire arose 
to play with spaces experimentally.  The Kaskaden kondensator 
in Basel found our theme exciting and we will be able to show  
a body of work there for two weeks in March 2022.  The 
Kaskade nkondensator has courageously granted us a carte 

blanche, which will be essential to start the process of exhibit-
ing and for our further development as a group and as artists 
in the field of research.  The upcoming exhibition should be  
a springboard for planning further exhibitions. We’ve identified 
a strong need to be able to discuss our topic more broadly 
through exhibitions and to build up an international network.

The majority of our group’s meetings this year will be reserved 
for concept planning and developing the exhibition. Each mem-
ber who has decided to actively participate in the exhibition  
is also a curator. Working on this common project has sparked 
an exciting new group dynamic. 
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Members Rachel Mader, Siri Peyer

Pièce de Résistance
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In 2020, the Pièce de Resistance work group planned a series 
of talks with guests, including representatives from science 
commissions, foundations and political bodies, and academics 
in artistic research.  The talks, originally intended as public 
events, were meant to offer different perspectives on third cy-
cle education and the matter of granting universities of applied 
sciences the right to award doctoral degrees. Corona made 
holding talks on-site and with an audience impossible, a circum-
stance that none-the-less proved to have its own advantages. 
We decided to conduct the exchanges in the form of bilateral 
talks, with the intention and in the hope that our counter - 
parts could communicate their assessments more openly  
and clearly.

A 

B

C

Observations and insights from the conversations:

The political process necessary to initiate and enforce a change in 
the legal basis (especially regarding the right of universities of 
 applied sciences to grant doctorates ), is complex and requires simul-
taneous lobbying at different levels and toward all involved stake-
holders. Opinions diverge when it comes to which strategy could 
achieve this change best and most efficiently: on the one hand we 
are advised to focus only on promotions in the field of art, while 
 others suggest engaging with the political authorities that would 
have an influence on all universities of applied sciences. 
 
Introducing a third cycle at universities of applied sciences would 
require changing legal bases which are embedded in larger regula-
tions governing the entire higher education system. Lobbying there-
fore requires an understanding of the political operations involved  
in higher education, in order to be able to assess where, and above 
all when, there are opportunities to initiate political processes.   
The resistance to establishing a third cycle comes from different 
sides, each with different arguments. It relates less to the expansion 
of the third cycle itself, and rather to granting universities of ap - 
plied sciences the general right to award doctoral degrees.
 
Universities in particular are vehemently opposed to granting the 
right to award doctoral degrees, yet do not pursue a clear line of 
 argumentation.  A latent fear of an intensified struggle in the distri-
bution of research funds is perceptible; politicians and individual 
representatives of universities of applied sciences tend to express 
the fear of an academization of the universities of applied sciences; 
a potential blurring of research types is criticized from all sides, 
though this assumed consequence has been refuted by a SWR study.
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Members Luzia Hürzeler and Erin Mallon

SARN Table
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In light of the Covid-19 situation in 2020, SARN Table joined 
 forces with the board of the association to conceive a pilot 
event format in autumn 2020. SARN Table 2.020 aimed to pro-
vide a framework for live exchange about a current artistic 
 research project within the bounds of the Covid-19 measures  
in place. On November 17th, 2020 we invited members to join 
us after our board meeting at the Collegium Helveticum in 
 Zurich, where fellow SARN member Prof. Hannes Rickli gave a 
talk about his artistic and research-based work as a fellow at  
the Collegium Helveticum.  The talk was followed by a tour 
through the exhibition “Wired Nation. Landschaft, Architektur, 
Infrastruktur” with Hannes Rickli and Dr. Christian Ritter of 
 Collegium Helveticum, and a closing discussion. 

The exhibition and the accompanying book are the output of 
the research project “Digital Infrastructures” led jointly by Prof. 
Dr Monika Dommann and Prof. Hannes Rickli.  The project, car-
ried out jointly by academics and artists, was realized at the 
 Collegium Helveticum within the framework of the fellowship 
theme “Digital Societies” ( www.wirednation.ethz.ch ).  The 
SARN Table event provided a timeous glimpse of the way that 
digital infrastructures are shaped in Switzerland.  This ‘back-
stage’ view of the digital spheres we inhabit fueled our discus-
sion about the relationship between the omnipresence and 
seemingly boundless agility of the digital and its – often unseen 
 – translation into contrastingly concrete real-world challenges.

In 2021, SARN Table will plan online and offline event formats as 
the situation allows, with a focus on enabling SARN’s members 
an ongoing informal exchange about research questions and 
projects. SARN Table is currently planning a format to accompa-
ny the association’s online General Assembly in spring 2021. 
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Image Captions

Hannes tells us about the research project behind the exhibition. 

The exhibition begins with consolidated imagery and information in 
the entrance hall of the Sempersternwarte, Zurich.

Thermal imaging of data storage reveals the complexity of the 
 seemingly simple processes at play in storing our data: like keeping  
it cool enough to survive. 

