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LISTENING TO THE EARTH

The climate and environmental crisis is certainly 
the most important issue facing humanity in the 21st 
century. Every day new data, new expert reports and 
new accounts reach us. The Earth is suffering and is 
trying to alert us by various means: climate disruption, 
rising water levels, declining biodiversity or the mass 
extinction of certain animal species. The ecological 
emergency has spread all over the globe, even in 
the world of design and applied arts. mudac – building 
up its collection in line with societal themes linked 
to current events – has for some years been collecting 
pieces by designers, craftspeople and artists that aim 
to raise awareness of what the Earth is telling us. The 
museum’s acquisition policy is committed to a genuine 
positioning with regard to current concerns and wishes 
to offer, through the works, rich avenues for reflection.

Listening to the Earth offers immersion in the  
mudac collection where the various disciplines that 
make up the collection – contemporary design, glass art, 
ceramic, graphic arts and jewellery – come together 
to reflect the challenges of climate change. The works 
attest to the commitment of designers and open up the 
field of possibilities by offering, in some cases, concrete 
solutions. They are an appeal to us to no longer consider 
nature solely through the prism of profitability,  
productivity or as a limitless resource for humans to use. 
They implore us to open our eyes on the phenomena  
that bear witness to the diversity and vitality – unique  
in the universe to date – of our blue planet, and to  
become aware of the fragility of this balance. The  
exhibition is not intended to offer an exhaustive and  
in-depth overview of all the climate challenges that  
require urgent responses, but rather to highlight  
creations that resonate with these issues. The works  
displayed address themes as diverse as telluric forces, 
the melting of glaciers, the use of natural resources, 
upcycling, the genetic modification of seeds, forest fires 
or the decline of insects. Some of these topics  
will be covered in more detail in the museum’s future 
programme.

Structured in three separate areas with different 
atmospheres, Listening to the Earth invites visitors  
to wander through scenography designed to evoke  
a natural landscape. Anthracite rocks symbolise a raw 
nature, earth, volcanoes and mountains. A coloured  
mural fresco enhances the design and outlines  
an imaginary land where curved lines conjure up reliefs, 
geological layers and telluric or sound waves. These 
vibrations guide us towards a final area with a more 
subdued atmosphere that offers a time of pause  
and reflection in the anthropic tumult that often seems  
to remain deaf to the planet’s complaints. Like the  
artists and designers’ creations, the exhibition invites 
each of us to reinvent a more harmonious, and more  
attentive relationship with the Earth.



MANIFESTO OF THE SCENOGRAPHY

Developing an exhibition whose theme touches on  
the environment and our relationship with the Earth has 
given the mudac team an extra boost in its reflections 
on the conceptualisation of scenography that respects 
sustainable development. Listening to the Earth 
is a declaration of intent in this field, since it has led us  
to do more research and compare the energy perfor-
mance of each possible alternative in order to arrive at 
the best compromise with regard to the specifications  
of the scenography.

In recent years, general awareness of eco-respon- 
sibility has been felt in various sectors, particularly  
in the cultural world. Recycling initiatives are being  
led by young associations, equipment loans between  
institutions are beginning to be established, and 
thought is being given to recycling and to the choice  
of sustainable materials for scenography. As with  
consumer products, thought is given to anticipating the  
problem of what comes after. At present, we must  
favour “natural” materials such as solid wood from our 
forests and local products, and, as much as possible, 
exclude plastic products that prove “problematic”  
in incineration plants.

The choice of polystyrene for most of the  
scenography in this exhibition may therefore seem  
provocative and at odds with the concepts of eco- 
responsibility. However, following various studies, this 
material turns out to be more ecological than many  
others. Indeed, the polystyrene selected is 100% recycled 
in French-speaking Switzerland – with transport of less 
than 40 kilometres – and it will return to its cycle where  
it will be 100% recycled again. In addition, the anthracite 
colour obtained by adding graphite to the polystyrene 
does not require any additional treatment or painting, 
thus placing this material in a much better position than 
a composite wood-glue-render-paint solution.  
The use of a single material for the whole also reduces 
the ecological impact. Ultimately, the adjustable format 
of polystyrene makes it possible to design real museum 
elements such as plinths, barriers or even routes. 
For the floor, the MDF (Medium Density Fibre) panels are 
from Swiss forests and will be 100% reused internally. 
For the carpet, the goat wool tiles are hired – they will 
be returned after the exhibition – and have already been 
used at another major event in Switzerland.



In addition to the museum team, Anaëlle Clot,  
the graphic designer and artist commissioned to create 
the visual identity of Listening to the Earth, also offered 
her ecological thoughts on the printed materials. Indeed, 
the papers selected for the various communication 
supports of the exhibition are recycled, made entirely 
of waste paper and are FSC and Blue Angel certified. 
Finally, Clot also created a large mural that covers 
the walls of Listening to the Earth and adds a vibrant 
dimension, like sound or seismic waves, to the scenog-
raphy. This triptych is printed on a PVC-free adhesive 
fabric and, at the end of the exhibition, parts of it will be 
offered to various organisations to decorate the  
walls of their premises. This approach, which is part of 
the upcycling trend, will help give the fresco a second life 
so it may continue to reverberate outside these walls.
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LISTENING TO 
THE EARTH’S PULSE



The Earth continuously emits messages that are both 
visible and invisible and which form the pattern of 
our environment. Earthquakes, geological faults and 
tsunamis are all observable telluric transmissions  of 
the forces that drive it. Often, these tremors are rarely 
perceptible. The perpetual movements of the planet 
transmit a pulse that emerges on its surface in the 
form of telluric lines. As its name suggests, designer 
Laura Couto Rosado’s Veilleuse tellurique watches 
over the Earth and its vibrations and transcribes the 
seismic activity of the Earth’s crust – in this case, in 
Switzerland. The ballet of lights reminds us that the 
Earth is indeed alive and that it vibrates and changes 
constantly. Sandrine Pelletier’s Black Sun is placed in 
this room like a window on another reality, a space 
between earth and sky. This black sun, like a dark star, 
real or symbolic, has an aura of mystery with multiple 
meanings. A black mirror whose opacity veils and 
reveals the reality of the world around us, between light 
and shadow – like an eclipse – it oscillates between 
fascination and anxiety and questions the observer: 
is the darkness that of the celestial body or the reflection 
of the observer? Finally, through the artistic transcrip-
tion of a journey, artist Adrien Chevalley takes the pulse 
of the land-scapes he crosses and delivers a wistful 
message of a nature exhausted by human activity.
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* 1984 / CH
A designer interested in both 
new technologies and shamanic 
practices, Laura Couto Rosado 
creates hybrid objects that 
often function as sensitive and 
poetic extensions of the world 
around us.

2015 / Porcelain, gold gilding, LED, computer connection / H 25 cm
Like a signal in the heart of the room, the Veilleuse tellurique 
(Earthquake Watch) pulses, transmitting via coloured 
LED lights, Switzerland’s seismic activity in real time – the low-
intensity lights testify to the continuous activity of the Earth. 
The work is linked to a processor, connected to a computer, 
which interprets the seismic data recorded on the Internet.  
Each invisible but perceptible tremor is then relayed by means  
of light signals. A unique object created in collaboration 
with the Manufacture de Sèvres, the body of the watch is made 
of enamelled porcelain and is decorated with a fine gold 
pattern. This pattern is in the form of an electrical circuit and 
also functions as such. The small bulbs, which are delicately 
attached to the porcelain with magnets, are powered by it.  
This technology, which is paradoxically more up to date but 
much less durable than porcelain, allows LEDs to be replaced 
at any time when they reach the end of their life. A thin, 
matt porcelain shade softens the coloured lights and reveals 
the translucent property of the material.

A genuine antenna for seismic waves, this work refers  
as much to the Earth and the powerful forces that animate  
it as it does to the ingenuity and skills of the craft.

VEILLEUSE
TELLURIQUE

LAURA 
COUTO ROSADO
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* 1976 / CH
Working with wood, metal, 
glass, ceramics or mirrors, 
Sandrine Pelletier focuses on 
the properties of the material 
and the way it reacts to the 
alterations and modifications 
she makes to it.

2018 / Ink, sodium sulphate and nitric acid on metal disc 
(copper and brass alloy) / SGG Publishing house (Schweizerische 
graphische Gesellschaft) /  58 cm 
Designed for the Société Suisse de Gravure (SGG), Black Sun 
can be interpreted as a commentary on the art of engraving, 
its materials and processes: the metal plate – which is no 
longer the matrix but becomes the work itself; the chemical 
etching – in this case sulphuric and nitric acids; and the ink. 
Produced in Egypt, the country where she was living at  
the time, this work was an opportunity for the artist to carry 
out numerous experiments and benefit from the know-how  
of several local craftspeople who accompanied her in the  
creative process. First, the brass disc (preferred to copper for 
its cost and weight) is cut out, circled to make it rigid and give 
it thickness, then acids are deposited on the surface which 
attack it; then black ink is applied and finally the varnish adds 
the mirror effect. From this process, 125 different copies  
were produced, resulting from the variations of the movements 
and the uncontrollable reactions of the material. It is this  
uncontrollable aspect of the chemical reactions of each 
component that Pelletier enjoys.

