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�ƌĚŽƌ͕ �ϮϬϮϮ
sŝĚĞŽŝŶƐƚĂůůĂƟŽŶ�Ϯϯ�ŵŝŶ͕�ϯ�<ĂŶĂů͕�ϰ<͕�>ŽŽƉ͕�'ƌƂƐƐĞ�ǀĂƌŝĂďĞů
^ŽƵŶĚ͗�^ŝŵŽŶ�^ĐŽƩ�;'�Ϳ͘

�ƌĚŽƌ�ďĞƐĐŚćŌŝŐƚ�ƐŝĐŚ�ŵŝƚ�ƉŚŝůŽƐŽƉŚŝƐĐŚĞŶ�&ƌĂŐĞŶ�ƌƵŶĚ�Ƶŵ�tćƌŵĞ�ƵŶĚ�ĚĞƌ��ĞǌŝĞŚƵŶŐͬsĞƌŵŝƐĐŚƵŶŐ�ǀŽŶ�ǀĞƌƐĐŚŝĞĚĞŶĞŶ�>ĞďĞǁĞƐĞŶ�ŝŶ�
ĚĞƌ�tĞůƚ�ĚƵƌĐŚ�tćƌŵĞ�;WŇĂŶǌĞŶ͕�DĞŶƐĐŚĞŶ�ƵŶĚ�ĂŶĚĞƌĞ�dŝĞƌĞͿ͘�hŶƚĞƌ�ĂŶĚĞƌĞŵ�ŚĂƚ�ĚĂƐ�<ƺŶƐƚůĞƌĚƵŽ��ĂĚĞůͬ^ĂƌďĂĐŚ�ŵŝƚ�ĚĞƌ�dŚĞƌŵŽŐĞŶĞ-
ƐĞ�;ĚĞƌ�&ćŚŝŐŬĞŝƚ�tćƌŵĞ�ǌƵ�ƉƌŽĚƵǌŝĞƌĞŶͿ�ďĞŝ�ĚĞƌ�WŇĂŶǌĞ�dǇƉŚŽŶŝƵŵ�sĞŶŽƐƵŵ�ŐĞĂƌďĞŝƚĞƚ͕�ĚŝĞ�dĞŝůĞ�ŝŚƌĞƌ��ůƺƚĞ�ďŝƐ�ĂƵĨ�ϰϬ�'ƌĂĚ�ĞƌǁćƌŵĞŶ�
ŬĂŶŶ͘��ĂĚĞůͬ^ĂƌďĂĐŚ�ŚĂďĞŶ�ĚŝĞ��ůƺƚĞ�ĚŝĞƐĞƌ�WŇĂŶǌĞ�ŵŝƚ�ĞŝŶĞƌ�ŚŽĐŚĂƵŇƂƐĞŶĚĞŶ�tćƌŵĞďŝůĚŬĂŵĞƌĂ�ŐĞĮůŵƚ�ďǌǁ͘�ĨŽƚŽŐƌĂĮĞƌƚ͘�WŇĂŶǌĞŶ�
ĞƌǁćƌŵĞŶ�ƐŝĐŚ�ĞŝŶĞƌƐĞŝƚƐ�Ĩƺƌ�ĚŝĞ�&ŽƌƚƉŇĂŶǌƵŶŐ�;ĚŝĞƐ�Ƶŵ�ďĞƐƚćƵďĞŶĚĞ�/ŶƐĞŬƚĞŶ�ĂŶǌƵůŽĐŬĞŶͿ�ĂďĞƌ�ĂƵĐŚ�ĂƵĨ�'ƌƵŶĚ�ǀŽŶ�ǀĞƌćŶĚĞƌƚĞŶ�hŵ-
ǁĞůƚďĞĚŝŶŐƵŶŐĞŶ�;ǌ͘�͘�tĂƐƐĞƌƐƚƌĞƐƐ͕�'ŝŌƐƚŽīĞ͕�<ůŝŵĂǀĞƌćŶĚĞƌƵŶŐĞŶͿ͘�/ŚƌĞ�tćƌŵĞ�ŬĂŶŶ�ƐŽŵŝƚ�ĂůƐ�ŬŽŵŵƵŶŝŬĂƟǀĞƐ�^ǇƐƚĞŵ͕�ĂůƐ�^ƉƌĂĐŚĞ�
ǀĞƌƐƚĂŶĚĞŶ�ǁĞƌĚĞŶ͘��ƌĚŽƌ�ďĞǁĞŐƚ�ƐŝĐŚ�ŝŵ�^ƉĂŶŶƵŶŐƐĨĞůĚ�ǌǁŝƐĐŚĞŶ�&ƺŚůĞŶ�ƵŶĚ��ƌŬĞŶŶĞŶ�ƵŶĚ�ƐƚĞůůƚ�&ƌĂŐĞŶ�ŝŶ�ĚĞŶĞŶ�ĞƐ�Ƶŵ�<ƂƌƉĞƌ͕ �PŬŽ-
ůŽŐŝĞ͕��ŶŝŵŝƐŵƵƐ�ƵŶĚ�EĂƚƵƌͲ<ƵůƚƵƌ�ŐĞŚƚ͘��ƵĐŚ�ƚŚĞŵĂƟƐŝĞƌƚ�ĚĂƐ�tĞƌŬ�ĚƵƌĐŚ�ĚŝĞ�dŚĞƌŵŽŐƌĂĮĞ�;ŵŝƚ�ĂůůĞŶ�ŝŚƌ�ŝŶŚćƌĞŶƚĞŶ�ŐĞƐĐŚŝĐŚƚůŝĐŚĞŶ�
ƵŶĚ�ĂŬƚƵĞůůĞŶ��ƐƉĞŬƚĞŶ�ǁŝĞ�ǌƵŵ��ĞŝƐƉŝĞů�ŝŚƌ�'ĞďƌĂƵĐŚ�ďĞŝ�ĚĞƌ��ŽƌŽŶĂͲ<ŽŶƚƌŽůůĞ͕�ĚĞƌ�'ƌĞŶǌŬŽŶƚƌŽůůĞŶ�ǀŽŵ�Dŝůŝƚćƌ�ƵŶĚ�ŝŶ�ĚĞƌ��ĸǌŝĞŶǌ-
ƐƚĞŝŐĞƌƵŶŐ�ŝŶ�ĚĞƌ�>ĂŶĚǁŝƌƚƐĐŚĂŌͿ�ĂƵĐŚ�ǁŝĞ�dĞĐŚŶŽůŽŐŝĞŶ�ŝŶ�ĞŝŶĞŵ��ƵĂůŝƐŵƵƐ�ĞŝŶĞƌƐĞŝƚƐ�ĞƚǁĂƐ�ƐŝĐŚƚďĂƌ�ŵĂĐŚĞŶ�ŬƂŶŶĞŶ�ƵŶĚ�ŐůĞŝĐŚǌĞŝƟŐ�
ĚĞŶ��ůŝĐŬ�ĚĂƌĂƵĨ�ǀĞƌƐƚĞůůĞŶ�ďǌǁ͘�ĞŶƚƐƚĞůů͘
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Aus dem Saaltext der Ausstellung Ardor, Friedhof Sihlfeld 2022
<ƵƌĂƚŽƌ��ĂŵŝĂŶ��ŚƌŝƐƟŶŐĞƌ͗