Thermographie, RZ Swisscom

Historical footage about the development of the first supercomputer 
in Switzerland 

We discuss the aesthetics of super computing and mountain logos.

Anatomy of an AI system – one of many complex visualizations  
by Vladan Joler in the exhibition.  This one delves into an AI system 
implemented by Amazon.

Benoît Antille, Badel/Sarbach ( Flurina Badel and Jérémie  Sarbach ), 
Sascia Bailer, Seraina Dür, Alex Erler, Fernando García-Dory,  
Gabriel Gee, Ronny Hardliz, Angela Hausheer, Johannes M. Hedinger,  
Linda Herzog, Michael Hiltbrunner, Josiane Imhasly, Asthildur 
 Jonsdottir, Hadas Kedar, Susanne  Kudorfer, Lisa Lee Benjamin,  
Alex Meszmer and Reto Müller, Vojtěch Novák, Hanga Séra,  
Nienke Terpsma and Rob Hamelijnck, Curdin Tones, Jan van Oordt, 
Marina Velez

Members

Dalvazza Group
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On February 29, 2020 around 30 delegates assembled at Casa 
d’Angel in Lumbrein in the Grison valley of Lumnezia ( Switzer-
land ) to discuss the FUTUR project and broader questions 
concerning artistic challenges in mountain villages.  The sym-
posium ‘Artistic Challenges in Mountain Villages’ was co- 
hosted by Casa d’Angel and the Dalvazza Group ( Swiss Artistic 
 Research Network ) and supported by the Stiftung für flies-
senden Kunstverkehr.  The following symposium report was 
written by Michael Hiltbrunner and Jonathan Allen. 

 

The FUTUR project  
and  exhibition 

Key questions 

Artistic Challenges in Mountain Villages
 
During the symposium, local activist Leander Albin ( Tersnaus ), art-
ist Celia Längle ( Zurich ), and cultural anthropologist Michael 
 Hiltbrunner ( Zurich ), curator of the FUTUR exhibition, discussed 
their contributions to the project.  Artistic encounters in other 
mountain regions were presented by artist and writer Jonathan  Allen 
( London ) who, together with Michael Hiltbrunner, co-moderated 
the day, and by curator Josiane Imhasly ( Zur frohen Aussicht, Ernen 
VS, Samedan, Zurich ) and architect Reto Zindel ( Chur ).  A music 
performance was presented by Chris Shields ( synthesizer /  
computer and voice ) and Leander Albin ( saxophone and voice ).  
For the  final discussion the participants were joined by Casa  
d’Angel direc tor Anne-Louise Joël ( Lumnezia ) and artist Agnes 
 Barmettler ( Wölflinswil ). 

Permission to conduct the symposium was granted with an “excep-
tional allowance” from the cantonal authorities, since the Swiss 
coronavirus lockdown had been announced the day before.  The au-
dience comprised local residents, young and old, attendees from 
Switzerland and abroad, and some members of the Dalvazza Group 
from the Swiss Artistic Research Network ( SARN ).  A lunch 
 comprising locally sourced produce was prepared at the closed down 
school in Lumbrein, after which the symposium took place in the 
main gallery space of the Casa d’Angel.  The following is an overview 
of the conference proceedings and some of the important discus-
sion points that emerged during the day.

During 2019, a series of artistic projects took place in the Lumnezia 
valley that engaged critically with the future of the region’s mountain 
villages.  As Michael Hiltbrunner, curator and organizer of the  
FUTUR project, explained: “the first round of the exhibition at Casa 
d’Angel included works from the Fundaziun Capauliana, a regional 
art collection. Normally it is known for its landscape paintings  
and portraits of important figures from the region. But I found quite 
a lot of abstract and experimental art works in the collection.  
I thought it would be a provocative starting point to explore some  
of the forms of abstract expression by artists from the canton.”  
In the second round of the exhibition at Casa d’Angel in the spring 
2020, these historical works were joined by new works and 
 documentations of the experimental projects by Agnes Barmettler, 
 Jacinta Candinas, Collectiv Tersnaus, Celia Längle, Ella Littwitz  
and Michal Baroz, and Christian Ratti that had taken place as part  
of FUTUR.

Each of the artists’ projects engaged with the Lumnezia valley and 
its villages in specific and location-sensitive ways, often address - 
ing the role of the imagination and how alternative “scenario-making” 
can be deployed as a tool for constructing the future. Yet important 
questions arise: how can artists be sure that their ownimagina - 
tive engagement and scenario-making are rooted in particular local 
needs and concerns? Should artists who are not from the region  
try to bridge local issues with broader global questions? Importantly, 
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The beetle and the swallow 

The artist / artwork as “alien” 

The search for connection 

difficult thing to do, to show that they were invited.” In future years 
he would like to go one step further and include a concert in the old 
church in the village. “But that only works if the locals accept this 
provocative invitation – without them, doing a concert in the church 
would be ‘colonizing’.” 