The dimensions, installation and roundness of the  
work evoke those of a mirror. The varnish also allows observers 
to imagine themselves in the final image, thus drawing  
a possible link with the meaning of the magical, occult black 
mirror – this earthly sun that reflects the past and the future. 
For many years, the mirror was associated with witchcraft  
and magic, and then, with the psychoanalysis of the beginning 
of the 20th century, the reflection of the devil in it was trans-
formed into an introspection of the dark impulses of the person 
looking into it. The expression “black sun” also designates  
an oxymoronic figure that mixes astrology and astronomy,  
cosmic imagination and esoteric symbolism, all of which 
combine to form a mysterious symbol. Indeed, throughout the 
ages, the sky and the universe have always given rise to a wide 
range of irrational and enigmatic interpretations. Religions 
and divinatory arts have often used this image, as have  
the plastic arts, whether as a principle, symbol or metaphor. 
The multiple meanings of this black sun make it an occult and 
fascinating star, beautiful in its degradation, cosmic like  
a galaxy and intimate like a mirror that reveals the hidden  
part of ourselves.

BLACK 
SUN

SANDRINE
PELLETIER
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* 1987 / CH
With his daily practice 
of drawing, Adrien Chevalley 
develops repertoires of forms 
that often take the shape 
of sculptures and installations, 
via the medium of ceramics.

2020-2021 / Ceramic elements on painted wall / Variable dimensions
Via Rhona Sun is a monumental wall installation composed 
of a hundred ceramic elements that are fixed, tone on tone, 
on the picture rail. These black stoneware pieces were modelled 
by hand and then fired at a temperature of 1250°C. Each time 
adapted – in terms of size and hanging – to the place where 
it is installed, the work challenges the architecture by grafting 
itself onto it. It contributes to sharpening our perception 
of space and opens our eyes to the world around us. 

Via Rhona Sun evokes a journey made by the artist and 
one of his friends during the Covid pandemic in the summer  
of 2020, on the eponymous cycle route that links Lake Geneva 
to the Mediterranean. The anthracite tone of the installation 
evokes the sensation of an overwhelming sun, the heat of arid 
days. Like bas-reliefs, the ceramic pieces refer directly to the  
landscapes crossed, at the slow pace imposed by the bicycle, 
and set the tone with these sunflowers full of sun and tiredness. 
Other motifs, such as chains, structure the composition and 
evoke private property, and more abstract elements complete 
this sombre and slightly melancholy panorama of human  
activity at a standstill. The artist bears witness to the impact  
of humankind on the environment, the abandoned industrial 
ruins, the ghostly villages and nature in distress. The work also 
evokes the interaction between private property and the  
natural environment by questioning the appropriation and  
exploitation of land.

VIA RHONA 
SUN

ADRIEN 
CHEVALLEY
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FRAGMENTS 
OF LAND



It is through the prism of cartography, with its 
measurements and boundaries, that humankind has 
given itself the illusion of mastering the Earth. The history 
of humankind has been built around the natural and 
artificial boundaries of its land, seeking to find its place 
within it and define its contours. Artists Claudie and 
Francis Hunzinger depict a route through the Canton 
of Vaud using mineralogical and topographical indicators. 
The different tones of the pigments collected – then 
applied to paper – form a cartography of the places 
explored and, in a way, delimit them. Similarly, Verena 
Sieber-Fuchs’ necklace Schweiz – Suisse – Svizzera 
is made from a torn up map, thus offering a new creation 
and blurring the boundaries of Switzerland’s territory. 
The artist invites us to rethink our country, its internal 
boundaries, cantons and language barriers.

Humankind has tamed the planet and its resources 
by imposing an increasingly frantic pace on them. Indeed, 
our use of natural resources has grown continuously. 
Since the 1970s, our needs have more than tripled. Our 
wasteful and consumptive lifestyles are having serious 
impacts on the environment and on human health  
on a global scale. Resource extraction and processing 
are responsible for 90% of biodiversity loss and water 
scarcity. Moreover, these activities contribute to air  
pollution, accounting for almost half of all greenhouse 
gas emissions. From kaolin clay to volcanic stone,  
coal and ceramics, slate and mica rock, the works in this 
part of the exhibition explore the artistic use of certain 
natural resources and their materiality, and put into  
perspective the relationship we have with them.
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* 1940 / * 1939 / FR
The pair of writers and 
visual artists chose life in the 
countryside in 1964 when they 
settled in the Vosges mountains 
in France. Raising sheep, dyeing 
with natural elements such as 
lichens, flowers, berries, leaves 
or bark, the couple produced 
tapestries that were widely 
exhibited, including at the 13th 
International Tapestry Biennial 
in Lausanne in 1987.

Humus dans la forêt avant le lac de Joux
La Sarraz Terre de champ
Romainmôtier Ardoise dans la rivière
Pierre calcaire bord du lac de Joux
Terra Rossa Carrière d’Éclépens
Éclépens (carrière) 2
1995 / Natural pigment on coarse paper
Selection from a series of 11 works / 50 x 32.5 cm
Invited by the Musée des arts décoratifs de Lausanne – the 
forerunner of today’s mudac – the duo carried out a project 
on the colours of the Canton of Vaud in 1995. During their travels, 
they collected earth or minerals which they purified into “fine, 
insoluble and permanent powder”, applied to coarse-grained 
paper as neutrally as possible in order to render the natural 
essence of the soil and the specificity of the colours of the 
different sites they visited. Each work bears the name of the 
place where the pigment comes from, also underlining the link 
between the territories and the words.

The coloured shades of these drawings reveal hidden  
realities and offer new possible relationships with the land.  
The differences in pigmentation between the places they  
travelled through also give rise to a new form of mapping  
of the Canton of Vaud. Indeed, by distinguishing land areas 
based on the nature of the soil, the artists disregard human 
boundaries – municipalities, villages or towns – and open the 
way to the creation of invisible worlds.

CLAUDIE & FRANCIS 
HUNZINGER

HUMUS 
DANS LA FORÊT 
AVANT LE LAC 
DE JOUX



17

* 1983 / CH
An expert in the arts of earth 
and fire, Laure Gonthier focuses 
on the links between human 
beings and their environment, 
unhesitatingly exploring 
representations of the body and 
sexual organs, like fragments 
of organs that look like fetishes.

2015 / Porcelain, neon light / Unique / 250 x 60 cm 
La tendresse des pierres (The Tenderness of Stones) was 
created during a stay in China, a country the artist has travelled 
to several times to acquire traditional local know-how and 
import it into the field of contemporary art. The stones take 
the form of a kaolin rock taken on site – an essential material 
for the manufacture of porcelain that China discovered 
and of which it is still a producer. It was moulded and then 
reproduced in several copies; between each print run, the mould 
was reworked, altered and enlarged until it broke. Each of the 
sculptures is therefore similar, but different. It was only in China 
and with local technology that the artist was able to produce 
this work, particularly with regard to the size of the kilns and 
their thermal capacities. A technical feat, the work is also 
a commentary on the exploitation of rare and limited natural 
resources and their circulation in a globalised world. Between 
the raw material and the precious porcelain, the three elements 
are distanced by neon tubes, which reveal their characteristics 
and differences, allowing each to assert its own personality. 
The luminous delimitation of the works also defines distinct 
geographical spaces, as if the neon lights were barriers, 
forbidding access to or protecting resources.

The work questions our need for mineral raw materials.  
Minerals, bequeathed by the Earth’s geological and climatic 
history, are unequally available resources since their geographical 
distribution is the result of localised natural phenomena.  
Their scarcity is geological in nature, but even more so represents  
political and economic issues. Indeed, the use of mineral  
resources depends on the pace of our needs and the energy, 
societal and environmental costs we are prepared to pay  
for them. Clay (one of the components of porcelain), sand and 
gravel are the most common non-metallic minerals used by  
humans. As an example, sand is the third most important  
resource for humankind, along with air and water: as a result  
of increasing urbanisation, we extract around 50 billion tonnes 
of sand per year, often in environmentally unfriendly conditions. 
Although this resource seems endless given the world’s surface 
area occupied by deserts, the sand we use for concrete  
construction is hardly that of the deserts, whose grains are  
too fine and smooth to bind with cement. It is marine and  
beach sand that we use, thereby destroying ecosystems and 
accelerating coastal erosion. As a result, entire beaches are 
vanishing, and this precious resource is in danger of disap-
pearing. Nowadays, alternatives are emerging such as the  
exploitation of river bed sediments and scientists are looking 
into making a new form of concrete from desert sand using  
a natural binder that would replace cement – the production  
of which generates more greenhouse gas emissions than  
air traffic.