�ŝĞ�ϯͲ<ĂŶĂůǀŝĚĞŽŝŶƐƚĂůůĂƟŽŶ�ŝƐƚ�ĞŝŶĞ�ƉŽĞƟƐĐŚĞ�DĞĚŝƚĂƟŽŶ�ǌƵ�tćƌŵĞ�ƵŶĚ�<ćůƚĞ͕�>ĞďĞŶ�ƵŶĚ�
dŽĚ͕�&ŽƌƚƉŇĂŶǌƵŶŐ�ƵŶĚ�sĞƌĞŝŶǌĞůƵŶŐ͘��ŝĞ��ƌďĞŝƚ�ǁƵƌĚĞ�ǀŽŵ�<ƺŶƐƚůĞƌΎŝŶŶĞŶ��ƵŽ�ŝŶ��ƵƐĂŵ-
ŵĞŶĂƌďĞŝƚ�ŵŝƚ�ĚĞŵ��ŽƚĂŶŝƐĐŚĞŶ�'ĂƌƚĞŶ��ƺƌŝĐŚ�ĞŶƚǁŝĐŬĞůƚ�ƵŶĚ�Ŷŝŵŵƚ�ĚŝĞ�WŇĂŶǌĞ�͞�sŽĚŽŽ�
>ŝůǇ͟�ŵŝƚ�ĞŝŶĞƌ�tćƌŵĞďŝůĚŬĂŵĞƌĂ�ŝŶ�ĚĞŶ�&ŽŬƵƐ͕�ĚŝĞ�ƐŝĐŚ�ǁćŚƌĞŶĚ�ĚĞƌ��ůƺƚĞ�ĂƵĨ�ϰϬΣ��Ğƌǁćƌŵƚ͘�
tćƌŵĞ�ƵŶĚ�,ŝƚǌĞ�ƐŝŶĚ�Ĩƺƌ��ĂĚĞůͬ^ĂƌďĂĐŚ�ĞŝŶ�ŬŽŵŵƵŶŝŬĂƟǀĞƐ�^ǇƐƚĞŵ͕�ĂŶ�ĚĞƐƐĞŶ�ZćŶĚĞƌŶ�
ƐŝĐŚ� ǁĞƐĞŶƚůŝĐŚĞ� dŚĞŵĞŶ� ǁŝĞ� ^ĞǆƵĂůŝƚćƚ� ƵŶĚ� &ŽƌƚƉŇĂŶǌƵŶŐ͕� mďĞƌǁĂĐŚƵŶŐ� ƵŶĚ� <ŽŶƚƌŽů-
ůĞ�ƐŽǁŝĞ�EĂƚƵƌͲ<ƵůƚƵƌ�ǀĞƌŚĂŶĚĞůŶ� ůĂƐƐĞŶ͘�&ƺƌ�ĚŝĞ�DĞŝƐƚĞŶ�ǀŽŶ�ƵŶƐ� ŝŶ�ĚĞƌ�^ĐŚǁĞŝǌ� ŝƐƚ�ĚŝĞƐĞ�
WĂŶĚĞŵŝĞ�ƵŶĚ�ŝŚƌĞ��ƵƐǁŝƌŬƵŶŐĞŶ�ĚŝĞ�ĞƌƐƚĞ�ƵŶŵŝƩĞůďĂƌĞ͕�ĞǆŝƐƚĞŶƟĞůůĞ�<ƌŝƐĞ�ƵŶƐĞƌĞƐ�>ĞďĞŶƐ͘�
tćŚƌĞŶĚ�ƐŝĐŚ�ĚŝĞ��ƵƐĞŝŶĂŶĚĞƌƐĞƚǌƵŶŐĞŶ�ŵŝƚ�ĚĞŵ��ŶƚŚƌŽƉŽǌćŶ͕�ĚĞŵ�<ůŝŵĂǁĂŶĚĞů�ƵŶĚ�ĚĞŵ�
sĞƌůƵƐƚ�ǀŽŶ��ŝŽĚŝǀĞƌƐŝƚćƚ͕�ĚŝĞ�ĚĞŶ�ŬƺŶƐƚůĞƌŝƐĐŚĞŶ��ŝƐŬƵƌƐ�ĚĞƌ� ůĞƚǌƚĞŶ� :ĂŚƌĞ�ĂƵĐŚ� ŝŶ�ĚŝĞƐĞŵ�
>ĂŶĚ�ĚŽŵŝŶŝĞƌƚĞŶ͕� ŝŵŵĞƌ�ĂƵĨ�ĚŝĞ� ƌĂƐĂŶƚ�ŶćŚĞƌŬŽŵŵĞŶĚĞ��ƵŬƵŶŌ�ďĞǌŽŐĞŶ͕� ůŝĞŐƚ�ĚŝĞ��ƵƐ-
ĞŝŶĂŶĚĞƌƐĞƚǌƵŶŐ�ŵŝƚ�ĚĞƌ�WĂŶĚĞŵŝĞ�ŝŶ�ĞŝŶĞƌ�'ĞŐĞŶǁĂƌƚ͕�ĚŝĞ�ƐŝĐŚ�ĨŽƌƚǁćŚƌĞŶĚ�ǀĞƌćŶĚĞƌƚ͘��ŝĞ�
ǁŝĞĚĞƌŬĞŚƌĞŶĚĞŶ�,ŝƚǌĞǁĞůůĞŶ�ĚĞƐ�^ŽŵŵĞƌƐ�ĞƌŝŶŶĞƌŶ��ƵƌŽƉĂ�ĚĂƌĂŶ͕�ĚĂƐƐ�ĚŝĞ�<ůŝŵĂŬĂƚĂƐƚƌŽ-
ƉŚĞ�ŶŝĐŚƚ�ŶƵƌ�ŝŵ�ŐůŽďĂůĞŶ�^ƺĚĞŶ�ƐƚĂƪŝŶĚĞƚ͘

>ŽĐŬĚŽǁŶƐ�ƵŶĚ�DĂƐƐŶĂŚŵĞŶ͕�ŐĞŽƉŽůŝƟƐĐŚĞ�sĞƌćŶĚĞƌƵŶŐĞŶ͕�/ŶŇĂƟŽŶ�ƵŶĚ�<ƌŝĞŐ�ŝŶ��ƵƌŽƉĂ�
ƉƌćŐƚĞŶ� ĚŝĞ� ůĞƚǌƚĞŶ� :ĂŚƌĞ͕� ǁćŚƌĞŶĚ� ĚĞŵ� ĚĂƐ� �ĞŶƚƌƵŵ� ĚĞƐƐĞŶ͕� ǁĂƐ� ĚŝĞ� WĂŶĚĞŵŝĞ� ŐĞƐĞůů-
ƐĐŚĂŌůŝĐŚ�ĂƵƐŵĂĐŚƚ͕�ƐĞůƚƐĂŵ�ƵŶďĞůĞƵĐŚƚĞƚ�ďůĞŝďƚ͗��ŝĞ�&ƌĂŐŝůŝƚćƚ͕�ĚĂƐ��ůƚĞƌ͕ �dƌĂƵĞƌ͕ �dŽĚ�ƵŶĚ�
ƵŶƐĞƌ�ŐĞƐĞůůƐĐŚĂŌůŝĐŚĞƐ�hŶǀĞƌŵƂŐĞŶ�ůĂŶŐĨƌŝƐƟŐ�ƐŽůŝĚĂƌŝƐĐŚ�ǌƵ�ŚĂŶĚĞůŶ͘�zĞŶĞƌ��ĂǇƌĂŵŽŒůƵ�
ƵŶĚ�DĂƌşĂ�ĚŽ�DĂƌ��ĂƐƚƌŽ�sĂƌĞůĂ�ƐĐŚƌĞŝďĞŶ�ŝŶ�ŝŚƌĞŵ��ƐƐĂǇ�ǌƵŵ�dŚĞĂƚĞƌƐƉĞŬƚĂŬĞů�ϮϬϮϭ�ͨWŽƐƚ�
ͬ�WĂŶĚĞŵŝƐĐŚĞ��ĞŝƚĞŶ� ŝŵ��ĞŝĐŚĞŶ�ĚĞƌ��ĞƌďƌĞĐŚůŝĐŚŬĞŝƚͩ͗�ͨ�ŝĞ�>ĂŐĞ� ŝƐƚ�ĞƌŶƐƚ͗�KŚŶĞ�ŬŽŶƚƌĂ-
ƉƵŶŬƟƐĐŚĞ�WĞƌƐƉĞŬƟǀĞŶ͕�ĚŝĞ�ĞƐ�ĞƌůĂƵďĞŶ͕�ƵŶƚĞƌƐĐŚŝĞĚůŝĐŚĞ�^ƟŵŵĞŶ�ǌƵ�ŚƂƌĞŶ͕�ǁĞƌĚĞŶ�ǁŝƌ�
ĂůƐ�^ƉĞǌŝĞƐ�DĞŶƐĐŚ�ŶŝĐŚƚ�ƺďĞƌůĞďĞŶ͘�tŝƌ�ƐŝƚǌĞŶ�ŶŝĐŚƚ�ĂůůĞ�ŝŵ�ƐĞůďĞŶ��ŽŽƚ͗��ĂƐ�sŝƌƵƐ�ďĞĚƌŽŚƚ�
ƵŶƐ�ŝŶ�ƐĞŚƌ�ƵŶŐůĞŝĐŚĞƌ�tĞŝƐĞ͘��ŝŶĞ�WŽůŝƟŬ�ĚĞƌ�^ƚćƌŬĞ�ŚĂƚ�ĞŝŶĞ�EĞŬƌŽƉŽůŝƟŬ�ŚĞƌǀŽƌŐĞďƌĂĐŚƚ͕�
ĚŝĞ�ǌǇŶŝƐĐŚ�ĚĂƐ�^ƚĞƌďĞŶ�ĚĞƌ�ĂŶĚĞƌĞŶ�ŚŝŶŶŝŵŵƚ͘��Ɛ�ŝƐƚ��Ğŝƚ͕�ĚŝĞ�&ƌĂŐŝůŝƚćƚ�ƵŶƐĞƌĞƐ�>ĞďĞŶƐ͕�ĚŝĞ�
�ďŚćŶŐŝŐŬĞŝƚ�ǀŽŶ�ĚĞŶ�ĂŶĚĞƌĞŶ�ĂŶǌƵĞƌŬĞŶŶĞŶ�ƵŶĚ�ƵŵǌƵůĞŶŬĞŶ�ŚŝŶ�ǌƵ�ĞŝŶĞƌ�WŽůŝƟŬ�ĚĞƌ�&ƌĂŐŝůŝ-
ƚćƚ͕�ĚŝĞ�ƐŽǌŝĂůĞ͕�ĂďĞƌ�ĂƵĐŚ�ĞŝŶĞ�ŬŽŐŶŝƟǀĞ�'ĞƌĞĐŚƟŐŬĞŝƚ�ĨŽƌĚĞƌƚ͘�sŝĞůůĞŝĐŚƚ�ŬĂŶŶ�ƵŶƐ�ĚŝĞ�<ƵŶƐƚ�
ŚĞůĨĞŶ͕�ĚŝĞ�ǌĂƌƚĞŶ�dƂŶĞ�ƵŶĚ�ĚŝĞ�^ƟŵŵĞŶ�ĚĞƐ��ĂǌǁŝƐĐŚĞŶ�ǌƵ�ŚƂƌĞŶ͕�ĚŝĞ�tŝĚĞƌƐƉƌƺĐŚĞ�ƵŶĚ�
�ŵďŝǀĂůĞŶǌĞŶ�ĂƵƐǌƵŚĂůƚĞŶ�ƵŶĚ�ĂƵĐŚ�ĚŝĞ�^ƟůůĞ͘�sŝĞůůĞŝĐŚƚͩ͘
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SFESS, Guarda, Engadin 