Isolation can become another issue for collectively-minded artists 
such as Albin.  As he noted: “I want to go to the countryside but I don’t 
want be there all alone. So we wanted to start a village of shared 
flats.”  They are still trying to realize this community accommoda-
tion project but it has proved difficult to find viable living spaces  
in the valley, despite the fact that it suffers greatly from depopulation. 
Furthermore, when migrating to the valley from elsewhere, it is like-
ly that idealized fantasies about village life will end in disenchant-
ment.  Anne-Louise Joël moved to Lumnezia around ten years ago 
and observed that “people up here are not nicer or more romantic 
then people down in the cities, maybe even less so.  They’re here be-
cause they work here, and they don’t have time to look [distractedly] 
at the mountains. It’s difficult for some to come here and to live  
and work with the local people.  That might have been part of your 
[Albin’s] dream; that is, not just to have people around you but peo-
ple that you can connect with.” In her view, a cultural space such 
as the Casa d’Angel can play an important role in establishing and 
maintaining a link with the local inhabitants, to “keep up the bridge.” 
FUTUR artist Agnes Barmettler had concrete experience of this 
 mediating capacity: “Anne-Louise was a connecter for me. I didn’t 
know anybody here. It was Anne-Louise who gave me contacts.   
And when I visited them, they were friendly and hospitable.” 
 Barmettler’s project precisely demonstrated the benefits of estab-
lishing strong local networks, allowing her to gather participa - 
tory communities for her performance events, and to collect ob-
jects for her installation from residents who, in some cases, 
 entrusted her with significant and valuable personal artifacts. 

Rather than an engagement with “big visions of the future,” artist 
Celia Längle described her approach as “a conscious and considered 
use of current resources.” For her, this took the form of an en-
gagement with local cultural traditions and the physical landscapes 
that were “within her reach.” Standing in her sound installation  
at Casa d’Angel, Längle gave a reading from her working diary that 
showed how her project had developed over time.  The artist had 
begun by “collecting the air in Vrin and Greina,” but later focused on 
the water and fountains in Vrin. When she visited Vrin and met  
with the residents, she became especially aware of the local impor-
tance of religion, music and song. Fusing her interests, she star ted 
to record the sound of the wells, each of which for her had a dif-
ferent sonic character, like the tonal voices in a choir. In the local 
 Sursilvan folk music tradition – Sursilvan is the local idiom of 
 Romansh language – the song Canzun dil bau describes a beetle that 
refuses to work and instead prefers to sing and perform, but who  
is eventually killed by accident. “I see parallels between the unsym-

the artists considered themselves as guests in the region, and their 
projects aimed to be respectful to their hosts. But is it possible to re-
main critical as an artist and still work within the boundaries im-
posed by local expectations and need? Conversely, since our local 
hosts were allies in the projects, did they need to warn, or stop, or en-
courage the invited artists? And within this cultural ecology, what  
is the role of an institution like Casa d’Angel? Can a project like 
 FUTUR contribute to local development, and how can the resulting 
experiences reach a broader audience? Inviting artists to Lumnezia 
might seem like an attractive and potentially beneficial idea, but  
what can art actually achieve in local contexts in times of rural de-
population, global economic injustice, and climate crisis? 

The architect Reto Zindel described his perspective on having grown 
up in Chur, the capital of Grison: “I grew up in Grison but I also feel 
strange when I travel in the canton, as if I’m from the ‘outside.’ I’m like 
a local tourist – I will never be totally from here.” A radical artwork 
that he and artist Peter Trachsel proposed in 1998 was der Ort + der 
Nichtort = ein Ort als Kunst. Projekt Vereinatunnel ( 1996 – 1998 ).   
The archive box from this unrealised project was on display during 
the FUTUR show.  The project included a monolithic “house of stairs” 
in Sasslatsch ( outside the village of Susch ), as part of thedevelop-
ment for the Vereina tunnel.  This huge sculptural intervention 
 interacted strongly with the local landscape but not with the local 
population and as such represented a strong statement of the inde-
pendence of art. But for Zindel it was a transitional project in 
 Trachsel’s work, one that now seems “strange and isolated” to him, 
in contrast both to the later, more interactive, works by Peter 
 Trachsel and the FUTUR projects in Lumnezia.

Nevertheless, Zindel and Trachsel’s “nonsite with stairs” embodies 
the idea of an artistic intervention as a moment of “transformative 
strangeness.” In other words, by introducing radical otherness into a 
particular context, artists can potentially introduce an “alien” 
 element, one that may even reactivate latent local cultural diversity.   
All too often, traditional rural communities are assumed to be ho-
mogenous and culturally static – almost “monocultures” – but this is 
never the case.  As audience member Thomas Jacobi put it: “Such  
a project has the chance to reveal the diversity that already exists.”