LA TENDRESSE 
DES PIERRES II, TRIO

LAURE 
GONTHIER
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* 1981 / CH
As a designer, Adrien Rovero 
readily extends his field of 
activity to interior architecture 
and exhibition scenography. 
He often starts from the careful 
observation of the everyday 
world around him and through 
which he passes to create forms 
that are pure and effective 
in their simplicity.

2016 / Instruments for observing lava stones
Glass, stone, rock or enamelled lava / Variable dimensions
Magnify the Origin was created as part of a renovation 
project in Tenerife, for which the designer worked with lava 
to echo the nearby volcano. Lava stones were harvested 
on site, and some were partially glazed. The orange tint on 
one of them evokes its colour when molten. Collaborating with 
SCHOTT – a leading company in technical glass, particularly 
with the Yverdon-les-Bains branch specialising in technical 
lenses for the watchmaking, laboratory and aerospace 
industries – they have produced several types of instruments 
for observing the lava. These instruments help focus on the 
details of volcanic rocks, whose shapes and uneven reliefs 
reflect their tumultuous and scalding origin. The various 
observation techniques offered, such as reflection, magnifica-
tion or targeted lighting, help reveal, partly metaphorically, 
what is present but perhaps invisible, like an invitation 
to discover and become aware of all that is hidden in our 
immediate natural environment. These objects are emblematic 
of a form of research design that is sometimes as conceptual 
as it is poetic.

In ancient times, the Romans built architectural  
structures using volcanic rock mixed with lime, volcanic ash 
and sea water. Some of these sturdy structures are still 
standing today and the scientific community is interested  
in this process as an ecological alternative to concrete.  
The use of lava as a building material seems promising but also 
complex to achieve since, on the one hand, the exact formula 
for this manufacturing method has been lost and, on the other, 
the mixture is only effective when in contact with sea water. 
Indeed, the reaction of salt water with volcanic matter tends 
to solidify the whole and make it resistant. Today, the use  
of “pozzolan” – a light, porous volcanic rock – as a cementitious 
additive in lightweight concrete is the closest thing to the  
Roman invention. The chemical reaction induced by “pozzolanic” 
rock mixed with lime in the presence of water produces an  
environmentally friendly (CO2-free) binder similar to cement.

MAGNIFY 
THE ORIGIN

ADRIEN 
ROVERO
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* 1978 / FR
Benoît Maire is a visual artist 
active in mediums as diverse 
as film, sculpture and painting. 
He often mixes a philosophical 
approach with experimental 
research into the material.

2018 / Glass, shell / Production Arcam Glass / 20 x 18 x 18 cm
At a crossroads between sculpture and utilitarian object, 
Nature Morte (Still Life) is part of a series of works that could 
be described as collages. Natural elements are linked to blown 
glass forms, resulting in a kind of visual enigma that the 
artist sees as a “female sphinx”. In Greek mythology, the sphinx 
is represented as a hybrid creature, half human, half animal. 
Surrounded by mystery – she does not want us to guess 
her thoughts – this mythical figure raises questions; she tends 
to make us think about the nature of the elements that 
surround us and poses challenging riddles to be solved. Thus, 
this “sphinx-like piece” makes us question its origin: despite 
looking like a light suspension (the artist is inspired by the 
Scandinavian lamps of Paavo Tynell, Vilhelm Lauritzen or even 
Verner Panton), it does not give off any light and is, on the 
contrary, veiled in darkness as to its true nature.

The work consists of a piece of strombus giga, the large 
shell of a mollusc, which has been immersed in molten glass 
and the firing of which has changed the colour of its outer  
layer from pink to a grey hue. The cracks are caused by the 
glass shrinking as it changes temperature. Human-made glass 
is displayed as a protection around the shell and, metaphori-
cally, around the living. However, the coloured modification  
of the shell also seems to signify the negative impact of human 
activity on the marine ecosystem. An unexpected encounter 
between the ocean and fire, two opposing universes, this  
intriguing suspension also leaves room for the imagination  
of each individual.

NATURE
MORTE

BENOÎT 
MAIRE
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* 1985 / FR / JP
Both artist and designer, 
Yusuké Y. Offhause expresses 
himself mainly through sculpture 
and installation while having 
a strong attraction for ceramics 
and architecture. In his work, 
he explores two axes: the idea 
of imperfection and memory. 
According to him, the notion of 
imperfection is to be considered 
as a source of creation, playing 
an positive and aesthetic role.

2017 / Ceramic, enamel / 19 x 22 x 20.5 cm
The title of this work comes from the Japanese onomatopoeia 
SPASPA meaning “to cut, to slice”, and the work features a form 
of sliced, ceramic meteorite. The plates are glazed to imitate 
the relief of the surfaces of Mars or the Moon. Their materiality 
and function also evoke marble or volcanic rock. Indeed, these 
seven plates – or boards – are used to cook meat at the table 
in front of the guests and to keep it warm. To store them after 
use, they are simply superimposed according to the initial 
shape of the meteorite. With this project, the artist addresses 
the art of the table, hoping to offer a space for various people 
to gather and share a moment. The cutting of this object as 
well as its function are a real invitation to exchange ideas with 
each other.

The notion of imperfection that inhabits the artist’s  
work comes from a Japanese aesthetic and spiritual concept 
called “wabi-sabi”. This concept, which has more to do with  
a personal feeling or a philosophy of life, is difficult to define.  
Although imperceptible, it is everywhere: in the cracks of  
a stone wall, in the glint of the sun on the water of a river or  
in the chip of an everyday object. It invites us to meditate, away 
from standardised models of perfection and to appreciate 
the beauty of imperfection and impermanence – asymmetry, 
imbalance or flaws – in nature and the elements of our environ-
ment. “Wabi” could be translated as simplicity and sobriety 
and “sabi” as the beauty of passing time, the ephemeral. Thus, 
this art of living celebrates the atypical beauty of nature – its 
irregularities, defects and wear and tear – and emphasises the 
harmony that can be experienced in its observation.

SPA SPA
TYPE A 1/3

YUSUKÉ 
Y. OFFHAUSE



21

* 1988 / FR
Designer and ECAL graduate, 
Bertille Laguet seeks to create 
objects that are endearing, 
long-lasting and in keeping with 
their environment. For a few 
years now, she has taken over 
the foundry in the village of 
Chexbres, where she combines 
the innovation of her design 
practice with the traditional 
techniques of the forge.

2018 / Coffee table in painted steel, designflex© / 60 x 40.2 x 55 cm
Thanks to the support of Pro Helvetia – Swiss Arts Council, 
the designer was able to develop Juratuf N° 2. This coffee table is 
made of a new material called “designflex” which consists 
of a natural stone surface – slate and mica-schist – reinforced 
with glass fibre and resin making the material flexible, 
unbreakable and imperishable. Laguet uses her expertise in 
metal to create a minimal metal framework and then applies 
the thin sheet of stone using a clever assembly inspired by 
traditional forging methods. The result is stunning: seemingly 
made of solid stone, the table is actually very light and elegant. 
Used for a variety of applications, including wall covering, 
designflex is sustainable because it uses very little natural 
material, and its weight significantly reduces the impact 
on transport and handling costs. This piece is a perfect reflec-
tion of the designer’s mindset: innovation in the use of unusual 
materials, the deployment of her various skills, and local 
and eco-friendly manufacturing.

BERTILLE 
LAGUET

JURATUF 
N°2
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* 1943 / CH
The creations of jeweller 
Verena Sieber-Fuchs reflect her 
attraction to atypical materials 
and found objects. Like an 
alchemist, the artist transmutes 
and diverts matter to reveal 
the hidden beauty of seemingly 
worthless objects as varied 
as onion peel, medicine capsules 
or butcher’s paper. The artist 
from Aargau gives them a new 
existence, balancing humour, 
seduction and criticism of 
her time.

1989 / Map fragments, wire / Deposit of the Confederation
 approximately 50 cm

The charm of Verena Sieber-Fuchs’ pieces is immediately 
apparent. Aesthetically pleasing and intriguing, her creations 
strip away the primary function of their materiality to join 
the artistic sphere of jewellery. In particular, she creates a large 
number of neckpieces in which the material is cut, torn or 
burned and then crossed by a very fine wire that she patiently 
crochets. Schweiz – Suisse – Svizzera is one of these collars 
that flatters the eye. Here, the artist has torn up a map 
of Switzerland which she has then reconstructed as a necklace, 
playing on the gradations of blue and green. The work thus 
offers us an original and symbolic map of our country: although 
the territory is cut up, and the boundaries between cantons 
or linguistic regions are blurred, the whole remains linked by 
the metal wire. She invites us to rethink the land and its borders 
just as the climatic planetary disorder leads us to reinvent 
the Earth and our relationship with it.

