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ARCINFO ONLINE, JUNE 2020
LA CHAUX-DE-FONDS: UNE EXPOSITION QUI FAIT «WAOUF, DRING, 
TIC-TAC», REVIEW BY CFA
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ART CONTEMPORAINART CONTEMPORAIN  Il y aura des «dring dring, meuh, bêêê» sur le Pod, à La

Chaux-de-Fonds, ce vendredi soir 12 juin. L’Espace d’art Quartier général sort de ses

murs pour vernir les installations sonores de Hannah Weinberger.

L’espace d’art Quartier général (QG) sort des anciens abattoirs pour investir le
centre-ville de La Chaux-de-Fonds: dans la vitrine de l’ancienne boutique
Benetton, sur de grandes affiches, sur l’ancienne friterie le Tournesol
renommée L’Avant-Poste et au centre d’art, les paysages sonores de l’artiste
Hannah Weinberger aguichent le passant à coups d’onomatopées familières.
Des œuvres à la fois sonores et très visuelles.

Ici, on parle «onomatopées»

La Bâloise parle le langage de la bande dessinée où les téléphones font «dring
dring», les chiens «waouf waouf» et les voitures «vroum vroum poët-poët bang
boummm» (attention! Accident). Le tout balancé dans des volutes désinvoltes
en échos à la chanson «Comic Strip» de Gainsbourg.

Au-delà du sourire aux réminiscences de l’enfance, Weinberger questionne
notre rapport à l’espace public envahi de supports publicitaires et de nuisances
sonores. «Une piste de lecture sociopolitique où l’artiste invite à repenser la
place du citoyen au centre de la ville dans le contexte actuel», précise Corinna
Weiss, directrice de QG. L’art en réponse à l’après-Covid. Smack!

La Chaux-de-Fonds, Quartier général, «Tic-Tac», du 12 juin au 5 juillet.La Chaux-de-Fonds, Quartier général, «Tic-Tac», du 12 juin au 5 juillet.
Vendredi 12 juin de 18h à 20h, vernissage sous forme de parcours ponctué
d’animations et de musique. Départ: Quartier général, anciens abattoirs. Plan et
informations: www.q-g.ch
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BRAND NEW LIFE, JANUARY 2020
THE CURTAIN WAS DRAWN
REVIEW BY LAURENCE SCHMIDLIN



6/1/20, 15)11The Curtain Was Drawn

Page 1 of 9https://brand-new-life.org/b-n-l/le-rideau-etait-tire-en-us/

20 - 12 - 2019 Exhibitions

The Curtain Was Drawn
LAURENCE SCHMIDLIN

At the Centre d'Art Contemporain Genève, Hannah Weinberger leaves viewers to their
own devices in a three-part show that begins from their very first steps in the venue’s
entrance hall. Her interventions, concise and dense, are based on an infrared
installation that reacts to the public’s presence, drawing visitors into a disconcerting
yet invigorating exchange.

Do you like B r a n d - N e w - L i f e ? B e c o m e  a  M e m b e r
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Exhibition view Hannah Weinberger, we didn't want to leave, Centre d'Art Contemporain Genève, November 8
2019 to January 5 2020, photo Mathilda Olmi

Hannah Weinberger often insists that an exhibition does not exist when there are no
viewers in the gallery or galleries. It is this point of view that she wants to highlight in
her solo show at the Centre d'Art Contemporain Genève. The pieces on display, which
are on the order of installation sound art, do not work when no one is around – the
silence is one that is bound up with their inactivity. For the artist, the public is not
contingent. Rather, viewers give her works their raison d’être by enabling them to fully
realize their potential since they are interactive and hence their form fluctuates.
Entering the Weinberger show means then setting it in motion. An initial intervention
awaits visitors in the museum’s entrance hall; di�erent international radio stations are
playing in real time and switch whenever someone passes in front of them – in my
case, I was greeted by Natalia Imbruglia’s hit song Torn. The second and third floors,
on the other hand, are entirely occupied by two installations that di�er markedly from
one another. Visitors suddenly find themselves an integral part of two spaces, which
have been transformed very economically, using just a few elements, but transformed
nonetheless in an extremely powerful way. Whereas the first installation plunges
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viewers into a murky half-light and the ambiance of an underground garage while
sending back multiple images of them filmed from behind, the second fashions a
contrast through its brighter illumination – that is, the lights are aggressive while the
walls are covered by a white curtain with uniform folds.
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Exhibition views Hannah Weinberger, we didn't want to leave, Centre d'Art Contemporain Genève, November
8 2019 to January 5 2020, photo Mathilda Olmi