Of importance to Anne-Louise Joël was the fact that global connect-
edness and urban networks allow artists to “act differently” whether 
they are local or not. “If you have an ‘alien’ side,” she explained, 
“you’re allowed to do certain things that other people in the village 
can’t. You have a Narrenfreiheit – the freedom of the fool. In Lumnezia, 
the locals enjoy somebody who takes a chance.  The trick is to push 
things just so far.” Yet, introducing an “alien” element into local  
life can also be difficult for the artist. Leander Albin discovered this 
when he organized the alternative music festival Buatsch with  
the Collective Tersnaus in collaboration with the FUTUR project.  
“To go to the local people and invite them to the festival was the most 
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Contested cultural space 

but in the best instances resulted in a “provocation” of the village’s 
daily routine.  A year during which she curated “especially controver-
sial works” cost her a lot of effort, and yet “the secretary of the 
commune in Ernen thought this was a really good year. People got 
into a discussion.” In that particular year, a series of flags were shown 
in the village square, and a mechanical gold bird appeared and 
 cuckooed in a small round window at the top of the old mayoral 
building ( a former prison ). Both works “estranged” the village 
square and suggested a new function for public space, even if this 
was the result of a “productive malfunction” of such spaces. 
 Jonathan Allen noted that public squares are historically locations  
in which a certain amount of cultural autonomy is permitted,  
and even encouraged – think of carnivals and fairs – but where con-
flict can develop when “freedoms collide,” as might occur, for 
 instance, during a political demonstration. In this sense, a village 
square can be seen as a “contested space.” 

In his presentation for the symposium, Allen described two projects 
that transpired in neighboring “pueblos blancos” ( white villages )  
in the mountainous Serranía region of Southern Spain.  The first took 
place in Júzcar, where in 2011 all of the village buildings were paint - 
ed bright blue as part of a vast publicity campaign for a forthcoming 
Smurf movie.  The village has remained “pitufo blue” ( Smurf blue ) 
and has subsequently become a tourist hotspot, generating a  
huge boost to the local economy, despite a recent ban on using 
Smurf imagery – a ban which residents have largely ignored.   
Allen compared this example of “chromatic re-territorialization” with 
a project that he realized a few months later in the near-by village  
of Jubrique in collaboration with mayor David Sanchez.  The project 
comprised a cultural exchange between Jubrique and the New-York-
based magazine Cabinet, for which Allen had written extensive ly 
about the Smurf-related events in Júzcar.  Allen had observed that 
both Cabinet and Jubrique proudly displayed a symbolic coat of  
arms, and so he arranged for Jubrique’s shield to be paraded around 
the streets of New York at the same time as Cabinet’s shield was 
carried through the streets during a festival in Jubrique.  Although 
this mutual performance resulted in cultural links between the  
two locations – a permanent ceramic marker to the “twinning” event 
can now be found in the village – the economic benefits of the 
 exchange are harder to determine. 

Allen noted: “In terms of public engagement and the economic 
 benefits for the region, the Smurf project in Júzcar was far more pro-
ductive than my slightly esoteric one in Jubrique.” Furthermore,  
he recognized that his project had been somewhat “autocratic” in 
its realization in comparison to the painting of Júzcar, which had 
taken place only after a public vote, even if the event was ultimately 
shaped by a massive international corporation ( Sony Pictures 
 Animation ).  Again, the tension between artistic freedom and con-
text remains problematic. However, as Zindel and Trachsel’s project 
suggested, a more autonomous approach can have its benefits  

pathetic arrogant beetle,” Celia noted, “and my position as an ob-
server but not a contributor. I also see the parallel between visitors 
from the city who come here to have a calm time in the country 
 atmosphere and to enjoy the idyll.” In order to give voice to these con-
flicts, Längle chose to manipulate the sounds of the wells in her 
 installation at Casa d’Angel in such a way that they started “singing” 
Canzun dil bau.

Leander Albin and Chris Shields also chose to draw on the local folk 
song tradition as part of their experimental music concert during 
the symposium.  The “song of the swallow” is in Vallader – the idiom 
of Romansh language spoken in the lower Engadine – and includes 
the following lines: “Che fast qua tü randulin / orasum sün quel 
 manzin / Eu sun qua per t’avisar / tü nu’t dessast maridar” ( “What are 
you doing here, swallow / perched on the end of yonder branch /  
I’m here to warn you / that you should not get married” ).  The swallow  
is a bird that migrates seasonally, very much like the poorer valley 
 inhabitants who tend to leave the Engadine for work, but subsequent-
ly engage with cultural life in the tourist hotspots around St. Moritz 
and the metropolitan centers of northern Italy, or even farther 
away.  And what is the swallow’s destiny when it returns to the moun-
tain village? According to the song, it should not get married or start a 
family: settling potentially equates to creative bondage.  Albin, who 
grew up in Lumnezia as the son of a farming family, is now a student 
in Bern. Shields, with parents from the U.S. who live now in Lumnezia, 
is based in Copenhagen, Denmark. Perhaps both have become 
 cultural swallows.