VERENA 
SIEBER-FUCHS

SCHWEIZ 
SUISSE
SVIZZERA
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* 1960 / NL
Originally a restorer of ceramic 
and glass objects, Bouke de 
Vries has over the years begun 
to create works of art from 
broken pieces that could not 
be restored. His approach 
is to breathe new life into the 
objects he reconstructs. Past 
and present are in dialogue 
with each other, playing on the 
themes of death, resurrection, 
time and memory.

2014 / Glass, taxidermied butterflies, mixed media / 47 x 23 cm
Domed Sands of Time allows the artist to evoke the vanities, 
works of art that remind us that we are mortal, by presenting 
the passage of time through this hourglass. In addition, 
the butterflies evoke the brevity of life because of their short 
existence and also represent resurrection since they were born 
from a chrysalis. The glass cover is reminiscent of old natural 
history collections. This creation therefore evokes de Vries’ 
favourite themes: the flight of time from the broken hourglass, 
and mortality and rebirth induced by the taxidermied butterflies.

The pictorial genre of the vanities is related to that  
of still lifes, and more precisely to those with a moral value. 
These paintings were very common in the early 17th century  
in the Calvinist environment of the United Provinces – which 
comprised seven provinces in the northern Netherlands from  
1579 to 1795 – and were linked to the feelings of precariousness 
and fear that the population harboured with regard to disease, 
such as the plague that ravaged Europe in the 14th century, 
and war, particularly the Thirty Years’ War. The vanities feature 
objects that illustrate the ephemeral nature of earthly goods 
(books, wine or jewellery), the fragile and transitory nature  
of life (skulls, wilted flowers, hourglasses or extinguished  
candles) and allegories of resurrection (laurel wreath or cross). 
Therefore, for a Christian of that time, these paintings acted  
as warnings about the brevity of earthly pleasures and an  
invitation to focus on the promises of eternal life. The figure of 
the broken hourglass, taken up by de Vries, embodies the belief 
that good use should be made of the passing of time and draws 
a parallel between the fragility of glass and that of existence.  
In the vein of the vanitas, this work questions the transience  
of human life and the vanity of our destructive earthly activities  
in relation to planet Earth.

BOUKE 
DE VRIES

DOMED 
SANDS OF TIME
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* 1989 / BE
Oscillating between visual arts 
and design, trained designer 
Nel Verbeke’s approach focuses 
on developing the emotional 
potential of forms and space. 
Her poetic objects encourage 
us to reflect on our relationship 
with time, space and movement. 

2017 / Black clay, coal, copper, mechanical system
Edition: 8 + 2 AP /  approximately 40 cm
Relic of Time is part of an investigation into melancholy: 
in comparison with the contemporary obsession with happi-
ness and self-control, Verbeke aims to explore the interiority 
and intensity of this historically – and artistically – highly 
prized feeling. Functioning like a clock with no time reference, 
a large ceramic disc rotates around a central axis made 
of coal. With each movement, and as a result of the two 
elements rubbing against each other, a little dust falls and 
is collected in a small copper cup: an image of the passage 
of time that inexorably alters everything. The functioning 
of this piece opens up a space of abstract time, conducive 
to experience and introspection.

Throughout the ages, melancholy has sometimes  
been valued as one of the conditions of genius and sometimes 
devalued as a disease or divine punishment. Indeed, dualism  
is an integral part of this state which oscillates between  
the psyche and the body. In Greek, melagkholia is composed  
of two roots meaning “black” and “bile”. Thus, in the 5th century 
BC, we find in the theory of Greek physician and philosopher 
Hippocrates, mentions of black bile, which belonged to the four 
temperaments of the medical tradition: phlegmatic, choleric, 
sanguine and melancholic. A lack of balance between these 
four humours and an excess of black bile, which is yellow bile in its  
natural state, would lead to real psychological disorders.  
A century later, Greek philosopher Aristotle reserved melancholy 
for men of intelligence, greatness and genius. Art, literature 
and philosophy have continuously taken up this feeling and 
questioned it. One example is the famous engraving by artist 
Albrecht Dürer entitled Melencolia I (produced in 1514) which 
illustrates a female angel with a sad and worried face person-
ifying this state of mind, her head resting on her hand as if she 
were carrying the weight of the world. During the Renaissance, 
melancholy was ennobled and strongly linked to the artist’s 
creative act. In the 19th century, this feeling, linked to deep  
malaise, doubt and gloom even became the “evil of the century”, 
also called spleen, and was fuelled by anxieties linked to  
the end of a century. Nowadays, melancholy tends to designate 
a depressive state. Between madness and despair, creative  
genius and sickness, this feeling has taken on many faces  
over the centuries but always remains linked to a form  
of introspection.

EMBRACE 
MELANCHOLY- 
THE RELIC OF TIME

NEL 
VERBEKE
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UPCYCLING AND 
HYBRID CREATURES



From a jar of tomato sauce to an old radiator, from 
obsolete computer parts to textile fragments, nothing 
is thrown away, everything is transformed. Recovering, 
enhancing and giving new life to material destined 
to be thrown away: artists in this sector have competed 
in ingenuity to transform “waste” into attractive objects 
that are no longer to be discarded but preserved. 
Here, upcycling is in the spotlight, combining art with 
functionality.

An emerging practice, upcycling consists  
of recovering objects that are no longer in use in order  
to create new ones with added value. In contrast  
to recycling, which results in a lower or similar quality  
to the basic product, this process provides real added 
value and also has an aesthetic purpose. In addition,  
the recovered elements are not chemically transformed, 
which avoids expenditure on energy or raw materials 
and thus has a positive impact on the environment.  
By not throwing away or wasting, the concept of  
upcycling also reduces the production of waste. Its more 
artisanal character than recycling also contributes to 
the creation of limited series and unique pieces.  
Finally, this practice does not require specialists and  
is accessible to all. A real trend in the circular economy, 
upcycling could become the contemporary, more  
responsible and ethical version of recycling, where 
waste would no longer be considered as the end of the 
manufacturing chain but simply part of one of the  
phases in the production loop.
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CABINET 1

FORMAFANTASMA
Simone Farresin * 1980 / IT
Andrea Trimarchi *1983 / IT
Formed in 2011, the Italian duo 
practices socially engaged 
design, between research and 
object production, investigating 
issues such as the use of natural 
resources, the rise of racism, 
migration and the refugee crisis, 
rural poverty, the legacy of 
Italy’s colonial past and its craft 
traditions. While they sometimes 
highlight certain solutions 
or good practices, they also use 
the seductive side of design 
as a Trojan horse to put across 
more polemic points.

2017 / Glass, digital print on aluminium, computer elements
Edition: 6 + 2 AP + 1 Prototype / Publisher: Giustini – Stagetti
172 x 50 x 50 cm
Cabinet 1 is part of a research cycle entitled Ore Streams. 
Considering the exponential production of electronic waste, 
as well as the current state of its recycling and its massive 
shipment to certain areas of the globe – often illegally to 
developing countries – FormaFantasma focuses in particular 
on metals, their extraction and the consequences on both 
nature and human societies. Through this study, the artists aims 
to identify the assets that design has at its disposal to try 
to improve the current system of electronic scrap flow and offer 
a more responsible use of resources. They claim that this 
discipline can induce a change in the way of thinking about 
waste not as mere detritus but as materials for creating new 
objects. A video work presents interviews with specialists 
(designers, recyclers, scientists and manufacturers), while 
a series of objects (table, chair or cabinet) create an office-like 
world – a standardised place of performance and efficiency, 
also evoking the bureaucracy responsible for the deregulation 
of natural resources and their circulation. Cabinet 1 is an 
elegant glass cabinet whose drawers are made of empty 
computer towers. The designers have deliberately blurred the 
boundaries between decontextualised pieces of electronic 
waste and recent parts in order to erase the hierarchy of 
economic value that our capitalist societies attribute to waste 
and new-build. Superimposed on this are NASA images 
of the cratered surface of Mars, echoing the extra-terrestrial 
origin of many metals, which arrived on Earth via meteorite 
showers. With these visuals, FormaFantasma opens up the field 
of possibilities: terrestrial mining, some of whose metals and 
ores already come from the cosmos, could be envisaged on the 
“empty” planet of Mars. In addition, large reserves of metals 
could be obtained from the ethical recycling of our societies’ 
discarded electronic equipment.
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BORIS 
DENNLER

RADIATOR
CHAIR

* 1976 / CH
Boris Dennler is a Swiss artist 
and designer, a “maker” as 
he calls himself, who enjoys 
working with recycled materials. 
Since the early 2000s, upcycling 
has been his trademark. 
A precursor, he tends to push 
back the limits of the various 
materials he touches by explor-
ing and diverting pieces that 
oscillate between functionality 
and contemporary art. With 
a penchant for experimentation 
– his playground is vast and 
his references manifold – the 
self-taught artist makes it 
a point of honour to redefine 
the status and form of objects 
and to promote the reuse 
of existing elements.