Each installation includes a sound dimension that is activated by the presence of
viewers and their movements. The activation mechanism depends on infrared
sensors that are able to pick up the body temperature of those present. These
sensors activate a soundtrack based on an algorithm. From one tour of the show to
the next, the sound composition is never the same since it varies according to
di�erent parameters (the path the visitor or visitors take, their stops and starts, the
simultaneous presence of the viewers and their number, etc.). While from the lower
floor can be heard pockets of synthetic sounds seemingly welling up from some night
party, it is drumming that overwhelms visitors with full sharp rat-a-tat beats and
kettledrum rumblings, assailing them here and there in the immaculate space of the
third floor.
Although useful – it serves to absorb the echoes – the fabric hung along the walls
both erases the specificity of the venue and underscores it, especially since
spotlights and bright neon lights pick them out. The surface and structure of this floor
of the venue are emphasized. The eye can only see that and details that are still
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visible. It carefully scours the floor and its wooden beams, the ceiling, and various
marks, then suspiciously sizes up the speakers and the small black boxes that are
scattered a bit all over since the gallery set-up clearly lets visitors glimpse the sound
system and infrared sensors fixed to metal bars.
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Exhibition views Hannah Weinberger, we didn't want to leave, Centre d'Art Contemporain Genève, November
8 2019 to January 5 2020, photo Mathilda Olmi

This context, with its technology on view absolutely does not point to interpreting the
installation as a critique of the technical devices we use every day, or as some sort of
submission to them. Weinberger employs them for what they are, tools, and points up
the role each of us play with regard to them. The show then doesn’t weave a
reflection on the excess of security devices that we are facing more and more. Its
success is due to the primal experience the artist o�ers us. Visitors are designated as
bodies in a given time and place, and are confronted with the present moment above
all in terms of sensory perception. These installations set a trap for viewers, the trap
of the future event. From here on in, anything may occur and they will be a part of it.
Plain, elementary, the décor rests almost entirely on the artist’s choice of the color
white, which reflects the light, neutralizes the space, and renders it artificial, and,
perhaps despite the artist’s intention with regard to the symbolism of the curtain,
seems a sign that suggests theatricality and play. The curtain appears to have been
lowered on a scene on which it will not rise again. The artist had already used this
device in earlier installations, partly on the scale of an entire room (for example, You
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can just reach for me, 2017, at the Kunstverein Braunschweig; and When Time Lies,
2018, at Villa Merkel in Esslingen am Neckar).

Hannah Weinberger, You can just reach for me, 2017, exhibiton view at Kunstverein Braunschweig, photo
Stefan Stark, courtesy of the artist and Freedman Fitzpatrick, Los Angeles / Paris

Hannah Weinberger, When Time Lies, 2018, installation view at Villa Merkel, Esslingen am Neckar, photo
Frank Kleinbach, courtesy of the artist and Freedman Fitzpatrick, Los Angeles / Paris

One day I was alone at the show on the third floor. I began to walk around and explore
the place, at once familiar and unrecognizable. I let my eyes now wander over the
floor, now carefully examine the installation. Nothing happened. I was impatient
because I knew I was supposed to hear sound and I would be influencing it in one
way or another. I regretted knowing that because I then began hunting around for the
sensors. They were there and they were indeed visible. The first beats ring out and
the shock is immense. I continue my tour, I go back, I listen, the drumbeats rain down.
I manage to anticipate them a bit by cheating a little and walking around more and
more to set them o�. They take their time, occasionally resonate in waves, peter out.
If I regretted knowing too much at first and so became incapable of letting things run
their course, I eventually ended up yielding to the installation, and it grabbed me.
There is something on the order of a struggle between yourself and the sounds,
vigorous, alive, and strangely internal, of who will catch who first. I was alone in the
exhibition at that time and that day, and I had never wanted so much to be surprised
by the interaction of other viewers with the piece, to see just how far the composition
might develop. I was on my own.