The artist might play the role of the beetle – that is, living in the valley 
but willingly staying outside of the local cultural economy – or play 
the role of a swallow which needs to migrate between the valley and 
other places in order to sustain itself. Whichever, it is clear that an 
artistic intervention within such contexts should be understood as 
an engagement with an already complex, and even self-reflexive  
field of activity, rather than a contribution to an “empty” rural village 
context.  The critical and transformative agencies that FUTUR  
had intended to activate in these rural contexts were in some sense 
already part of the local traditions. 

Josiane Imhasly, initiator and curator of the bi-annual art event  
Zur frohen Aussicht ( For a happy view ) in Ernen ( Valais ) described 
her initial approach as “naïve”. Her original desire was to give some-
thing back to the village from which her family had originated  
and which had “given her so much”. She described the upper Valais 
as something of a contemporary art hinterland, yet one that pro-
vided an open context for artists outside of the mainstream art world 
and where they might develop their work productively. Her project 
aimed to combine “openness and rootedness” and took an inclusive 
approach by addressing the local population, but also aimed to 
 maintain the quality standards of the metropolitan art world.  This 
placed her project slightly at odds with the lived reality of locals,  
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Conclusions 

and, as Thomas Jacobi noted from the floor, the power of “new meta-
phors and new stories” to affect communities should not be under-
estimated.  To be certain, not all outcomes should be evaluated merely 
in economic terms. 

The FUTUR project could be considered as a diverse series of en-
counters that took place within already complex fields of activity and 
contested spaces. Perhaps artists are always “alien inhabitants”  
in their working contexts, and the “challenges” which they face are 
complex and mobile situations simply being “held in tension,” be it 
productively or unproductively. In some cases, the impact of an artis-
tic intervention may be barely discernable, or operate in liminal  
ways, thus exemplifying a phrase that Reto Zindel cited from Peter 
Trachsel, whereby “Kunst muss auch verschwinden können” ( “Art 
also needs to be able to disappear” ). In other contexts, art can 
 become the fuel in a motor of local change, with sometimes drastic 
and unpredictable results.

As the symposium delegates left Lumbrein to return to their homes 
across Europe, the couldn’t have foreseen that within weeks the 
 relationship between the “global” and the “local” would be so dramat-
ically redefined by the coronavirus pandemic, and that imagining 
 future scenarios would become a matter of such urgency. What the 
FUTUR artists had tested in playful ways – the limits of isolation, 
agency and change – would soon be exercised in the context of adap-
tation and survival.
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Image Captions

Presentation by Jonathan Allen 

Reading with Celia Längle

Celia Längle alongside her audio installation, and Sound Ball by  
Peter Trachsel

NewsLibrary

Members Petra Koehle, Erin Mallon, Markus Schwander
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In 2020, in addition to continuing to curate and send SARN’s 
monthly member newsletter, the work group NewsLibrary 
 initiated a series of short reviews.  A handful of guests from the 
artistic research landscape were invited by the group to re view 
an artistic research publication of their choosing.  The only 
 criteria: in no more than ca. 1000 characters, the review should 
contextualize the publication in terms of artistic research,  
and the title should indicate the research approach reviewed.

Beginning in June 2020 and continuing until February 2021, the 
first round of nine monthly ‘microreviews’ were published on 
social media, in the SARN newsletter and at www.sarn.ch  /   pub-
lications.  A spontaneous yet engaging and fruitful online 
 discussion between NewsLibrary and all of the reviewers has 
accompanied the series from the beginning.  The reviews  
span publication formats from audio papers to exhibitions, 
 pe rformance documentations, zines and films, as well as  
more conventional print forms. Not only does the resultin eclec - 
tic collection of reviews mirror the multiplicity of publication 
 formats in the field of artistic research; the diversity of writing 
styles and thematic choices in the microreviews also re - 
flects the diverse constellation of reviewers. For all its simplicity 
and succinctness, the microreview has none-the-less  proven 
 itself an effective motor for exchange between and a vehicle  
for portraying a multiplicity of distinct perspectives on artis - 
tic research. 

NewsLibrary is currently planning a second round of micro-
reviews, to begin in April 2021.

Being Precise

Staging Polyphony

Microreviews

Markus Schwander reviews Nicole Schuck: Valued Animals  
 – From Wildlife Topographies to the Ecosystem Services of Marine 
and  Alpine Fauna ( 2020 )

The publication is foremost a book of pictures.  They show con-
centrations and isolations of utmost varied lines; drawn approaches 
to individual animals. Schuck pursues details that merge in highly 
 differentiated surfaces. In addition, six texts discuss value and use  
in ecosystems. Calculable ecosystem services thus converge  
with an appreciation of animals that emerges in attentive observa-
tion.  Combined with elements of its surroundings and the artist’s 
research, each animal is reinvented in its uniqueness in the drawing.