2016 / Recycled and sandblasted radiator, varnished, metal
90 x 50 x 80 cm
The idea for Radiator Chair was born during a visit to a scrap 
metal dealer. At the top of a pile of objects was a twisted 
old radiator and, from a distance, the artist saw the shape 
of a seat. When he got it home, he sought to accentuate this 
torsion until he had a seat. Boris Dennler’s creations are a real 
hand-to-hand experience: he jumps onto the radiator on two 
blocks and uses a SpanSet to bend the metal. Subsequent 
models were given chrome legs and then “sledge” legs. This is 
more a work that dresses up a space than a comfortable 
seat – the material is cold, but the concept of warmth comes 
into play with the idea of the radiator’s original function. 
The designer likes to go beyond traditional categories by taking 
challenging objects and giving them a new form, function 
and status. Finding innovative solutions through the prism of 
design to avoid the obsolescence of objects, particularly 
plastics, whose consequences are disastrous for the planet, 
is one of the driving forces underlying his approach.
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TOMAS
KRAL

UPGRADE

* 1979 / SK
Industrial designer and 
ECAL graduate Tomas Kral 
focuses on materiality and 
manufacturing processes. 
He draws his inspiration from 
everyday life and traditional 
know-how, giving rise to refined 
and functional objects. From 
seating to lighting and acces-
sories, the Lausanne-based 
designer offers us pieces in 
which there is genuine research 
into materials – cork, glass or 
even ceramics – and whose 
production often calls on the 
craftsmanship and knowledge 
of manufacturers.

2008 / Glass, engraving and/or gilding / Variable dimensions
The Upgrade series consists of giving new life to industrial 
glass containers that we buy and throw away every day, such 
as pickle and tomato sauce jars. The designer recovers and 
reuses them by adding engraving work usually reserved for 
precious crystal pieces. These new decorations, created using 
a cutting, polishing or gilding technique, turn the innocuous 
container into a more elegant and seductive object. The aim 
is not to get rid of it but to preserve it; the challenge of upcycling 
has been met. This work also brings together the industrial – 
its immense production of glass bottles and containers – and  
artisanal world represented by the delicate and precise 
handmade finishing of the glass. Moreover, the location and 
silhouette of the engravings are in keeping with the codes 
of industrial labels.



31

WET
TRANSISTOR

PEDRO 
WIRZ

* 1981 / BR / CH
Pedro Wirz’s approach is 
essentially sculptural, based 
on associations of often 
organic forms, with which 
he explores issues of consumer 
culture, contemporary artistic 
conventions and material 
experimentation. 

Wet Transistor 2 et 4 / 2019 / Blown glass, bronze, textile debris, wax, 
electric cable and earth on metal support / 170 x 80 x 80 cm
The Wet Transistors series is part of a research project 
in which human and non-human agents interact in a form 
of entanglement, with regards to notions of ecology and 
“environment”. These large free-standing sculptures, made 
of glass, steel and textile, evoke living forms, perhaps aquatic 
animals. Assembled from manufactured elements (the glass 
piece) and recycled materials (metal rods, electric cable, and 
textile fragments from mass-produced clothing) these hybrid 
creatures are conducive to questioning. Indeed, the artist 
questions the transformation processes of our societies’ waste, 
and the means and polluting products that we use for this 
purpose. He also underlines our relationship with mass 
consumption, particularly with textile production, which 
continues to grow. The title of the works suggests that these 
abstract forms are meant to receive and disseminate 
information: are they intended to reflect a new form of life that 
might emerge on Earth? Will living organisms and inanimate 
matter merge to create new hybrid beings? How would nature 
evolve if humans were no longer present? Driven by current 
ecological issues, Wirz gives a disillusioned commentary 
with these intriguing but deeply sad creatures on the environ-
mental crisis we are experiencing.
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BERNHARD
SCHOBINGER

METEORITENCOLLIER

* 1946 / CH
Bernhard Schobinger is 
a key figure in contemporary 
Swiss avant-garde jewellery. 
Nonconformist, rebellious 
and innovative, he considers 
jewellery to be the most effective 
means of reaching out to human 
beings and demands that the 
wearer commit to his work’s 
statement. The artist uses recy-
cled materials, collected from 
rubbish dumps, because 
he believes they carry stories. 
He breathes new life into them 
by combining them with precious 
materials: the whole expresses 
a reflection on Western society 
and its waste, and on the past 
and the present. Attentive to the 
particular qualities of texture, 
colour or form of the waste 
materials he selects, the jeweller 
recycles them in a nostalgic 
way, perpetuating their 
previous life.

1995 / Meteorite fragments, gold eyelets, cobalt wire
Deposit of the Confederation / Length: 109 cm
As the title suggests, Meteoritencollier is made from fragments 
of meteorites assembled with cobalt wire. The chain catches 
the eye because of its impressive size, more than a metre long, 
giving the impression that it traces the outline of an asteroid, 
of which we know that every year a specimen crashes on Earth. 
In addition to the splinters of this cosmic material, the artist 
has also selected gold and cobalt, which are materials that are 
believed to lie dormant in asteroids. Many astrophysicists argue 
that a rich potential of pure metals such as platinum, gold 
and cobalt can be found among the hundreds of thousands of 
asteroids floating between Jupiter and Mars. At a time when 
resource depletion and the protection of the Earth are becoming 
unavoidable, Bernhard Schobinger’s work seems to encourage 
us to turn to the potential riches of space.
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BOTTLENECKLACE

SANS
TITRE

2002 / Glass, cotton / Deposit of the Confederation /  37 cm
Far from comforting finery, Bottlenecklace features broken 
glass shards to be worn around the neck. It is a violent act on 
the part of the artist to ask an individual to wear this dangerous 
object, and a real challenge to the conventions of our society 
to choose to wear it. There are several variations of this 
type of necklace, Bernhard Schobinger having already created 
a similar piece in 1988 by threading a red cord with twelve 
fragments of bottles collected in a rubbish dump near an old 
Ticino palace. The artist’s subversive approach with his sharp 
necklaces encourages us to look beyond the piece of jewellery 
and to question our conformist vision of body finery. He also 
demonstrates that the simple use of recycled materials – almost 
in their raw state – can be a source of strong symbolism 
and carry emotional qualities as significant as conventional 
precious materials.

1987 / Copper, gold, wood, rubber, 
pavatex, steel buckles, tin wire
Deposit of the Confederation

 23.5 cm
For the creation of this necklace, 
the artist recovered disparate 
materials such as copper, wood 
and rubber and then connected 
them with chromed tin wire. 
The ensemble clearly expresses 
his approach to recycling while 
bringing real balance in terms 
of colour and silhouette. Through 
this approach, the jeweller plays 
with the boundaries between 
waste and preciousness, turning 
his creation into an act of pro-
test against consumer society. 
He likes to mix references to the 
past, embodied by the recycled 
materials and their original 
history, with references to the 
present linked to the new function 
of assembling these materials 
– which have now become elegant 
finery. Embodying the challenges 
of upcycling, this necklace brings 
real added value, mostly 
aesthetic, to waste materials 
that were destined to be 
thrown away.



A MESSAGE 
FROM THE COLD



Climate change is having a major impact on 
the melting of ice – ice caps, mountain glaciers, and 
perennial and seasonal ice packs – around the world. 
The increase in greenhouse gas emissions is causing 
warming, which is accelerating the melting of ice and 
causing glaciers to retreat. The harmful consequences 
are numerous: rising sea levels responsible for flooding 
in coastal areas (more than a metre more is predicted 
by 2100) in the long term, certain regions could 
even be covered by water, acidification of the oceans, 
reduction in the reserves of fresh water on land held 
by the ice, and consequences on agriculture in certain 
regions where the flow of rivers depends in particular 
on melting snow.

The works in this sector echo ecological  
concerns related to the sudden acceleration of the  
melting of the planet’s ice in recent decades. They invite 
us to listen to the lament of the ice pack as it continues  
to fragment, and to become aware – in a metaphorical 
way – of the submerged part of the iceberg and there-
fore of the risks incurred by this phenomenon. Revealing 
this fragile balance, the works also tend to evoke the 
beauty and fascination of the ice, its delicate nuances 
and its brilliance, encouraging us to preserve it.
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ANAÏS 
DUNN

TENSION 
PAYSAGE

* 1984 / FR
Trained in applied metal 
sculpture, where she pays 
particular attention to the 
intrinsic qualities of materials, 
Anaïs Dunn also draws on her 
training at the École supérieure 
des arts décoratifs in 
Strasbourg. In her installations, 
sculptures and videos, she 
carries out formal experiments 
linked to contemporary 
ecological concerns, mixed 
with her attraction to cosmic 
and telluric phenomena. 
Her work includes thematically 
engaged works such as 
Reminiscences (2016), in which 
she alludes to the 1978 sinking 
of the super tanker Amoco 
Cadiz, using plastics and 
petrochemical elements. 
Breathing Ice (2020), a mapping 
projection on a steel sculpture 
showing the video of the 
melting of a stranded iceberg, 
or Tension (2020), featuring 
a golden block made with 
a survival blanket, whose 
vibrations come from the low 
frequencies emitted by an 
earthquake. Her creations 
combine science with fiction, 
nature with space, the local 
with the global, all tinged with 
delicateness.