Translated by John O'Toole
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LA TRIBUNE DE GENÈVE, DECEMBER 2019
LES PAYSAGES SONORES DE HANNAH WEINBERGER
REVIEW BY IRÈNE LANGUIN



08/01/2020 Centre d'art contemporain: Les paysages sonores de Hannah Weinberger - Culture - tdg.ch

https://www.tdg.ch/culture/paysages-sonores-hannah-weinberger/story/12742197 1/2

Au 2e étage, un écran démultiplie la perspective.
Image: Mathilda Olmi

Par Irène Languin@Gazonee 16.12.2019
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Par Boris Sen� 11.12.2019

Les paysages sonores de Hannah Weinberger
Centre d'art contemporain En se promenant au cœur des installations de l'artiste
bâloise, le public orchestre des compositions inédites.

C’est une exposition qui n’existe que si on la visite. Car les œuvres sonores de
Hannah Weinberger nécessitent la participation du public pour déployer leurs effets,
lesquels se révèlent différents à chaque passage. Intitulée «We didn't want to leave»
(«Nous ne voulions pas partir»), cette singulière proposition, à la fois interactive et
en perpétuelle mutation, s’est établie au Centre d’art contemporain (CAC).

Sur deux étages, la jeune artiste bâloise, née en 1988, a conçu un dispositif similaire
mais des univers très contrastés, comme en négatif l’un de l’autre. Alors qu’une
ambiance sombre et mélancolique engloutit le spectateur au 2e, la salle au-dessus
offre une expérience éminemment lumineuse, entre des rideaux immaculés et sous
les néons bruts.

En franchissant le seuil du plateau inférieur, on est plongé dans une obscurité de
cathédrale. Visuellement, rien n’entrave la vaste nef de béton, uniquement pourvue
d’un écran qui occupe tout le mur du fond: les visiteurs y voient leur image et celle de
l’espace dans lequel ils évoluent multipliées à l’infini par deux caméras fixées au
plafond. On a la sensation de se promener dans un immense parking de la fin des
temps, tandis que les mouvements de chacun déclenchent des flux musicaux.

Dimension performative unique

Des senseurs détectent les déplacements et la chaleur des corps, puis entraînent la
sélection aléatoire d’éléments dans une bibliothèque de 2000 sons. Ce processus
algorithmique confère à chaque expérience une dimension performative unique. Le
public est, de fait, le seul auteur des compositions. «Quand il y a beaucoup de monde,
ça devient presque une rave symphonique, s’amuse Andrea Bellini, directeur du CAC.
Alors que deux ou trois présences orchestrent des pièces plus introspectives.»

Si, en bas, la couleur tonale joue sur les échos et les synthétiseurs, le plateau du
dessus recourt à des rythmes percussifs renvoyant à l’animalité et aux organes.
Partagé en quatre alvéoles par des tentures blanches, l’espace du 3e étage évoque le
cœur humain. Il se parcourt sous une lumière crue, les sens en alerte.
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Les perceptions, pivots de la pratique artistique de Hannah Weinberger, sont
précisément l’objet d’un programme de médiation particulier organisé par le CAC
avec la complicité de l’artiste genevois Hugo Hemmi. Une dizaine de participants
aveugles et malvoyants ont constitué un collectif de recherche baptisé «So we stay»
(«Alors nous restons»), en réponse au titre de l’exposition. Il partagera avec le public
le fruit de ses réflexions, sous la forme d’une visite guidée élaborée avec les moyens
de l’art (dessin, danse, écriture) le jour du finissage, le 5janvier. Une façon pour ceux
qui ont la chance de jouir de la vue d’approfondir leur rapport sonore à un monde par
trop dominé par l’image.

«We didn’t want to leave», 
Centre d'Art Contemporain, jusqu’au 5 janvier, 
plus d'informations sur: centre.ch

Créé: 16.12.2019, 18h09

Votre avis

Avez-vous apprécié cet article?

Oui

Non
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LE COURRIER, NOVEMBER 2019
HANNAH WEINBERGER: COULEURS SONORES
REVIEW BY SAMUEL SCHELLENBERG
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SAMUEL SCHELLENBERG

Genève X «Je fais des œuvres compli-

quées à décrire.» Cette affirmation, Han-

nah Weinberger la double d’un aveu, dans 

les espaces du Centre d’art contemporain 

de Genève: celui d’affectionner cette di-

mension inénarrable, même si elle ne 

facilite évidemment pas la tâche des cri-

tiques. D’autant moins lorsque l’exposi-

tion à évoquer est en phase d’accrochage 

– son vernissage aura lieu jeudi prochain.