The artist researches in scientific archives, transfers knowledge  
of biology to art and poses ecological questions through art.  All this 
indicates that her work is an important contribution to artistic 
 research. However her examination becomes exceptional in the pre-
cision of her drawn stroke; with genuinely artistic means, she im-
plements it to make the taut skin of a bat or the highly sensitive in-
terconnection of quills experiencable. In Valued Animals the 
exactitude of scientific measurement is mirrored in the nuanced 
differentiation of the drawn line.

Erin Mallon reviews Anne Robinson: Through the air with the great-
est of ease ( 2016 )

Unannounced, we hear: recordings of 11 attempts by different peo ple 
to sing a song from memory that had ‘lived in their heads, or wher-
ever songs live’ for at least 10 years.  The songs overlap and fade in 
and out of each other, most of them digitally stretched to fill the two 
minutes which the singers, who have no timer or clock to help  
them, tend to underestimate. During the rest of the paper and while 
the artist is speaking, the songs reappear, sometimes decelerated  
or set in new constellations.

The paper leads the attention of the listener along an auditive path 
through Robinson’s linguistic and sonic exploration of phonogenie. 
On one level, this ‘sound magic’ is conjured in the space of me-
chanical ( re )collection: the two-minute blips of singing indicate an-
other, more complex temporal space, where songs live when they’re 
not being sung and from which memories can be dredged up 
through the ears in an instant.  At the same time, Robinson uncom-
promisingly intertwines sound editing with verbal reflection. Like the 
voices themselves, these approaches interfere with and amplify, 
 distort and distract from each other.  A real-time polyphony is staged: 
The overlaid approaches illuminate the artist’s research strategy 
while for the listener, a subtle impression of the relationship 
 between aural remembrance, affect and perceived time is evoked.
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Seeing Anew

To Dismantle

Gabriella Disler reviews Joëlle Tuerlinckx: Lexicon & WOR( L )( D )( K ) 
in PROGRESS? ( 2012 )

What if artistic research is an unceasing, constant engagement in 
the process of working; in the work of continuously seeing anew 
what we’ve already done? Tuerlinckx’ practice often focuses on inte-
rior design and spatial situations. Her works are variable, fixated only 
momentarily; they are subject to a constant process of citation, 
 reinsertion and readjustment. In the publication ‘Lexicon’ ( Fr. & Eng. ) 
Joëlle Tuerlinckx structures the materials used in the exhibition  
as in a classification system. Forgotten or discarded objects and the 
 materials used are noted down in poetically interwoven texts.    
Tuerlinckx links everything together, yet each piece retains its own 
texture and individuality. 

By using the experience and knowledge of her artistic practice and 
linking them on multiple, diverse levels, Tuerlinckx constantly re-
flects and quotes her own practice. Her artistic research is a continu-
ous search, wherein she takes on several roles and appears on vari -
ous stages – artist as collector, curator, scenographer and spectator 
 – while remaining an artist. ‘Lexicon’ provides manifold connec - 
tions. In WOR( L )( D )( K ) in PROGRESS ?, Tuerlinckx guides and forc-
es  herself and the audience to see something new from every 
 standpoint in an exhibition.  An infinite art research, its constant,  
the   per sistent search: art-work as artistic research. 

“The exhibition a way of seeing, of advancing as if with eyes closed.” 
( Quote: Joëlle Tuerlinckx )

Tine Melzer reviews Marco Frauchiger: How to dismantle a bomb 
( 2020 ).

How does a complex political and historical context successfully in-
form a work of art without undermining its autonomy? Which exam-
ples show how transdisciplinary research genuinely produces 
trans-medial visual works? The work How to dismantle a bomb by 
photographer Marco Frauchiger, released in July 2020, is a great 
 example of how research and art can conjoin naturally and un- 
academically.  The online video was published on occasion of the CAP 
diploma festival at the University of the Arts Bern. Its representation-
al format frames a set of acute questions: For one, the author’s 
 perspective on a long-forgotten war in Laos, including its economic 
and social consequences, raises questions about armed conflicts;  
in general and in relation to the perceived distance from, yet 
 economic proximity to, Switzerland’s weapon industry. Sharp editing, 
which carefully interweaves poetic imagery, physical proof, docu-
mentation, moving and still images, challenges the relationship be-
tween aesthetics and societal facts. Strikingly, the video of the 
 physical turning of book pages interrupted by other video sequences 
augments the analogue medium and inventively replies to the digi - 
tal exchange forced upon many of us this summer. 

Implementing Bricolage

Books as spaces for encounters 

Denise Ziegler reviews Oona Tikkaoja: Learning about the Familiar 
by Paying Attention to Everyday Anomalies ( 2020 ).