2021 / Blown glass, vibrations, amplifiers, steel / 350 x 350 x 100 cm
The artist imagined Tension Paysage and won the jury’s vote 
in 2020 at the second Prix de la Jeune Création du Verre Français, 
organised by the Musée du Verre de Carmaux (Tarn, FR). 
The installation embodies a glacier and its slow transformation 
into icebergs and makes apparent the noise of the forces 
and tensions under our Earth. Suspended under a steel gantry, 
the blown glass elements are connected to an infrasound 
system that uses vibrations to transmit data from Antarctica 
recorded throughout 2015; the soundtrack thus translates 
the oceanic and seismic activities of this part of the globe as 
well as the break-up of icebergs. The vibrations induced by this 
process make the glass “icebergs” tinkle, reminding us of the 
fragility of both the material and our planet. By listening to the 
sound vibrations and the clashing of the glass, this installation 
creates a link between the visitor and the creaking lament of 
a glacier. The work becomes the bearer of a message from afar: 
the melting of the ice due to global warming is a reality that 
we cannot escape and that is happening here and now.
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ANNE KNÖDLER

ROOM 
WITH A VIEW

* 1985 / DE
Anne Knödler is both a designer 
and an artist, who creates 
works that play with light and 
the delicacy of glass.

2013 / Lamberts blown glass mosaics on tempered glass panel 
250 x 150 cm
The German artist’s glass mosaics catch the eye and 
invite contemplation. Like a landscape seen through a window, 
the white, grey and golden reflections turn into imaginary 
clouds, dew pearls or a sparkling, undulating river. The hand-
cut glass plates, made of pieces of hand-blown antique 
glass, play with the surrounding light and refract it. The light 
brings the work to life, sets it in motion and constantly 
transforms it. The material used is also reminiscent of the 
stained-glass windows of medieval churches with their 
changing patterns of coloured shadows. The piece offers a real 
escape into a distant and silent realm that evokes the beauty 
of nature. The multiple mosaics grouped together like so many 
pieces of ice, whose fragility is clearly visible, suggests that 
if one piece of the mosaic were to fall, the whole would be in 
danger. The shimmering of the glass also evokes the reflections 
of the sun on the ice floes and glaciers, reminding us of their 
sumptuousness.
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EISBERG

HUBER.
HUBER

Reto et Markus Huber * 1975 / CH
Creators of a multifaceted 
body of work that includes 
photographic collage and draw-
ing as well as sculpture and 
installation, huber.huber explore 
the ambivalent relationship 
between civilisation and the 
nature that surrounds it. 
Their works are intended 
to foster reflection, particularly 
with regard to human beings’ 
aspiration to dominate the 
world and their constant desire 
to categorise phenomena 
in order to better defeat them 
scientifically.

2021 / Ceramic, sand, water, glass / 70 x 35 x 35 cm
In Eisberg, a ceramic sculpture in the shape of an iceberg 
floats in a glass volume. The fragile balance between 
the elements reinterprets the landscape, making visible 
what is usually hidden: the submerged part of the iceberg. 
Sigmund Freud, the founder of psychoanalysis in the early 
20th century, used the image of the iceberg to define the notion 
of unconsciousness. Indeed, the submerged part would be 
that of the unconscious of our psyche containing our instincts, 
fears or even repressed desires and the part that emerges 
refers to the elements – linked to memories, feelings or even 
fantasies – of which the human being is aware. In relation 
to Freud’s theory of the unconscious, huber.huber’s iceberg 
symbolically gives us the possibility to see all the facets of the 
problem of the melting ice pack and its transformation into 
icebergs. Aware of this problem and its repercussions, we are 
called upon to react. The ice becomes a topical and political 
issue. With this work, the artists address the role of humans 
in the management of dwindling water resources. They also 
highlight the negative impact of our lifestyles on the planet, 
which are causing a drastic increase in greenhouse gas 
emissions that are responsible for global warming and therefore 
the melting of the ice. The melting of icebergs or “ice mountains” 
is a natural process, but the warming of the oceans 
and air is accelerating the process, causing these sources 
of pure water to disappear.
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IMBALANCES



Questioning the link between humans and their 
environment and the impact of one on the other is the 
fertile ground for the works in this sector. Genetic 
modification, atmospheric pollution or the danger 
of extinction of certain insects: the artists underline 
the current state of tension and urge us to rethink our 
relationship with the Earth in a more respectful way.

In 2000, the Dutch Nobel Prize winner for chemistry, 
Paul Josef Crutzen, first used the term “Anthropocene”  
to describe the new geological era we are currently  
in. The Anthropocene, from the Greek anthropos meaning 
“human being”, states that we have entered an era  
in which humans, and human activity, have become  
the main force of change in the evolution of the Earth’s 
system, capable of altering the environment. This notion 
is controversial in scientific circles however, because  
for a new geological period to be officially validated,  
it must meet a certain number of precise criteria. Indeed, 
this subdivision of the geological time scale must define 
a key moment marking the beginning of the change  
as well as a place where the sedimentary layers would 
demonstrate that an event occurred that tipped the 
Earth’s history into a new era. This result must also be 
observable globally. This is complicated by the fact 
that the impact of our human activities varies across 
the planet. In this debate, the determination of the  
trigger for this new phase is manifold, i.e. the beginning 
of sedentary agriculture (in the Neolithic period), the 
industrial revolution with the first exploitation of fossil 
fuels, the end of the World War II when an exponential 
increase in production and consumption was observed, 
or the appearance of chemical components in  
the sediments. 

What is certain is that the term “Anthropocene” 
has been coined to raise awareness of the many changes 
that the Earth is undergoing as a result of human  
activity. The main alteration is linked to climate change 
due to greenhouse gas emissions – the increase in the 
concentration of CO2 (carbon dioxide) in the atmosphere 
– occurring, for example, when a factory is operated to 
process waste or because of forest fires, as artist David 
Horvitz points out when he encapsulates the air of Los 
Angeles in a glass sphere during an intense period  
of forest fires. The disruption also comes from the use of 
the land – massive extraction of natural resources and 
fossil fuels or industrial agriculture as evoked by Maude 
Schneider with Seed, a work that addresses the genetic 
modification of seeds. Designers Tomas Libertiny and 
mischer’traxler studio raise the issue of the biosphere, 
where we are witnessing a real loss of biodiversity and 
even the extinction of certain species.
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FABRICE GYGI
& MARINE JULIÉ

SAFRAN-BÂTARD

* 1965 / CH
Characterised by nomadism, 
the career of Swiss artist 
Fabrice Gygi is multifaceted. 
Between the production of 
artefacts oscillating between 
functionality and art, sculptural 
structures, the creation of 
jewellery, and watercolours, 
he continuously questions 
the real order of things with 
the help of a minimalist formal 
vocabulary.

* 1984 / FR
Marine Julié’s work deals with 
notions such as the boundaries 
and links between the plant, 
animal and human worlds, and 
between the visible and the 
invisible. The artist questions 
the history that is told to us by 
looking for what is hidden 
behind it and tries to reconstruct 
her own version. Her creations 
express an aesthetic of fragility 
and freedom in the face 
of  authority.

2014 / Leather, window glass, steel and stainless-steel structure
Donation of the artists / 120 x 60 x 60 cm
Safran-Bâtard is one of the names of the colchicum, 
a flower also known as “cow-killer” in French. Each element 
of the work – the skin, the glass and the title – refers to the three 
kingdoms: animal, mineral and vegetable. The work symbolises 
a search for balance between antagonistic forces such as 
protection and neutralisation, symbiosis and struggle, rejection 
and incorporation, and conservation and degradation. This 
invisible state of tension offers a fable about power and fragility. 
Putting things under a cover means that we wish to protect 
or conserve them, whereas the very principle of matter is 
to constantly shift from one kingdom to another: from animal 
to vegetable, from vegetable to mineral, from mineral to animal 
and so on. The totemic form of Safran-Bâtard is a symbolic 
invitation to rethink the precious and sacred nature of things, 
whether they are called divine or profane, natural or artificial, 
to replace the “sacred” at the heart of our earthly environment 
– animal, vegetable and mineral – in order to envisage 
harmonious relationships with the Earth.
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AIR DE LA

DAVID 
HORVITZ

* 1975 / US
David Horvitz is an artist 
whose practice lies at 
the crossroads of painting, 
poetry and conceptual art. 