On va tout de même tenter l’exercice, 
à partir des pièces déjà en place et des 
explications de l’artiste bâloise, 31 ans 
cette année. «We didn’t want to leave» 
(«nous ne voulions pas partir»), c’est le 
nom de la proposition, prendra ses aises 
sur deux étage au Centre d’art, avec des 
installations sonores distinctes mais 
néanmoins liées. La première sera toute 
en échos, «comme dans une église», 
glisse l’artiste, complétée par un dispo-
sitif visuel filmant les visiteurs et proje-
tant leurs contours en cascade, à la 
manière d’un palais des glaces.

Des senseurs quadrilleront l’espace 
et le tout s’éteindra en l’absence de visi-
teurs. «L’œuvre n’aura donc pas d’exis-
tence propre lorsque personne ne la 
regarde», explique Hannah Weinber-
ger, poussant à son paroxysme le prin-
cipe du «regardeur qui fait l’œuvre», 
comme disait Duchamp – sans son pu-
blic, une pièce d’art n’est pas entière. 
D’ailleurs, toute la pratique de Hannah 
Weinberger implique d’une certaine 
manière la notion de collaboration.

Au Centre d’art, il sera impossible de 
vivre deux fois la même expérience, 
tant elle dépendra du nombre de per-
sonnes présentes et de leurs déplace-
ments – les visiteurs influencent les 
tempos d’une musique autogénérée et 

non basée sur les seules gammes pen-
tatoniques. «La ‘couleur sonore’ ne 
sera pas une cacophonie, plutôt une 
sorte de musique de film imaginaire», 
promet Hannah Weinberger, fille d’un 
père saxophoniste, qui dit travailler 
avec le son sans pour autant se consi-
dérer comme musicienne.

Propre au lieu
Quant au second plateau, il compren-
dra des sonorités nettement plus per-
cussives. Et partout, des rideaux blancs 
délimitent les espaces et modifient 
l’acoustique, les mêmes dont l’artiste 
avait ponctué la Biennale de l’image en 
mouvement 2014, au même endroit. Le 
tout sera complété par un film et un ré-
cepteur de toutes les radios web du 
monde, qui changera de canal à chaque 
visiteur. «Lorsque je prépare une expo-
sition, je m’intéresse toujours à la typo-
logie du lieu qui m’accueille – combien 
d’entrées en moyenne, quelle program-
mation –, pour réfléchir de manière site 
specific», propre au lieu. 

C’est aussi ce qu’elle avait fait en 
2012 à la Kunsthalle de Bâle, où le di-
recteur de l’époque, Adam Szymczyk, 
futur timonier de la documenta 14, lui 
avait proposé une carte blanche pour 
sa toute première exposition person-
nelle. «La pression était forte», car il est 
peu commun de débuter une carrière 
dans un endroit aussi prestigieux. En-
core étudiante, l’artiste avait installé 
des haut-parleurs partout, de même 
qu’une bande-son de vingt-deux 
heures produite ad hoc, divisée en onze 
boucles, proposant une sorte de pro-
gression dans les harmonies.

Bien sûr, si Adam Szymczyk l’a invi-
tée à l’époque, c’est que Hannah Wein-
berger était d’ores et déjà établie dans 
la scène artistique locale, en parallèle 

à ses études – bachelor puis master – à 
la Haute Ecole des arts de Zurich. Un 
cursus qui l’a surprise dès le premier 
jour, alors qu’elle a choisi une option 
«son»: «Je m’attendais à trouver sur 
place un studio super high-tech, genre 
Silicon Valley, mais c’était au contraire 
totalement old school», avec du matériel 
majoritairement analogique, note l’ar-
tiste volontiers pince-sans-rire.

A cette époque, elle est liée au project 
space Elaine, au Museum für Gegenwar-
tskunstde Bâle, avec Nikola Dietrich, 
Scott Cameron Weaver et Tenzing Bar-
shee. Et el le organise de grands 
concerts-performances, avec les ar-
tistes qu’elle côtoie à Zurich, comme les 
cofondateur de l’artist run space bâlois 
New Jerseyy, Daniel Baumann, Tobias 
Madison, Emanuel Rossetti et Dan Sol-
bach: elle réunit jusqu’à trente synthé-
tiseurs qui jouent en même temps. 
«C’est un peu ce que faisait le Britan-
nique Cornelius Cardew dans les an-
nées 1960-1970, mais sans l’aspect 
dissonant.»