Learning about the Familiar by Paying Attention to Everyday Anoma-
lies is a research project by Finnish artist Oona Tikkaoja dedicated  
to the kind of subtle reality-bending experiences we are all familiar 
with in our daily lives.  Tikkaoja asks what kind of occurrences  
make people experience moments of confusion. Her ‘Archive of 
Everyday Anomalies’ is part of the research material for her doctor-
al thesis, which she will defend shortly.  Tikkaoja introduces the 
term of reality tinkering, derived from tinker: a seller and repairer of 
pots and pans ( as in the German Kesselflicker ), a craftsperson, trad-
er and vagabond. She compares her artistic work and artistic re-
search to “contemporary tinkering,” calling like-minded artistic re-
searchers “amateurs who concentrate their efforts on things  
they love – people with a creative attitude, who believe that anything 
can be fixed with a packet of bubble gum.” This artistic research 
 operates on the periphery of art and non-art, implements bricolage 
as a method of artistic research and uses as a leading concept  
Allan Kaprow’s term lifelike art, which refers to a meaning-making 
activity situated in the middle of life.  At its core is the production  
of new actions instead of theoretical insights.

Anne-Laure Franchette reviews “ ” #3: Becky Beasley in conversation 
with Claire Scanlon ( 2019 ).

“ ” is a series of conversations published by NERO editions. Editors 
Adam Gibbons and Eva Wilson are interested in how art production 
puts meaning and information into motion – through strategies 
such as “dispersion, spamming, print, data, sound, language, infec-
tion, fashion, networks, disturbance, myth, parasitizing, or infil-
tration.” The series investigates the political and social scope of net-
works established via dissemination and feedback. How does  
one constitute or address a community? How does content trans-
form through the process of its mediation?

#3 Becky Beasley in conversation with Claire Scanlon follows on 
Beasley’s seventeen-year unrequited correspondence with her for-
mer tutor Scanlon.  The publication documents their reunion,  
now as friends, as they share details about their lives and practices, 
linked by the exchange of letters and inherently by their roles  
as women and mothers.  The artists discuss strategies for maintain-
ing presence through periods of happiness or adversity, making 
note of methods and ‘superpowers’ that have allowed them to pur-
sue their practices despite familial needs, material limitations,  
or  personal struggles ( Beasley describes her battle with depres-
sion ).  They share references, methodologies, experiences and 
 lessons of survival, care and resistance, ultimately pondering the  
role of the artist and her ‘response-ability’ to societal issues. 
Finally, touching upon the academic framework for practice-based 
research, Beasley and Scanlon advocate for methods to navigate 
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Exploring biographies and geog-
raphies of breath/lessness

Openings 

such institutional conditioning. If art practices can be forms of rea-
soning, artists who are required to write within an academic context 
should work in consonance with their own work, resisting at all  
costs the injunction to produce pure commentary about their own 
practice.  The book itself avoids this trope and instead opens the 
conversation to readers and practitioners who also face these mun-
dane yet existential questions.

Kadiatou Diallo reviews Stacy Hardy, Laila Soliman, Nancy Mounir 
and Neo Muyanga: Museum of Lungs ( 2018/2019 ).

A few years ago, South African artist Stacy Hardy was diagnosed 
with tuberculosis, almost too late and after numerous misdiagnosed 
causes for her ailments. White people don’t get tuberculosis in  
South Africa. It is a black disease. During her many weeks in quaran-
tine, Stacy wrote, researched and wrote more – texts that were even-
tually made into a documentary performance called Museum of 
Lungs. With director Laila Soliman, the musicians Neo Muyanga and 
Nancy Mounir, and the puppet ( Stacy’s mini-me ) crafted by Marius 
Kob, they weaved a multi-modal fabric of the complex ( hi )story  
of a country diseased: by the racialized, gendered and violent health 
and political systems of its colonial past and post-colonial pres-
ent.  Through their collective artistic practice, embarking from per-
sonal experience with illness and using the body as archive, they 
 researched and conjured the living memory of South African mine-
workers in poem and music, combed through archives, news and 
laws, spoke to doctors and scientists. Museum of Lungs is a troubling 
and disruptive history in and of bodies, individual and collective.  
It’s about fragility and strength in vulnerability. It is innovative, time-
ous resistance and possible antidote, all at the same time.  This re-
search- and performance-based collaboration continues under the 
banner Pulmonographies with Stacy Hardy, Neo Muyanga and 
 anthropologist Kaushik Sunder Rajan ( University of Chicago ).

Mabe Bethônico reviews Angela Marzullo: L’Origine ( 2019 ).

During her exhibition entitled FEMINIST ENERGY CRISIS at the Cen-
tre de la photographie Genève in 2017, Angela Marzullo, a.k.a. Makita, 
performed daily at 11:00 for 28 days. Each day she laid the daily  
Le Monde on the floor in an unfolded stack, choosing a page to be 
visible on top. With scissors she carefully opened a hole in the  
crease of the open fold, cutting an orifice through all pages while pull-
ing out the edges of the cut.  The set was left where it lay, occupying 
a space on the floor as an imaginary grid that was gradually built 
throughout the performances; as a 28-day diary, in reference to a 
menstrual cycle.