Als Abschluss der Atelierzeit in Guarda haben Badel/Sarbach in der Chasa Torel am 
25.6.2023 eine letzte Ausstellung mit dem Titel SFESS (rätoromanisch: gespalten) 
gezeigt. Die Ausstellung umfasst die 9-teilige Skulpturengruppe sfess, das Gedicht  il 
tschêl es blau�ƐŽǁŝĞ�ĚŝĞ�ŽƌƚƐƐƉĞǌŝĮƐĐŚĞ�tĂŶĚŵĂůĞƌĞŝ�today we harvest 1.

sfess, 2023 
/ŶƐƚĂůůĂƟŽŶ͗�ϵ�,ŽůǌƐŬƵůƉƚƵƌĞŶ͕�^ƉŽƚƐ

Masse unterschiedlich

Bei sfess handelt es sich um eine durch Badel/Sarbach zusammengetragene Sammlung 
ǀŽŶ�ĞŚĞŵĂůŝŐĞŶ�^ƉĂůƚŬůƂƚǌĞŶ͕�ǁĞůĐŚĞ�ŝŵ�WƌŽǌĞƐƐ�ĚĞƐ�,ŽůǌͲ^ƉĂůƚĞŶƐ�ŝŶ�ǌǁĞŝ�dĞŝůĞ�ŐĞďƌŽ-
ĐŚĞŶ�ƐŝŶĚ͘� /Ŷ� ũĞĚĞŵ��ŝŵŵĞƌ�ĚĞƐ� ůĞĞƌĞŶ�ƵŶĚ�ǀĞƌĚƵŶŬĞůƚĞŶ�tŽŚŶŚĂƵƐĞƐ� ;ŐĞƐĐŚůŽƐƐĞŶĞ�
Fensterläden) steht eine dieser Skulpturen. 

Die Readymades, welche durch Jahrzehnte lange Arbeit geformt wurden, erzählen von 
<ƂƌƉĞƌŶ͕�WĞƌĨŽƌŵĂŶĐĞ�ƐŽǁŝĞ�ǀŽŵ�tĂŶĚĞů�ŝŶ�ĚĞƌ�ŐĞƐĞůůƐĐŚĂŌůŝĐŚĞŶ�^ƚƌƵŬƚƵƌ�ĚĞƐ�hŶƚĞƌ-
engadins.
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sfess, 2023 (oberer Stock)
/ŶƐƚĂůůĂƟŽŶ͗�ϵ�,ŽůǌƐŬƵůƉƚƵƌĞŶ͕�^ƉŽƚƐ
Masse unterschiedlich
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il tschêl es blau
Gedicht, 2023

wörtliche Übersetzung aus dem Vallader: 

der himmel ist blau
blau wie die wurzeln des gefällten nussbaums
sein stumpf tränt noch immer
helle ringe aussen
die inneren dunkel
iris und pupille starren hinauf
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�ŝĞ�ŽƌƚƐƐƉĞǌŝĮƐĐŚĞ�tĂŶĚŵĂůĞƌĞŝ�ŵŝƚ�ĚĞŵ�dŝƚĞů�today we harvest 1 bezieht sich auf 
historische alpine Fassadenmalerei in welcher die Bauern/Bäuerinnen in beson-
ĚĞƌƐƚ�ŐƵƚĞŶ��ƌŶƚĞũĂŚƌĞŶ�ĚĞŶ� ůćŶŐƐƚĞŶ�<ŽƌŶŚĂůŵ�ŵŝƩĞůƐ�ZƂƚĞů�ĂŶ�ĚŝĞ�&ĂƐƐĂĚĞ�ĚĞƐ�
�ĂƵĞƌŶŚŽĨƐͬtŽŚŶŚĂƵƐĞƐ�ŐĞŵĂůƚ�ŚĂďĞŶ͘��ŝĞƐ�ĂůƐ��ĞƵŐŶŝƐ�ĚĞƌ�ŐƵƚĞŶ��ƌŶƚĞ�ƵŶĚ�ĂůƐ�
ZĞĨƌĞŶǌ�Ĩƺƌ�ǌƵŬƺŶŌŝŐĞ��ƌŶƚĞŶ͘�tĞŝƚĞƌ�ƌĞƉƌćƐĞŶƟĞƌĞŶ�ĚŝĞƐĞ�DĂůĞƌĞŝĞŶ�ĂƵĐŚ�ĞŝŶĞŶ�
�ĞŝƚƉƵŶŬƚ�;DŽŵĞŶƚ�ĚĞƌ��ƌŶƚĞͿ�ƵŶĚ�ĞŝŶĞ�ŬůŝŵĂƟƐĐŚĞ��ĞŝƚƐƉĂŶŶĞ͘

&ƺƌ�ĚĂƐ�tĞƌŬ�today we harvest 1 eignen sich Badel/Sarbach diese Praxis der Malerei 
ĂŶ͘��ŵ�dĂŐ�ŝŚƌĞƐ�tĞŐǌƵŐƐ�ŚĂďĞŶ�ƐŝĞ�ĚĞŶ�ůćŶŐƐƚĞŶ�'ƌĂƐŚĂůŵ�ŝŶ�ĚĞƌ�hŵŐĞďƵŶŐ�ĚĞƐ�
�ŽƌĨĞƐ�ŐĞƐƵĐŚƚ͕�ĚŝĞƐĞŶ�ŐĞĞƌŶƚĞƚ�ƵŶĚ�ŝŚŶ�ĂŶƐĐŚůŝĞƐƐĞŶĚ�ŝŶ�ĞŝŶĞ�tĂŶĚŵĂůĞƌĞŝ�ƺďĞƌ-
ƐĞƚǌƚ͘��ĂƐ�tĞƌŬ�ŝƐƚ�ĂŶ�ĚĞƌ�ƵŶƚĞƌĞŶ��ĐŬĞ�ŵŝƚ�ĚĞŵ��ĂƚƵŵ�ĚĞƌ��ƌŶƚĞ�ǀĞƌƐĞŚĞŶ͘�

�ŝĞƐĞ�ĞŚĞŵĂůŝŐĞ�ďćƵĞƌůŝĐŚĞ�WƌĂǆŝƐ͕�ǁŝƌĚ�ƐŽ�ƌĞĂŬƟǀŝĞƌƚ�ƵŶĚ�ŝŶ�ĞŝŶĞŶ�ŶĞƵĞŶ�<ŽŶƚĞǆƚ�
ŐĞƐƚĞůůƚ�ŝŶ�ĚĞŵ�ĚŝĞ��ĞǌŝĞŚƵŶŐ�ǌƵ��Ğŝƚ͕�hŵǁĞůƚͬ<ůŝŵĂ�ƐŽǁŝĞ�ǌƵ�ĂŶĚĞƌĞŶ�>ĞďĞǁĞƐĞŶ�
ƚŚĞŵĂƟƐŝĞƌƚ�ǁŝƌĚ͘�

today we harvest 1, 2023 
tĂŶĚŵĂůĞƌĞŝ͕�<ĂůŬ͕��ĐƌǇů�ƵŶĚ�dƵƐĐŚĞ͕�DĂƐƐĞ�ϮϲϬ�ǆ�ϭϴϯ�Đŵ�



>ŽƐƚ�tĂƚĞƌƐ�ĂŶĚ�&ŽƵŶĚ�^ƚĂŝƌƐ͕�ϮϬϮϮ
�ǁĞŝŬĂŶĂůͲsŝĚĞŽŝŶƐƚĂůůĂƟŽŶ͕�ϭϰ�ŵŝŶ͕�ůŽŽƉ

�ŶƐŝĐŚƚ͗�ZŝǀĞƌŚŽŽĚ͕��ĂƐĞů͕�ϮϬϮϮ�����ŶƐŝĐŚƚ͗��ŝĞŶŶĂůĞ�^ĂĮĞŶƚĂů͕�ϮϬϮϮ



�ƵƐ�ĚĞŵ�^ĂĂůƚĞǆƚ�ĚĞƌ��ƵƐƐƚĞůůƵŶŐ�ZŝǀĞƌŚŽŽĚ͕�<ƵŶƐƞŽƌƵŵ��ĂůŽŝƐĞ͕�ϮϬϮϮ
<ƵƌĂƚŽƌŝŶ�:ŽƐŝĂŶĞ�/ŵŚĂƐůǇ�

�ĂƐ�sŝĚĞŽĞƐƐĂǇ�>ŽƐƚ�tĂƚĞƌƐ�Θ�&ŽƵŶĚ�^ƚĂŝƌƐ�ĚĞƐ�<ƺŶƐƚůĞƌĚƵŽƐ�&ůƵƌŝŶĂ��ĂĚĞů�ƵŶĚ�:ĠƌĠŵŝĞ�^ĂƌďĂĐŚ�ŝƐƚ�ĞŝŶ�ƉŽĞƟƐĐŚĞƌ�ƵŶĚ�ǌƵ-
ǁĞŝůĞŶ�ŚƵŵŽƌǀŽůůĞƌ��ŝĂůŽŐ�ĚĞƐ�<ƺŶƐƚůĞƌƉĂĂƌƐ�ŵŝƚ�&ůƺƐƐĞŶ͕�ŝŵ��ƵŐĞ�ĚĞƐƐĞŶ�ƐŝĞ�ƐĞůďƐƚ�ǌƵ�&ŝƐĐŚĞŶ�ǁĞƌĚĞŶ͘��Ɛ�ĞŶƚƐƚĂŶĚ�Ĩƺƌ�ĚŝĞ�
�ƺŶĚŶĞƌ��ŝĞŶŶĂůĞ��ƌƚ�^ĂĮĞŶƚĂů�ƵŶĚ�ĞƌǁĞŝƚĞƌƚ�ĚŝĞ�WƌĂǆŝƐ�ĚĞƌ�ŽƌƚƐƐƉĞǌŝĮƐĐŚĞŶ�<ƵŶƐƚ͕�ĚŝĞ�ŝŶ�ŝŚƌĞŶ��ŶĨćŶŐĞŶ�ǀŽŶ�ĚĞƌ�>ĂŶĚ��ƌƚ�
ŐĞƉƌćŐƚ�ǁƵƌĚĞ͕�ǁĞŶŶ�ĚĞƌ�&ůƵƐƐ�ŝŵ�>ĂƵĨĞ�ĚĞƐ�sŝĚĞŽƐ�ŝŶ�ĞŝŶĞƌ�ůƵƐƚǀŽůůĞŶ�hŵŬĞŚƌƵŶŐ�ǌƵŵ�ŬƵŶƐƚƐƉĞǌŝĮƐĐŚĞŶ�Kƌƚ�ǁŝƌĚ͘

�ŝĞ��ƌǌćŚůƐƟŵŵĞ�ƐĐŚŝůĚĞƌƚ͕�ǁŝĞ�ƐŝĞ͕�ͨƚŚĞ�ĂƌƟƐƚƐ͕ͩ�ĮůŵĞŶĚ�Ăŵ�&ůƵƐƐ͕�ǀŽŶ�ĞŝŶĞƌ��ůĐŚĞŵŝƐƟŶ͕�ĞŝŶĞŵ�&ŝƐĐŚĞƌ�ƵŶĚ�ĞŝŶĞƌ�tŝƐƐĞŶ-
ƐĐŚĂŌůĞƌŝŶ� ďĞƐƵĐŚƚ�ǁĞƌĚĞŶ͘� /ŵ� >ĂƵĨĞ�ĚŝĞƐĞƌ�ŵƵůƟƉĞƌƐƉĞŬƟǀŝƐĐŚĞŶ� �ƵŐćŶŐĞ�ǁŝƌĚ�ĚĞƌ� &ŝƐĐŚ� ĂůƐ� <ƵŶƐƚƌĞǌŝƉŝĞŶƚ� ǀŽƌŐĞƐƚĞůůƚ͘�
^ĞŝŶĞ�ƐŝĐŚ�ŶŝĞŵĂůƐ�ƐĐŚůŝĞƐƐĞŶĚĞŶ��ƵŐĞŶ�ǁĞƌĚĞŶ�ǀŽŶ�ĚĞƌ��ůĐŚĞŵŝƐƟŶ�ĂůƐ�^ĐŚůƺƐƐĞů�ǌƵ�ĂůůƵŵĨĂƐƐĞŶĚĞŶ�tŝƐƐĞŶ�ŝŶƚĞƌƉƌĞƟĞƌƚ͘�
^ŽǁŽŚů�Ĩƺƌ�ĚĂƐ�^ĞŚĞŶ�ĂůƐ�ĂƵĐŚ�Ĩƺƌ�ĚŝĞ�ZĞŇĞǆŝŽŶ�ĚĞƐ�'ĞƐĞŚĞŶĞŶ�ŚĂƚ�Ğƌ�ĂůƐŽ�ĚŝĞ�ďĞƐƚĞŶ�sŽƌĂƵƐƐĞƚǌƵŶŐĞŶ͘��Ăŵŝƚ�ǁŝƌĚ�ĚĞƌ�&ŝƐĐŚ�
ŝŶ�ĚŝĞ�EćŚĞ�ĚĞƐ�DĞŶƐĐŚĞŶ�ŐĞƌƺĐŬƚ͘�

�ŝĞ�'ƌĞŶǌĞŶ�ǌǁŝƐĐŚĞŶ�&ŝƐĐŚ�ƵŶĚ�<ƵŶƐƚƐĐŚĂīĞŶĚĞŶ�ǀĞƌƐĐŚǁŝŵŵĞŶ�ǁĞŝƚĞƌ͕ �ŶĂĐŚĚĞŵ�ĚĞƌ�&ŝƐĐŚĞƌ�ŝŚŶĞŶ�ĞƌŬůćƌƚ͕�ǁŝĞ�ƐŝĞ�ƐĞůďƐƚ�
&ŝƐĐŚĞ�ǁĞƌĚĞŶ�ŬƂŶŶĞŶ͘��ŝĞ�tŝƐƐĞŶƐĐŚĂŌůĞƌŝŶ�ĞƌƂƌƚĞƌƚ�ǌƵ�ŐƵƚĞƌ�>Ğƚǌƚ͕�ǁŝĞ�ƐŝĐŚ�&ŝƐĐŚĞ�ŝŶ�&ůƺƐƐĞŶ�ďĞǁĞŐĞŶ�ƵŶĚ�ǁŝĞ�ŝŚƌĞ�ŽŌ�
ĚƵƌĐŚ�ĚĞŶ�DĞŶƐĐŚĞŶ�ǌĞƌƐƚƂƌƚĞŶ�,ĂďŝƚĂƚĞ�ǁŝĞĚĞƌďĞůĞďƚ�ǁĞƌĚĞŶ�ŬƂŶŶĞŶ͘�EĂĐŚ�ĚŝĞƐĞƌ��ƵƐĨƺŚƌƵŶŐ�ĞŶƚǁŝĐŬĞůŶ�ĚŝĞ�<ƵŶƐƚƐĐŚĂĨ-
ĨĞŶĚĞŶ�;ŽĚĞƌ�&ŝƐĐŚĞ͍Ϳ�ĚŝĞ�/ĚĞĞ͕�ĚĂƐ�tĂƐƐĞƌŬƌĂŌǁĞƌŬ�ŝŵ�dĂů�ĚƵƌĐŚ�ĞŝŶĞ�&ŝƐĐŚůĞŝƚĞƌ�ǌƵ�ĞƌŐćŶǌĞŶ͘��ŝĞƐĞƐ�sŽƌŚĂďĞŶ�ƐĐŚĞŝƚĞƌƚ�
ũĞĚŽĐŚ�Ăŵ�hŶǁŝůůĞŶ�ĚĞƌ��ĞƚƌĞŝďĞƌŝŶŶĞŶ�ƵŶĚ��ĞƚƌĞŝďĞƌ͗�^ŝĞ� ƐƉƌĞĐŚĞŶ�ǀŽŶ�ͨůŽƐƚ�ǁĂƚĞƌƐ͕ͩ� ǀĞƌůŽƌĞŶĞŵ�tĂƐƐĞƌ͕ �ƵŶĚ�ŵĞŝŶĞŶ�
ĞŝŐĞŶƚůŝĐŚ�ǀĞƌůŽƌĞŶĞƐ�'ĞůĚ͘�sŽƌ�ĚĞŵ�,ŝŶƚĞƌŐƌƵŶĚ�ĚĞƌ�ĂŬƚƵĞůůĞŶ�ͨ�ŶĞƌŐŝĞŬƌŝƐĞ͕ͩ�ŝŵ��ƵŐĞ�ĚĞƌĞƌ�ĚĞƌ�>ĂŶĚƐĐŚĂŌƐƐĐŚƵƚǌ�ŝŶ�ĚĞƌ�
^ĐŚǁĞŝǌ�ĂƵƐŐĞŚĞďĞůƚ�ǁŝƌĚ͕�ĞƌŚćůƚ�ĚŝĞƐ�ĞŝŶĞ�ŶĞƵĞ��ŬƚƵĂůŝƚćƚ͘�

^Ž�ŝŵĂŐŝŶŝĞƌĞŶ�ĚŝĞ�<ƵŶƐƚƐĐŚĂīĞŶĚĞŶ�ĚŝĞ�&ŝƐĐŚůĞŝƚĞƌͲ^ŬƵůƉƚƵƌ�ůĞƚǌƚůŝĐŚ�ďĞŝ�ĞŝŶĞŵ�ŶĂƚƺƌůŝĐŚĞŶ�,ŝŶĚĞƌŶŝƐ͘��Ğƌ�>ĞďĞŶƐƌĂƵŵ�ĚĞƌ�
&ŝƐĐŚĞ�ĞƌǁĞŝƚĞƌƚ�ƐŝĐŚ�ĚĂŵŝƚ�ŝŵĂŐŝŶćƌ�ĚƵƌĐŚ�<ƵŶƐƚ͘�&ůƵƌŝŶĂ��ĂĚĞů�ƵŶĚ�:ĠƌĠŵŝĞ�^ĂƌďĂĐŚ�ĂƌďĞŝƚĞŶ�ŝŶ�ŝŚƌĞŶ�sŝĚĞŽƐ�ŽŌ�ŵŝƚ�ƐĞůďƐƚ�
ƉƌŽĚƵǌŝĞƌƚĞŶ�ZĞƋƵŝƐŝƚĞŶ͕�ĚŝĞ�ƐƉćƚĞƌ�ǌƵ�^ŬƵůƉƚƵƌĞŶ�ƵŶĚ�ĞŝŐĞŶƐƚćŶĚŝŐĞŶ�tĞƌŬĞŶ�ǁĞƌĚĞŶ͕�ǁŝĞ�ĚŝĞ�ŚŝĞƌ�ĂƵƐŐĞƐƚĞůůƚĞŶ��ĞƚŽŶƌĞ-
ůŝĞĨƐ�/ŶĚĞǆ�&ŝŶŐĞƌ�ƵŶĚ�ĚŝĞ�,ćŶŐĞƐŬƵůƉƚƵƌ�Fishes͘

&ŝƐŚĞƐ͕�ϮϬϮϮ
>ŽƐƚ�tĂƚĞƌƐ�ĂŶĚ�&ŽƵŶĚ�^ƚĂŝƌƐ
ŐĞďƌĂŶŶƚĞƌ�dŽŶ͕�^ƚĂŚůŬĞƩĞŶ



Planty of Love, ������MRWXEPPEXMSR��ERMQEXMSR��¾EWL�����WGYPTXYVIW��TPEWXMJSVQ��TPEWXIV��KPEWW��PSPP]TSTW

:MI[�/YRWXLEPPI�0Y^IVR��TLSXS��/MPMER�&ERR[EVX��ERMQEXMSR�VIEPM^IH�F]�6SF
0E[





8IQTSVmV�EVFIMXIX�IMRI�RIYI�%YJWMGLX�MR�HIV�/YRWXLEPPI�0Y^IVR��IW�MWX�IMRI��FIVHMQIR-
WMSRMIVXI�0EYW��7MI�WMX^X�WXSMWGL�EQ�)QTJERK��WTVMGLX�^Y�(MV��FIV�IMRIR�&MPHWGLMVQ�EYW�
HIQ�ZMVXYIPPIR�6EYQ�YRH�FIXmXMKX�WMGL�EXLPIXMWGL�MQ�9RXIVKIWGLSWW��/VIMIVX�[YVHI�
HMI�REQIRPSWI�0EYW�ZSQ�/�RWXPIVHYS�&EHIP�7EVFEGL��EPW�^IMXKIR}WWMWGLIV�:IV[IMW�EYJ�
HMI�/YPXYVKIWGLMGLXI�HIV�'SGLIRMPPI�7GLMPHPmYWI��-LVIV�>�GLXYRK�YRH�ERWGLPMIWWIRHIR�
4YPZIVMWMIVYRK�ZIVHEROIR�[MV�RSGL�LIYXI�HIR�VSXIR�*EVFWXSJJ�/EVQMR��&EHIP�7EVFEGL�
LEFIR�J�V�MLVI�%YWWXIPPYRK�4PERX]�SJ�0SZI�MR�HIV�/YRWXLEPPI�0Y^IVR�IMRI�VEYQWTI^M-
½WGLI�4PERXEKI�IMRKIVMGLXIX��(YVGL�HMI�/YPXMZMIVYRK�HIV�WXMPMWMIVXIR�/EOXIIRKI[mGL-
WI�ZIV[IMWX�HEW�/�RWXPIVHYS�EYJ�HEW�FIZSV^YKXI�,EFMXEX�HIV�'SGLIRMPPI�0EYW�¯�HMI�
3TYRXME��(MI�-RWXEPPEXMSR�4PERX]�SJ�0SZI�FIWXILX�EYW�QSHIPPMIVXIR�YRH�QMX�VI¾IOXMIVIR-
HIR�1MOVSKPEWTIVPIR�FIWGLMGLXIXIR�WOYPTXYVEPIR�3FNIOXIR��ER�HIVIR�&PmXXIVR�WMGL�VSXI�
0SPPMTSTW�FI½RHIR��HMI�KIT¾�GOX�YRH�KIPIGOX�[IVHIR�H�VJIR��(MI�7�WWMKOIMXIR�WMRH�QMX�
HIQ�4MKQIRX�HIV�^IVVMIFIRIR�'SGLIRMPPI�0mYWI�LIVKIWXIPPX�YRH�ZIVJmVFIR�HMI�>YRKI�
HIV�&IWYGLIV�MRRIR��(EW�/�RWXPIVHYS�VI¾IOXMIVX�QMX�WIMRIV�-RWXEPPEXMSR�HIR�REXYV[MW-
WIRWGLEJXPMGLIR�9QWXERH��HEWW�HMI�'SGLIRMPPI�7GLMPHPmYWI�HIR�*EVFWXSJJ�IMKIRXPMGL�J�V�
HMI�%F[ILV�ZSR�*VIWWJIMRHIR�TVSHY^MIVIR��+PIMGL^IMXMK�PIMWXIR�HMI�/�RWXPIV�HEQMX�IMRIR�
OVMXMWGLIR�&IMXVEK��FIV�HMI�QIRWGLPMGLI�%RIMKRYRK�HIV�9Q[IPX�EYJ�/SWXIR�HIV�*EYRE�
%Q�6ERHI�HIV�3TYRXMIR�4PERXEKI�FI½RHIX�WMGL�HMI�ERMQMIVXI��EPXI�0EYW�EYJ�IMRIQ�
&MPHWGLMVQ��%YJ�IMRIQ�7XYLP�WMX^IRH��[EGLX�WMI�PERKWEQ�EYJ�YRH�FIKMRRX�QMX�HIQ�4YFPM-
OYQ�^Y�MRXIVEKMIVIR�YRH�IW�MR�IMR�+IWTVmGL�^Y�ZIV[MGOIPR��%PW�TIVJSVQEXMZIW�)PIQIRX�
XLIQEXMWMIVX�HMI�0EYW�MLVI�IMKIRI�&I½RHPMGLOIMX�WS[MI�HEW�:IVLmPXRMW�^[MWGLIR�2EXYV�
YRH�/YPXYV��KMFX�,MR[IMWI�^YV�%YWWXIPPYRKWOSR^ITXMSR�YRH�QEGLX�EYJ�HIR�8VERWJSVQEXM-
SRWTVS^IWW�HIV�4MKQIRXKI[MRRYRK�EYJQIVOWEQ��>IVUYIXWGLX�YRH�EYWKIOSGLX�WMRH�HMI�
KI^�GLXIXIR�0mYWI�REGL�[MI�ZSV�IMR�[IWIRXPMGLIV�&IWXERHXIMP�HIV�OEVQMRVSXIR�*EVF-
KIFYRK�ZSR�MRHYWXVMIPP�LIVKIWXIPPXIR�/SWQIXMOTVSHYOXIR�YRH�0IFIRWQMXXIPR��(MIWI�:IV-
[ERHPYRK�¯�ZSR�HIV�PIFIRHMKIR�0EYW�MR�IMRI�TMKQIRXMIVXI�7YFWXER^�¯�HMIRX�EPW�%YW-
KERKWTYROX�J�V�IMRIR�(MWOYVW��FIV�)QTEXLMI��(MWXMROXMSR�YRH�+I[EPX�MR�HIV�&I^MILYRK�
^[MWGLIR�1IRWGLIR��ERHIVIR�8MIVIR�YRH�MLVIV�9Q[IPX��(MI�ERMQMIVXI�0EYW�JYRKMIVX�
HEFIM�EPW�XVEKMOSQMWGLIV�8VERWQMXXIV�^[MWGLIR�HIR�ZIVWGLMIHIRIR�0IFIRW[IPXIR�



-Q�/EFMRIXX�HIV�/YRWXLEPPI�0Y^IVR�PIVRX�QER�HMI�0EYW�ZSR�MLVIV�WTSVXPMGLIR�7IMXI�
OIRRIR��-RRIVLEPF�HIV�7IVMI�+SSH�7LETI�¯�IW�LERHIPX�WMGL�YQ�;EGOIPFMPHIV��HMI�MQ�
PIRXMOYPmVIR�(VYGOZIVJELVIR�LIVKIWXIPPX�WMRH�¯�EFWSPZMIVX�HEW�[MR^MKI�-RWIOX�ZIVWGLMI-
HIRI�K]QREWXMWGLI�iFYRKIR��-R�QIXLSHMWGL�[MIHIVLSPIRHIQ�,ERHIPR�ZIVFIWWIVX�HMI�
0EYW�MLVI�OSQTPI\IR�*IVXMKOIMXIR�YRH�&I[IKYRKWEFPmYJI�ZSR�8EK�^Y�8EK�MQQIV�[MIHIV�
RIY�YRH�QEGLX�WMGL�WSQMX�½X�J�V�HIR�9QKERK�QMX�MLVIV�IMKIRIR�9Q[IPX�

Ausstellungstext:
Planty of Love oder roter Farbstoff mit sechs Beinen
Michael Sutter Leiter der Kunsthalle Luzern

Good Shape, �������PIRXMGYPEV�TVMRX�������\����GQ
:MI[�/YRWXLEPPI�0Y^IVR��TLSXS��/MPMER�&ERR[EVX



Good Shape, �������PIRXMGYPEV�TVMRX�������\����GQ
:MI[�/YRWXLEPPI�0Y^IVR��TLSXS��/MPMER�&ERR[EVX



Starting June 2020, Badel/Sarbach invite the public to follow them beyond the walls 
of the museum to witness the path of the sun and the effect it has on wood. In the 
heart of the village of Binn, an ancient granary built from larch wood sits with three 
sides facing the east, south, and west, colored by the sun over the centuries. Only 
the north side, rarely exposed to the light, has been spared the discoloration.
A testament to the history of agriculture and the original relationship between 
farmers and their Alpine environment, this granary, located on a Site of National 
Importance registered with the ISOS (Federal Inventory of Constructed Sites of 
National Importance to be Preserved in Switzerland) is now part of Valaisan herita-
ge, a symbol of rural life long ago.

Badel/Sarbach’s artistic maneuver is to rotate the building 180 degrees, so as to 
expose the north face to the full sun and progressively allow it to “tan”. Surroun-
ded by the ancient granaries of Binn, this one, turned around and gradually aged by 
light on all four sides, will be an exception: alone among its peers, the only variation 
in an unchanging whole, this “twisted” granary disconcerts us; it invites us to follow, 
through the slow browning of the wood, the passage of time. By turning the granary 
on its axis, the artists subtly disrupt the countryside without adding or subtracting 
anything. An act of rebellion, their action challenges conformism and revels in jostling 
the order of things.

excerpt from exhibition text,  Valais Art Museum

Little Sun Back Here – a post periphery poem (granary) 
2020 - 2030, intervention, Binn, Switzerland





Little Sun Back Here – a post periphery poem (granary) 
2020, 7 inkjet-prints, each 30 cm x 42 cm



Little Sun Back Here a post periphery poem, 2019, installation, solarium, larch wood, 
View Musée d‘art du Valais,  photo: Florence Zufferey





The sun shapes our lives. Its unceasing movement provides the rhythm of our 
lives, acting on our bodies and regulating our environments. As it comes and 
goes, peeking over the horizon and disappearing again, it organizes our days 
and gives structure to our very existence. On the occasion of the 2019 Manor 
Art Award Valais, the exhibition of the work of Flurina Badel & Jérémie Sar-
bach has structured around the theme of the sun. It unfolds in three parts: the 
½VWX��EX�XLI�:EPEMW�%VX�1YWIYQ�MR�7MSR��XLI�WIGSRH�MR�XLI�ZMPPEKI�SJ�&MRR��.YRI�
2020), and the third in the form of a book-object (June 2020).
Our relationship with the land and nature is at the heart of the duo’s ques-
tions. For this exhibition, the issue is addressed through the meeting of sun 
and wood. What if the sun’s path is thwarted? What if we recreate its light 
EVXM½GMEPP]#�;LEX�MJ�XLI�REXYVEP�SVHIV�MW�XYVRIH�SR�MXW�LIEH#�;LEX�MJ�[I�PSWI�SYV�
bearings in disorder? 

The Au Quatrième [Fourth Floor] temporary exhibition space is transformed 
into a workshop where sunlight is reinvented. In the very heart of the Art 
Museum, this installation will develop from November 2019 to November 
2020 on and around a six-meter-long larch tree. Divided into sections, the 
tree trunk will be subjected to a solarium’s ultraviolet light every day. Under 
the action of the UV lamps, the freshly cut surface of the wood will take on a 
patina. Like a fast-forward suntan, the sections will be marked by the passage of 
time. Like a person in repose, the cutted tree becomes a body in this solarium, 
now diverted from its usual purpose. However, an imprint, a sort of tattoo will 
gradually appear in the wood, revealing the still-living organic matter in a state 
of constant change. The museum space – the space most concerned about 
preserving heritage, where harmful UV light is particularly feared – suddenly 
FIGSQIW�E�TPEGI�SJ�GVIEXMSR��[LIVI�EVXM½GMEP�PMKLX�WLETIW�XLI�[SVO�MR�VIEP�XMQI��
An in situ installation that evolves before our eyes, it will reinvent itself throug-
hout the entire exhibition.