Peu après l’exposition à la Kuns-
thalle, elle débute sa collaboration avec 
Christian Frick, «ingénieur du son et 
mentor», même si son domaine n’est pas 
l’art contemporain. Elle le contacte car 

elle désire transformer de grosses 
pierres en diffuseurs de sons. «Il m’a dit: 
‘Rien n’est impossible’», alors que l’EPFZ 
estimait au contraire que c’était irréali-
sable. La Bâloise avait besoin de ces ro-
chers sonores pour une exposition au 
Städelmuseum de Francfort, qui annule 
en dernière minute son accrochage (fa-
çon de parler), même si les six pierres 
prévues étaient déjà prêtes, dotées cha-
cune d’une musique spécifique. Comble 
de l’ironie, «de toutes mes pièces, cet 
ensemble de trois tonnes est finalement 
celui qui aura le plus voyagé», invité par 
la suite dans diverses expositions, à 
Hambourg, Middelburg ou Bregenz.

Autour du jet
Hannah Weinberger se met aussi à fil-
mer dans de nombreuses villes, voire 
dans les zones duty free des aéroports, 
s’intéressant à l’espace public en général 
ou à de simples détails. Elle utilisera ces 
images dans plusieurs installations im-
mersives où elle jongle avec ses rushes 
et du son, par exemple celui des images 
mais diffusé de manière dissociée. «En 
filmant à l’extérieur, lorsqu’il y avait du 
vent, je me suis parfois mise à chanter.» 
C’est aussi sa voix qu’on entend épisodi-
quement sur son disque Je d’eau, produit 
pour son exposition à Genève, qui enre-
gistre bruits aquatiques et discussions 
de touristes autour du plus célèbre des 
«monuments» genevois.

A Bâle en juin dernier, pour les Swiss 
Art Awards de l’Office fédéral de la 
culture – elle est l’une des lauréates 
2019 –, Hannah Weinberger a produit 

une installation sonore que les nom-
breux visiteurs du vernissage n’auront 
pas entendu, brouhaha oblige. Un aléa 
qui lui plait, évidemment. «Les frustra-
tions peuvent entièrement faire partie 
de l’exercice, ce n’est pas un problème.» 
Et même les échecs, forcément inhé-
rents à une pratique qui laisse autant de 
place au hasard et à l’imprévu.

Mère de deux jeunes enfants, elle 
enseigne à l’Institut d’art de la Haute 
Ecole d’art et de design de Bâle. «L’enjeu 
pour moi n’est pas d’enseigner de ma-
nière frontale mais d’engager des 
conversations et autres échanges avec 
les étudiants.» Sans cette activité ré-
munérée, elle aurait sans doute arrêté 
l’art, admet-elle. Elle a certes fait de 
nombreuses expositions depuis 2012, 
notamment en Allemagne, mais le cu-
mul des honoraires reçus n’atteint 
même pas 10 000 francs.

Aussi, son travail n’est pas vrai-
ment market friendly: difficile de vendre 
des installations sonores, notamment. 
Quelques grandes institutions ou col-
lections n’en possèdent pas moins cer-
taines de ses œuvres, comme le Kuns-
thaus de Zurich ou la Ville de Bâle. Et 
elle a vendu plusieurs de ses rochers 
sonores, «dont trois à des privés même 
pas vraiment collectionneurs d’art, 
qui les ont installés dans leur jardin». 
Une manière mélodieuse d’investir 
dans la pierre. I

Centre d’art contemporain, 10 rue des Vieux- 
Grenadiers, Genève, du 8 novembre au 5 janvier 
(vernissage jeudi 7 novembre à 18h), ma-di 
11h-18h, www.centre.ch

L’artiste Hannah Weinberger multipliée par l’installation qu’elle met en place au Centre d’art contemporain. JEAN-PATRICK DI SILVESTRO

HANNAH WEINBERGER Au Centre 
d’art contemporain, le public  
influencera les envolées sonores  
des  installations de la Bâloise.