2020 / Glass, etching, ashes / Originally produced in 100 copies; 
edition of 20 + 5 AP / 6 x 11 cm
Air de LA pays tribute to Marcel Duchamp’s Air de Paris (1919), 
a glass vial bought from a pharmacist in Paris and then 
engraved and given to his friend and patron Walter C. Arensberg. 
Here it is not the air of the French capital but that of Los 
Angeles that is encapsulated, and with it some fragments of 
ash, a reference to the violent forest fires that engulfed the 
region in the year the work was produced. Made for the Frieze 
LA art fair, Air de LA was distributed to about a hundred people, 
as a “cataclysmic” souvenir, a form of slightly offbeat warning. 
Indeed, if these forest fires are usual in the Californian ecosys-
tem, it is certain that climate change is leading to a spectacular 
increase in their frequency and intensity, further aggravating 
the poor quality of the already polluted air in the region. 
California’s fire season now extends from spring 
to autumn, with strong winds blowing warm air from inland 
towards the State, further favouring the conditions for fires 
to spread and making them difficult to control.

The earth is burning, not only across the Atlantic,  
but also around the Mediterranean, in Australia and in Siberia, 
and this trend will intensify in the coming years. The last  
decade has seen a dramatic increase in forest fires worldwide. 
In most cases, forest fires are natural phenomena, but global 
warming is considerably increasing the risk factors. Indeed,  
the frequency and intensity of hot spells and the scarcity  
of rainfall in some areas – and thus the decrease in relative 
humidity in the atmosphere – creates situations that are con-
ducive to the occurrence of forest fires. Moreover, it is a vicious 
circle as the risk of fires increases with climate change and,  
in turn, these fires also contribute to global warming by emitting 
carbon dioxide and other greenhouse gases into the air.  
As forest cover diminishes, so does the loss of trees, one of the 
functions of which is to capture CO2, on a global level.
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STUDIO 
WIEKI SOMERS

FROZEN 
VASE

Wieki Somers * 1976 / NL
Dylan van den Berg * 1971 / NL
Dutch studio Wieki Somers 
works in the field of furniture 
and industrial design. Its 
founders see design as a field 
for experimentation and as 
a mirror of our times. Their work 
shows a particular sensitivity 
to materials, especially for 
their tactile properties and the 
emotions they can evoke. 
To do this, they combine con-
temporary technologies with 
ancient craft techniques.

2010 / Resin, glass, silk flowers / 52 x 27 x 48 cm
Frozen Vase is part of a series of vases (Frozen in Time) inspired 
by a natural phenomenon that took place in March 1987 in the 
north of the Netherlands. A deluge of freezing rain and a sudden 
wave of icy cold froze nature, creating a paradoxically fairy-tale 
world despite its fatal reality for nature. The layer of ice that 
covered all the elements seemed to have petrified them for 
eternity. Discovering this meteorological oddity through a photo 
album, the designers decided to express this frozen moment 
in time through a series of vases decorated and/or made 
of flowers. In order to obtain a result similar to ice, they chose 
a photosensitive resin. The different elements were dipped in 
this resin and then placed in the sun so that they would harden 
and “melt” with each other to create a poetic and timeless 
object. The work becomes part of our collective memory as it 
bears witness to this extreme climatic phenomenon, thus acting 
as a warning.
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SEED

MAUDE 
SCHNEIDER

* 1980 / CH
Maude Schneider’s works 
encourage us to question the 
objects that populate our daily 
lives. By reappropriating these 
elements with which we cohabit, 
she questions our consumerist 
society. Her creations, although 
fragile, are symbolically durable, 
in contrast to our lifestyle where 
over-consumption has become 
the norm. A virtuoso in her field, 
the ceramist gives prominence 
to optical illusions.

2021 / Porcelain, enamel, gold, platinum / Unique
12 x 12 x 3 cm approximately
Seed features a small heap of hand-moulded porcelain 
seeds. The process means that the seeds sometimes bear 
fingerprints, preserving a form of fragility and modesty. They 
are then covered with gold and platinum, thereby evoking both 
the richness and generosity of nature, which can reproduce 
itself endlessly, and the ambitions of multinationals with 
regard to this free fertility. Indeed, since the middle of the 20th 
century, seed companies (such as Monsanto) have been 
developing technologies that enable them to activate or 
deactivate certain genes or properties of a plant so that the 
yield of these new varieties fully fits into today’s capitalist and 
productivist society. This is the context in which genetically 
modified seeds with the “Terminator” trait were born. Terminator 
technology produces plants that mature but whose seeds 
have been rendered sterile, meaning that only one harvest is 
possible – no reseeding is possible – and that farmers around 
the world are forced to buy seeds from these agribusinesses 
year after year. The chemical and physical processing of these 
seeds, and the use of fertilisers and pesticides that they 
often require, have a disruptive effect on the environment and 
biodiversity. In particular, they endanger the diversity of food 
plants, the traditional exchange of seeds, pollinating insects 
and also our health. With this work, Schneider underlines that 
the scourge of programmed obsolescence is not only reserved 
for electrical or electronic devices but also for food. 



46

TOMAS 
LIBERTINY

SEED 
OF NARCISSUS

* 1979 / SK
Specialised in engineering 
and design, Tomas Libertiny 
is fascinated by the beauty and 
intelligence of nature and by 
the human spirit. He develops 
his projects around the 
psychological and physical 
relationship between human 
beings and their environment.

2011 / Blown, silvered and polished crystal, beeswax / 100 x  38 cm
Libertiny uses nature to understand the processes of creation 
and construction, especially those related to bees. He situates 
his work between industrial production and the world 
of sculpture, while experimenting with the limits of materials. 
Seed of Narcissus is a complete contrast between the artisanal 
world that allowed the creation of the ovoid crystal part, 
covered with a layer of silver on its inner side, and the wax 
envelope produced by the bees, invited to colonise the sculpture 
(the honey is then removed, and the bees moved). There is also 
a difference in the texture of the materials: the glass part is 
rigid and hard, while the wax is malleable. Beyond the interplay 
between the materials, the work evokes the danger of extinction 
of the world’s bee population, even though their role is essential 
both for the planet and for human beings, particularly with 
regard to biodiversity, pollination and agricultural production.

Bees – both wild and domestic – and other pollinators  
such as beetles, flies, wasps, certain mammals and birds, and 
many butterflies form an essential ecosystem service. Thanks 
to their role as carriers of pollen from one flower to another,  
we are able to consume most of our fruits and vegetables,  
honey and meat. In addition, natural insect pollination enables 
the reproduction of most wild flowers and fodder plants for the 
production of dairy products. Without this type of pollination, 
our agricultural crops and productivity would decrease  
dramatically. However, bees – the predominant pollinators – are 
threatened by multiple environmental parameters: intensification 
of industrial agricultural practices, spreading of fertilisers,  
pesticides and herbicides, development of monocultures, lack 
of biodiversity near agricultural areas, and shortage of  
natural or semi-natural habitats (meadows, wild fields, hedges, 
forests). They are also weakened by climate change which is 
responsible for a “shift in seasons”, shifting the time of flowering  
and no longer coinciding with the spring return of the bees. 
By contrast, organic and ecological agriculture that respects 
biodiversity and does not use pesticides or fertilisers is truly 
beneficial for the abundance and diversity of pollinators. For 
example, by using mixed crops, this farming system preserves  
the natural and semi-natural habitats of bees and the richness 
of the flora.
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MISCHER’TRAXLER 
STUDIO

NOCTURNAL 
CLOUD

Katharina Mischer * 1982 / AUT
Thomas Traxler * 1981 / AUT
mischer’traxler studio develops 
innovative production methods 
and kinetic or interactive 
installations that tell stories 
and address societal issues. 
Through the narration of their 
projects, the designers provoke 
new reactions and emotions 
in the viewers. The duo tries 
to demonstrate that, in addition 
to being functional and 
aesthetic, design can also be 
rich in meaning through the 
issues it addresses.

2019 / Blown glass (Lobmeyr), artificial insects, LED, motor, sensors 
105 x 150 cm
Nocturnal Cloud celebrates a moment in nature and captures 
the fascination that insects have on humans. The delicate blown 
glass globes form a chandelier. Each bulb houses a nocturnal 
insect of European origin. From a distance, the insects appear 
calm and peaceful, but as you approach the installation, 
the insects come alive and light up. As they fly into their glass 
shelter and hit the surface, a whole soundscape develops. 
The work questions the interaction between humans and their 
natural environment by raising the issue of the disappearance 
of many insects such as fireflies, certain beetles or moths. 
The decline of certain insect populations on a global scale is 
linked to climate change, industrial agriculture, deforestation 
(loss of habitat) or the increase in light pollution – artificial light 
sources attract them; they burn, die of exhaustion or become 
easy prey.