excerpt from the exhibition text





De Novo 2018, video with sound, view Zehntscheuer Merdinger



Handiwork 

Ultimately what is seen is a video, but the question is whether it might actually be something else despite 
the use of this medium – handiwork that indeed can be called a video from a technical perspective 
because it consists of video recordings and animated sequences of sounds and images. But maybe it 
actually shows something different or more than merely what the images or the content of the images 
GSYPH�GSRZI]��;LEX� MW�WLS[R�EXXIWXW�XS�QSVI��E�XIWXMQSR]�XS�XLI�JSVQEXMSR�SJ�½KYVIW�ERH�WGIRIW��E�
QSHI�SJ�TVSHYGXMSR�[LIVI�[LEX�MW�½REPP]�ZMWMFPI�MW�TVIJEGIH�F]�PIXXMRK�MX�FIGSQI�ZMWMFPI��8LI�ZMHIS�MW�
just the last of a series of translations, preceded and overtaken by many others, translations of ideas 
and ideas for images into three-dimensional entities and stagings that are formed, painted and positio-
ned to be aligned for the camera and play their respective roles. The crafting, tinkering and arranging 
are present in every frame and emphasize the moment of duplication: the video displays pre-arranged 
pictures and translates this conception of images into new images. The depiction of images jumps from 
one frame to the next or shows them simultaneously side by side or above each other. It highlights the 
synchronicity of four alternating scenes that are interrelatxed while staying tied to their own plot and 
singularity. Each individual sequence has its own timing, with heterogeneous times and heterogeneous 
speeds. Their shared time is arbitrary, independent of cause and effect, emancipating itself from a narra-
tive progression or a story meant to be heading towards an end or conclusion. The video is constructed 
as a loop, circularly linking the synchronism of heterogeneous speeds and scenes. Recurring motifs, such 
EW�XLI�½RKIVW�[LMGL�IQFSH]�XLI�LYQER�½KYVI�EW�QYGL�EW�XLI�TEVXW�XLEX�WXERH�JSV�E�[LSPI��VIQMRH�YW�
that the conception of an image long precedes the various realizations and – perhaps De Novo – rear-
ticulates itself anew in the various scenes.

8LI�½RKIVW�XSYGL�XMQI�MR�E�[E]�XLEX�IQERGMTEXIW�MXWIPJ�JVSQ�XLI�PIRKXL�SJ�XLI�ZMHIS��TSWWMFP]�VIEGLMRK�
FEGO�XS�QIQSVMIW�SJ�½VWX�XSYGLIW��XLI�HIWIVX�XSYGLMRK�XLI�TVEMVMI��½RKIVW�XSYGLMRK�E�FVIEWX��E�FVIEWX�
XLEX�VIETTIEVW�LIVI�EW�E�½RKIV��XSYGLMRK�XLEX�PIEVRW�XS�WII�XLVSYKL�½RKIVW��XSYGLMRK�EW�E�QSHI�SJ�WIIMRK��
In a circular process, the video takes vision by the hand, inducing one to touch the production with the 
I]IW�MR�SVHIV�XS�LEZI�ZMWMSR�EW�E�QSHI�SJ�XSYGLMRK�MR�XLI�QMRH´W�I]I��JIIPMRK�XLI�½RKIVW�XLVSYKL�WMKLX��
which in turn touch the gaze. What appears to the eyes is testimony to a production that anticipates 
XLI�½REP� MQEKI��E�TVSGIWW�XLEX�VEXLIV�XLER�IRHMRK�WIIQW�XS�QIVIP]�TEYWI�EX�XLMW�½REP� MQEKI��FIJSVI�
moving on to the next. The heterogeneous times and settings are linked by a process that maintains 
an arbitrary relationship with them while passing through them: seeing the video means becoming a 
passenger, passing by what is happening here and yonder. The gaze is passed onwards - like the stone 
FIMRK�TEWWIH�JVSQ�SRI�½RKIV�½KYVI�XS�XLI�RI\X�MR�E�WIUYIRGI���YRXMP�MX�PIEZIW�XLI�MQEKI��SRP]�XS�TEWW�
on to the next. When one sees what had not previously been seen this way, one also realises that the 
[SVPH�SJ�XLI�ZMHIS�[EW�GVIEXIH�WTIGM½GEPP]�JSV�XLI�TYVTSWI�SJ�QEOMRK�WSQIXLMRK�ZMWMFPI��E�TEWWEKI�XLEX�
transitions from seeing into amazement, into a kind of seeing that does not and yet does recognize that 
it does not know what it is supposed to link the visible to. The allocation of the visible to the familiar, to 
JEQMPMEV�[SVHW�PMOI�½RKIV�ERH�½KYVI�SV�½WLMRK�VSH�ERH�ERXPIV��PIEZIW�FILMRH�YRGIVXEMRX]��E�LIWMXEXMSR�SJ�
MHIRXM½GEXMSR��E�PIJXSZIV�XLEX�HSIW�RSX�UYMXI�½X�XLI�[SVH��E�QIERMRK�XLEX�TEWWIW�F]�XLI�[SVHW��

This passing by began well before the video, during the preparations for the production of the scenes 



and probably long before the preparations started, in a readiness to begin a process with an indetermin-
EXI�SYXGSQI��E�VIEHMRIWW�XS�IQFEVO�SR�E�NSYVRI]�SJ�½RHMRK�ERH�KIRIVEXMRK�MQEKIW�XLEX�RI[�MQEKIW�GER�
KVS[�SYX�SJ�ERH�MR�XYVR�KIRIVEXI�RI[�SRIW��8LI�HYVEXMSR�SJ�XLI�ZMHIS�QEVOW�SRP]�ER�EVXM½GMEP�FSVHIV�
MR�XLMW�VIWTIGX��E�PMRI�MQTSWIH�F]�XLI�QIHMYQ��[LMGL�SR�SRI�WMHI�WYKKIWXW�E�½RMWLIH�TVSHYGX�ERH�SR�
the other side is perforated by the willingness to attend to the generation of the next image. The loop 
is simply a means to perforate the very idea of a beginning and an ending. What could then technically 
be described as repetition would simply conceal the practice that the work passes through and passes 
through the work, without itself having begun or ended with it. What ultimately appears as a video 
seems to be an excerpt, the translation of an arbitrary time into the duration of a product. The times 
XLEX�EVI�I\TVIWWIH�MR�XLI�WIUYIRGIW���XLI�WIEWSRW��XLI�TVMQIZEP�XMQIW�ERH�XLI�MGI�EKI��XLI�XMQI�XS�½WL��
XS�½RH�ERH�XS�WLIH�WSQIXLMRK���XVEZIVWI�XLI�HYVEXMSR�

8LI�QIERMRK�XLEX�XVEZIVWIW�XLI�WIUYIRGIW�ERH�XLIMV�WMKRM½GERGI�FEPERGIW�XLI�UYIWXMSR�SJ�GSRXIRX�SR�
E�½RKIVXMT��8LI�WMKRM½GERGI�XLEX�SRI�[SYPH�PMOI�XS�EXXVMFYXI�XS�XLI�½KYVIW�ERH�WGIRIW�EP[E]W�XSYGLIW�
NYWX�SRI�TSMRX��NYWX�XLI�½RKIVXMT�SJ�GSRXIRX�XLEX�FIGSQIW�ZMWMFPI�EW�MX�MW�TYWLIH�JSV[EVH�ERH�SYX�SJ�XLI�
MRXIVTVIXEXMZI�WTEGI�XS�STIR�E�KET��E�ZSMH�JSV�QIERMRK�XLEX�HSIW�RSX�½X�XLI�TMGXYVI��FYX�VEXLIV�TEWWIW�
by it with a question mark trailing behind as an echo, an appeal for the enigmatic. By doing so, De Novo 
balks at stipulating or determining its completion. The putative product of creation and completion re-
WMWXW�½REPM^EXMSR��XLI�TIVJIGXMRK�ERH�TIVJIGXMSR�MR�XLI�HIWMKR�SJ�XLI�½KYVIW�ERH�WGIRIW�EVI�EMQIH�EX�XLI�
imperfect – a contemporaneousness, a present ‚with a past‘, a present that perfects a trace leading be-
yond the present while simultaneously generating itself as the future in a loop, a present that will return 
as a past future and a future past. Where the meaning is balanced, the teleological coordinates oscillate, 
and cause and effect begin to swing to suspend causality. The underlying reason, which leads from one 
image to the next, turns out to be groundless, an event rather than a consequence and congruousness. 
How does one explain the image in which a stone is literally standing in the landscape, a stone that is 
not lying on the ground, but lingers, waiting and surrounded by others waiting, resting and surrounded 
F]�VIWXMRK�WXSRIW��SR�[LMGL�XLEX�SRI�WXSRI�WXERHW#�%X�XLI�½RKIVXMT�SJ�QIERMRK��E�QSQIRX�SJ�QSRWXVSWMX]�
materializes, a monster that consists merely of showing itself without stating what it stands for, what it is 
standing up for, what word would best describe it, monstrous only in its appeal to speechlessness that 
speaks of amazement. What the image captures at the same time permeates and bursts its boundaries. 
What the image captures this way is a thimbleful of freedom, the readiness to take the fwreedom to 
detach oneself from conceptualizations in order to explore meanings, to touch what touches.