Photographs of the papers are reproduced in double pages of the 
book with same title as the performance, L’Origine. It comes with a 
steel blade to open the folds, which are not trimmed.  To access  
the content we must cut. We then see Le Monde, with news of world 

PlanteSorcières – External and 
internal uses of knowledge 

economic, social, political tensions, cultural news and advertise-
ments, while a force from within the material manifests as a carefully 
crafted brutal tearing.

A text by curator and critic Sarah Zürcher envelops the cover, de-
manding a gesture of unfolding, the spreading out of paper, in order 
to read it. By not providing direct access, the publication invites  
an action within and outside. It requires a will to engage and it im-
plies a sense of risk ( damaging the edition or hurting oneself ).  
We are confronted with the rupture of the original and a sort of vio-
lation, experimenting with issues approached by Marzullo in her 
work and related to women in the socio-political tissue. She makes 
many references to violence, always in an ironic way, criticizing male 
cultural constructs. In the case of L’Origine, for example, the vio-
lence pointed out by the blade is finally only a gentle proposition to 
allow access to the pages.

Petra Köhle reviews Caterina Giansiracusa and Andrea Herrera: 
PlanteSorcières ( 2018 – ongoing ).

In Switzerland, the bloody traces of witch hunts reach far into the 
18th century. Yet the atrocities then carried out have been largely 
banished from collective memory and their effects on the transmis-
sion of feminine lore are scarcely taken into account.  Andrea Herrera 
( based in Conception, Chile ) and Caterina Giansiracusa ( based  
in Turin, Italy ), initiated the multidisciplinary project PlanteSorcières 
in 2018 to pursue the relationship between ancestral knowledge  
and witch hunts. On a series of trips through Valais the artists held 
conversations – including one with Germaine Cousin, a healer of over 
90 years – and learned about the use and cultivation of medicinal 
plants. “External use: fresh leaves directly on the wound.” That is just 
one of the indications we find for the plant Achillea millefolium  
on the website of PlanteSorcières. PlanteSorcières takes place in 
diverse forms and collaborations: workshops, rituals, performances, 
sculptural interventions and zines. Each tells anew the stories of 
 forgotten voices and persecuted practices. For example, under the 
title Caldo de cultivo / Breeding ground, a collaborative workshop 
took place at Gessnerallee in Zurich in 2019 in which hybridization, 
bastardization und contamination were applied as methods to 
 collectively produce a zine. PlanteSorcières connects places, histo-
ries and people, practicing the transmission of knowledge as an act 
of shared resistance. In this sense: “Achillea millefolium – internal 
use: the whole plant as an herbal tea ( fresh or dried ), useful for the 
menstrual cycle and after childbirth. It is also known for its anti-
spasmodic properties.”
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BALANCE SHEET 31.12.2020  31.12.2019 

ACTIVE CHF CHF  
 
Liquid Assets 55 849.19 36 122.16 

Accounts Receivable 0.00 0.00 

Prepaid Expenses 362.35 0.00

 56 211.54 36 122.16 

PASSIVE CHF CHF 

BORROWED CAPITAL  

Obligations 6025.94 550.30 

Passive Accruals 1031.30  1000.00 

 7057.24  1550.30 

ASSOCIATION CAPITAL CHF CHF  

Opening Balance  34 571.86 13 710.58  

Capital Gains  14 582.44  20 861.28  

 56 211.54 36 122.16

SARN INCOME STATEMENT 2020 (1.1-31.12.2020)  2019 (1.1-31.12.2019) 

REVENUE CHF CHF  
 
Contributions * 40 123.00 40 123.00  

Publications 0.00 30.00 

Other Income 5.40  12.90

 40 128.40 40 165.90 

EXPENSES CHF CHF 

External Activities  4 295.00 0.00

Projects and Workshops 0.00  3316.42

Publications 2790.00 0.00

Bookkeeping 1046.20 1693.85

Personnel Costs 14 217.50  11 199.65

Coordinator Expenses ** 0.00 229.00

Office / Print Material 272.36 763.70

Advertising, Online Presence 2864.90  2020.00

Account Management 60.00 82.00

 25 545.96  19 304.62

NET INCOME CHF CHF

 14 582.44 20 861.28

Financial Report 2020

*       Art schools and other academic art institutions
**   Travel, material
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The Swiss Artistic Research Network SARN represents artists and 
researchers from the seven Swiss Universities of the Arts as well  
as independent artists and researchers engaged in artistic research.  
It promotes the significance of artistic research in the arts, other 
fields of academia and wider societal contexts in Switzerland  
and internationally. SARN seeks to enrich conditions and contexts  
for artistic researchers in Switzerland through open exchange,  
work group activities, publications, workshops and symposia. SARN 
facilitates debate and dialogue about issues concerning artistic re-
search between artistic research communities, institutions of higher 
education, foundations and public and private competence centers.