INCURSIONS INTO 
A DREAMLIKE WORLD



Listening to the Earth means taking the time to observe, 
understand and appreciate it. It means being aware 
of the riches that make up the Earth in order to take 
better care of it: biodiversity, ecosystems and natural 
resources; understanding that everything is a question 
of interdependence, and that the preservation of the 
non-human underpins the preservation of humanity. 
It means sharing and exchanging with others to better 
interpret the words that the planet whispers or rumbles 
and to be able to respond with one voice. Finally, listening 
to the Earth also means nourishing one’s imagination 
and drawing on tales, myths and legends, in order to 
continue to live and dream. The muffled universe of this 
sector evokes the bowels of the Earth, its caves and 
cavities and seeks to underline the passage of a symbolic 
threshold – real and imaginary – between two worlds. 
Suggestive and poetic, functional and fictional, the 
works generate multiple narratives as well as incursions 
into a dreamlike world. Between the fantastic universe of 
artist Brynjar Sigurðarson, who takes us to the Icelandic 
countryside in search of a real or fictional bull-fish, 
Denis Savary’s disproportionate toad embodying the 
figure of change and transformation, and Fabula, a blown 
glass work representing a key that symbolises both 
transgression and the passage from one reality 
to another, the works here weave a bridge between 
the Earth and imagination. 

The tale, a timeless tool, helps express reality  
and explain the world by echoing the values of society.  
As a bearer of meaning, it shows humans the path to  
follow to live in harmony with their environment, to respect 
nature and preserves a true intergenerational link. 
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YANN 
OULEVAY

GRAINE 
TOPAZE

* 1975 / CH
Yann Oulevay is a glass artist 
who has trained through many 
international apprenticeships. 
From CERFAV (European Centre 
for Research and Training 
in Glass Art) in France to the 
famous Pilchuck Glass School 
in the United States, via Murano 
in Italy, he has continuously 
honed his skills. For three years, 
the Swiss artist was also the 
assistant of master glass artists 
Philip Baldwin and Monica 
Guggisberg. Fascinated by glass 
and its infinite possibilities, 
he likes to use in particular the 
filigree and battuto techniques 
originating from the glass-
making tradition of Murano 
in Venice.

Graine Topaze / 2013 / Blown glass / 39 x 31 cm
Graine miroitée / 2012 / Blown glass / 32 x 27 cm
In the Swiss glassmaker’s career, the work on seeds 
truly highlights his appropriation of the material, his mastery 
of shapes and the richness of his know-how. The technical 
complexity of these pieces requires patience and dexterity. 
Indeed, the creation begins with hot work with the techniques 
of blowing and filigree, then there is still cold work where 
the creation can be sandblasted, engraved and cut. This second 
phase allows the glassmaker to reinforce the desired aesthetic 
effects. The theme of the seed touches on the symbolism 
of germination, creation and life. These pieces also make us 
wonder about the impact of humans on nature: why are 
the seeds so big? What transformation or genetic modification 
have they undergone? Their mysterious presence also takes 
us into a fairy-tale world where excessiveness evokes certain 
tales such as the famous Jack and the Beanstalk.
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BRYNJAR 
SIGURÐARSON

* 1986 / ISL
Brynjar Sigurðarson is 
an Icelandic artist and ECAL 
graduate whose practice 
includes drawing, photography, 
video, sound and the creation 
of objects. His research focuses 
on the specificities of certain 
cultures and their crafts and 
particularly on their relationship 
with their natural environment. 
Staying for a month in a remote 
fishing village in the north of 
Iceland in 2009, he was fasci-
nated by the DIY aspect of their 
techniques, resulting in the 
regular use of ropes, knots, sticks, 
and assemblies of materials 
resembling furniture or tools 
with an indeterminate function 
in his work.

2012 / HD video / 20 min / Lent by the artist / Director: Brynjar Sigurðarson 
Production: Frosti Gnarr / Co-production: Búi Bjarmar Aðalsteinsson, 
Hilmir Berg Ragnarsson / Filmed by: Sebastian Ziegler
Publisher: Brynjar Sigurðarson
Between fiction and reality… This is where this documentary 
film about the hermit Borgþór Sveinsson takes us. Every 
winter Sveinsson retires to a cabin in the Icelandic countryside 
in search of the bull-fish, a very special species that lives only 
in rare parts of the world. While the film does not specify 
whether the fish is real or imaginary, the relationship between 
humans and their environment is developed and implemented 
in various ways. The hunter has made numerous tools, baits, 
fishing rods and other odds and ends, the meaning of which 
we cannot grasp. Physically involved in his search – in an almost 
performative way – he also has several costumes, intended 
to attract or frighten his prey or to enable him to blend into  
the environment. This is a real contrast with the reality of our 
fishing practices where, in the majority of cases, humans are no 
longer in a “hand-to-hand” relationship with the fish but leave 
it to industrial fishing, with its trawls and satellite tracking of 
schools of fish. Metaphorically, this documentary can be seen 
as a warning of the consequences of overfishing, where  
humans may have to revert to more basic methods in search  
of rare fish.

BORGÞÓR 
SVEINSSON
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Prik Stick 1, 2 & 3 / 2015 / Wood, cord, fur / Approximately 210 cm x  3 cm
Produced a few years after the film, the spirit of which 
it retains, this series of works relates to the world of fishing. 
On wooden sticks – the most basic extension of the body – hand-
crafted ropes, knots and found elements turn these objects 
with no defined use into fetishes, fishing rods, weapons, talking 
sticks, game elements… This ensemble generates multiple 
narratives whose meaning remains open.

PRIK 
STICK

BRYNJAR 
SIGURÐARSON

* 1986 / ISL
Biography page 51.
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BUFFA III

DENIS
SAVARY

* 1981 / CH
A multidisciplinary artist, 
Denis Savary is active in video, 
installation, sculpture, drawing 
and scenography. Drawing 
on art history and literature, 
he also regularly explores new 
materials with craftspeople 
specialising in fields such as 
glass and ceramics.

2018 / Glazed ceramic / 65 x 57 x 25 cm
Buffa III is emblematic of his approach. The artist focuses 
on the figure of the frog or toad as an agent of change 
and transformation, here enlarged to the point of monstrosity. 
In fairy tales, frogs are always more than themselves… 
Is this toad in the process of mutation? Is this disproportion 
anthropic or simply imaginary? Climbing the wall as if 
escaping from an environment that no longer suits it, the bright 
colours of this batrachian compel us to notice its presence 
and its escape from its aquatic ecosystem. Savary sought 
out the know-how of a specific ceramic technique in Sicily: 
the craquelures and glazes recall Jackson Pollock’s ‘dripping’ 
technique, while at the same time rendering the irregularities 
of a toad’s skin surprisingly well.
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CÉLINE CLÉRON

FABULA

* 1976 / FR
Creating stories from different 
territories, French artist Céline 
Cléron uses fragile and 
precious materials to create 
works that give pride of place 
to memories. Most of the time, 
she works in collaboration 
with craftspeople in order 
to revive disappearing skills.

2010 / Blown glass / Edition of 5 + 1 AP / 25 x 35 x 27 cm
With Fabula, Cléron draws on imagination and the world 
of tales. The key is present in many stories from Bluebeard 
to Alice in Wonderland and refers to the idea of breaking taboos 
as well as crossing a threshold, symbolic or real, between two 
universes. “A golden key can open any door”, “key to success”, 
“to hold the key”: there is no lack of expressions. The delicate 
bubble blown through the ring seems to indicate the action of 
human breath, a human who is both absent and present, just like 
this bubble that is so fine and transparent that it seems only 
half material, oscillating between two worlds. Here, the symbol-
ism of the key could be understood as a choice to be made: 
to continue to transgress planetary limits and cross a threshold 
with no way back, or on the contrary, through a new breath, 
to open the door to a more harmonious relationship with 
the Earth.
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MAUDE 
SCHNEIDER

* 1980 / CH
Biography page 45.

PILLOW
L’INVITATION 
AUX SONGES
2015 / Stoneware, porcelain slip, earthenware, enamel
Edition of 3 + 1 AP / 45 x 40 x 36 cm
Pillow / L’invitation aux songes features three curved and 
cosy pillows, stacked one on top of the other. Trompe-l’oeil 
is a real technical feat: from the colour to the crumpled aspect 
of the pillows, it beckons the viewer to relax. Made using 
moulding and stamping techniques, the pieces are in stoneware 
with a porcelain-faience-glaze slipware. The work embodies 
idleness, somnolence, dreams and delectation. The enchantment 
is total. Yet in the western era, human beings keep running and 
no longer take the time to sit and rest. Sleep and the sweet-
ness of dreams are more of a luxury than a reality that we can 
afford on a daily basis. “Listening to the Earth” means slowing 
down the pace of our frantic life, our consumption and 
our waste. It means taking the time to listen to our true needs, 
those of others and of the planet. Schneider invites us to take 
a break in the midst of this human unrest.
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