What ultimately appears as a video reveals itself to be an artistic practice, an action that goes beyond 
the idea of the product, only depicting in images what transcends images, in order to provide a hand-
book for the omnipresent possibility of taking the order of things into one‘s own hands while thereby 
being taken by the hand. In this sense, the video is ultimately the hand.

Andreas Spiegl (born 1964) studied art history at the University of Vienna. He teaches and conducts research 
as a Senior Scientist at the Academy of Fine Arts Vienna, where he was Vice-Rector for Teaching and Research 
from 2003 to 2011 and has been Head of the Institute for Art Theory and Cultural Studies since 2016. His 
research focuses on media theory, cultural studies and contemporary art.





Miner(De Novo)I/III/IV/V  2016, Laptop-photogram, 28 cm x 36 cm, framed



(...) Die Materialität und Medialität, wie sie Flurina Badel und Jérémie Sarbach 
MR�*SXSKVE½IR��&MPHWGLMVQIR��7OYPTXYVIR�YRH�-RWXEPPEXMSRIR�TVmWIRXMIVIR��VIEKMIVX��
wie mir scheint, auf einen allgemeinen Paradigmenwechsel, den Timothy Morton 
auf die prägnante Formel »Ecology without Nature« gebracht hat. Gemeint ist, 
dass sich eine Ökologie der Umwelt, in der wir heute leben, nicht mehr primär 
an der Idee der Natur orientieren kann, sondern vielmehr die ökonomischen, 
biopolitischen und theologischen Implikationen anerkennen muss, die diese Idee 
hervorgebracht oder irreversibel kontaminiert haben. Durch diese ökologische 
Verfransungstendenz lässt sich auch die klassische Relation von Natur und Kunst 
nicht mehr in gleicher Weise halten: Zum einen, weil Kunst an eine Kulturindustrie 
gebunden ist, die es kaum gestattet, die Genese und Geltung ihrer Artefakte ohne 
eine Politisierung ihrer Produktionszusammenhänge zu rezipieren; zum anderen 
aber, weil in dem Wunsch, ›Natur‹ zu schützen oder zu regenerieren, die kultur-
bedingte Absonderung im globalen Zusammenhang übersehen wird. Botanische 
Gärten, Naturparks und Zoos gehören in diesem Sinne zu einem viel umfang-
reicheren Paradigma der ›Gated Communities‹.
Für die Kunst bringt ein ökologisches Denken ohne Naturbegriff den Vorteil mit 
sich, dass hoffnungslose Verwüstungen und ruinöse Topologien nicht mehr melan-
cholisch bedauert werden müssen. Kontamination braucht nicht moralisiert zu 
werden. Die Darstellung genügt. (...)Verblüffend sind bei Badel und Sarbach die 
Synergien zwischen Analogem und Digitalem, On- und Off-Line-Lebenswelt, der 
Erinnerung an die ›alte Natur‹ und der Parodie ihrer irreversiblen Kontaminie-
VYRK��(MI�%TTVSTVMEXMSR�HIV�MH]PPMWGLIR�0ERHWGLEJWJSXSKVE½IR�%PFIVX�7XIMRIVW�MQ�
Engadin wird so buchstäblich neu belichtet, nun aber dank einer ›Sonne‹ im meta-
phorischen Sinne, die nicht am Himmel steht, sondern gemeinsam mit der Toolbar 
auf dem Interface des MacBooks erscheint. Nach der Nacht des Screens führt die 

IVWXI�7XYJI�HIV�7SRRI�^YQ�)VWGLIMRIR�HIV�O�RWXPIVMWGLIR�-HII��(MIWIPFI�0MGLXUYIPPI�OILVX�MR�HIR�*SXSKVE½IR�HIV�&IVKEVFIMXIV�EPW�+VYFIRPEQTI�[MIHIV��(MI�HEVKIWXIPPXIR�1MRIYVI�FIVKIR�[MIHIVYQ�
HMI�WSKIRERRXIR�/SR¾MOXQMRIVEPMIR��[MI�WMI�HMI�'LMTMRHYWXVMI�FIR}XMKX��YQ��FIVLEYTX�HEW�-RRIVI�HIW�1EG&SSOW�JYROXMSRWJmLMK�^Y�QEGLIR��(IV�JSXSXSYVMWXMWGLI�&PMGO�EYJ�HMI�MH]PPMWGLI�&IVKPERHWGLEJX�MWX�
aber nicht einfach der Ausbeutung ärmerer Länder gegenübergestellt. Denn ob Albert Steiners bukolische Sujets »Ausdruck einer tiefen Naturverehrung, einer unermüdlichen Suche nach zeitloser 
Schönheit und metaphysischer  Wahrheit sind«, wird auch den im Bild romantisierten Schäfer in seinem Alltagsleben eher wenig beschäftigt haben. (...)
Mit Schäferstock und Toolbar schlagen Badel und Sarbach also förmlich eine vertikale Achse von der Sonne im Zenit in die dunklen Tiefen der Mienen. Schliessen wir den Laptop mit seiner digitalen 
7SRRI��FPIMFX�RYV�HEW�FMFPMWGLI�7GLYPH�7]QFSP�MQ�7XERHF]�HIW�ERKIFMWWIRIR�%TJIPW�EYJ�HIQ�(IGOIP��(EW�VIWXPMGLI�7MPFIVKVEY�TER^IVX�HMI�/SR¾MOXQMRIVEPMIR�YRH�HEW�-RXIVJEGI�KIKIR�)MRFPMGOI�EF��[MI�
IMRI�TPEXXKIHV�GOXI�&PEGO�&S\��¾mGLMK��LSVM^SRXEP�YRH�XVERWTSVXEFPI��
Abstrakte Flächenformen eines geologisch Unbewussten kehren noch ein zweites Mal wieder, nun in den Überblendungen von Tastaturen und Keyboards, fast ein wenig wie in den Frottagen von Max 
Ernst. Mikrozellen werden sichtbar. Bisweilen erscheinen Buchstaben im Bergmassiv. Oft verlieren die Zellen ihren funktionellen Status als Taste. Fragen stellen sich ein und verschwimmen wieder: Was 
ist eine Tastenkombination? Wo ist das Leerzeichen und wo Escape? Nach welcher Ordnung sind die Buchstaben und Symbole auf dem Keyboard verteilt? (...)

Auszug aus dem Text von Toni Hildebrandt zu den drei Fotogramm-Serien Shepherd, Miner und Land in der Ausstellung De Novo, Idea Fixa, Basel, 2016



Shepherd (De Novo) I-V and Miner (De Novo) I-V are two series of laptop-photo-
grams (analog screenshots), made in the darkroom. Sensitiv photo-paper was expo-
sed to the light of the laptop-screen (contact print). Therefor pictures from the inter-
net where downloaded, inverted and placed on the desktop of the laptop. The screen 
was dimed out with the function key for the brightness, the photo-paper laid on it and 
exposed by reactivating the brightness. On the developed photo-paper the complete 
desktop is visible, so is the toolbar and the sun-icon of the screen-brightness.

Shepherd(De Novo)I-V 
2016, Laptop-photogram, 36 cm x 28 cm

Pictures of historical postcards by the photographer Albert Steiner (*1877- †1965) 
where downloaded from the internet for this  series of laptop-photograms. Each 
TSWXGEVH�WLS[W�E�WLITLIVH�[MXL�LMW�¾SGO�SJ�WLIIT�MR�XLI�9TTIV�)RKEHMRI��7[MX^IV-
land. For the laptop-photograms the pictures of the postcards where placed on the 
HIWOXST�XLEX�XLI�WYR�MGSR�SJ�XLI�WGVIIR�FVMKLXRIWW�½XW�[MXL�XLI�WSYVGI�SJ�PMKLX�GLSWIR�
by Steiner. 

Miner(De Novo)I-V 
2016, Laptop-photogram, 28 cm x 36 cm

Pictures of miners found in the internet where the primary material for this series. The 
QMRIVW�TVSWTIGX�JSV�XERXEPYQ��XMR��KSPH�SV�[SPJVEQ��XLSWI�GSR¾MGX�QMRIVEPW��GSRWXMXYIRX�
parts of computers and mobile phones, wich enable the access to the internet at all. 
The sun-icon of the screen-brightness is visible in the middle of the headlamps of the 
miners.



Shepherd(De Novo)I-V  2016, Laptop-photogram, 36 cm x 28 cm, framed