COULEURS 

SONORES

De toutes ses 
œuvres, ce sont les 
plus lourdes qui 
voyagent le plus
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ALLNEWS ONLINE, JUNE 2018
SWISS ART AWARDS, BASEL
ANNOUNCEMENT BY SOCIÉTÉ GÉNÉRALE



23/11/2018 Hannah Weinberger remporte le Swiss Emerging Artist Prize 2018 | Allnews

https://www.allnews.ch/content/corporate/hannah-weinberger-remporte-le-swiss-emerging-artist-prize-2018 1/2

Hannah Weinberger remporte le Swiss Emerging Artist
Prize 2018
 4 juin 2018 - 12:03
  Communiqué, Société Générale Private Banking
1 minutes de lecture

«C’est à la fois un coup de projecteur unique sur mon travail et une aide précieuse
pour mes futurs projets», réagit Hannah Weinberger, suite à sa nomination.

A travers des performances sonores et musicales, Hannah Weinberger crée des atmosphères
auditives et visuelles. Elle crée des compositions sonores enregistrées sur le terrain, à partir de sa
propre voix, celle de son entourage, d’échantillons prédé�nis ou des bruits des espaces publics. En
diffusant ces compositions sonores à travers des vidéos ou des éléments de sculpture, elle crée des
ambiances uniques. Le spectateur est invité à vivre une expérience immersive et participative.

«Le Swiss Emerging Artist Prize de Société Générale Private Banking Swiss signi�e réellement
beaucoup pour moi. C’est à la fois un coup de projecteur unique sur mon travail et une aide
précieuse pour mes futurs projets» réagit Hannah suite à sa nomination.

Le jury, composé de Staffan Ahrenberg, Andrea Bellini, Aurélie Deplus, Elena Filipovic et Simon de
Pury, a of�ciellement annoncé le nom du lauréat lors d’une soirée de gala organisée par la Banque.
Hannah Weinberger s’est vu décerner le trophée du Swiss Emerging Artist Prize 2018 ainsi que la
somme de 20'000 francs.
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LES INROCKUPTIBLES, APRIL 2018
DAY BY DAY, NIGHT BY DAY, FREEDMAN FITZPATRICK, PARIS
REVIEW BY JULIE ACKERMANN
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ARTFORUM, JUNE 2017
A FEW OPEN SYSTEMS, AND NOW, DALLAS
REVIEW BY CAT KRON
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ARTFORUM SEPTEMBER 2015 
AWAKE WHILE YOU‘RE DREAMING, FREEDMAN FITZPATRICK, LA
REVIEW BY DEAN KISSICK
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Interview by: Nikola Dietrich With: Hannah Weinberger Page: 1/4

Art and Social Process
Hannah Weinberger
interviewed by Nikola Dietrich

Engagement and participation form the basis 
of the artistic activity of Hannah Weinberger. 
The artist exploits the potential of music both to 
bring harmony to collective performances and 
to grant every viewer a performative role within 
the work. Nikola Dietrich talked with the artist 
about these aspects of her output and the un-
foreseen appearance of moving images in her 
recent works.

Il coinvolgimento e la partecipazione sono alla 
base dell’attività artistica di Hannah Weinberger. 
L’artista sfrutta le potenzialità della musica sia di 
armonizzare collettivi improvvisati sia di riserva-
re a ogni spettatore un ruolo performativo all’in-
terno dell’opera. Nikola Dietrich ha parlato con 
l’artista di questi aspetti del suo lavoro e dell’in-
troduzione inaspettata dell’immagine in movi-
mento nella sua recente produzione.

LKW at Oper der Stadt Köln, New Theatre, Cologne, 2013. Courtesy: the artist and Freedman Fitzpatrick, Los Angeles. 
Photo: Calla Henkel & Max Pitegoff
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Nikola Dietrich: A few years ago, your 
main mode of practice comprised live sound per-
formances conducted by a huge number of par-
ticipants (Transdisziplinäres Konzert, 2010, 
or Interdisziplinäres Konzert, 2009). Though 
following your orchestration, these performanc-
es depended upon collective effort and collabora-
tion. What was the central question behind these 
earlier “open source” productions?

Hannah Weinberger: I asked my-
self how it would be possible to include my 
friends in the process of thinking and work-
ing as an artist, without possessiveness, but 
giving the moment of “doing” a certain val-
ue. I was interested in why the performative 
moment and its result/recording take such 
different paths. I like the moment when one 
doesn’t know where it is leading, what the re-
sult will be.

ND: With the performances Regionales 
Konzert at Kunsthalle Basel, 2010, and Con-
certo Locale, 2012, at the Swiss Institute in Mi-
lan, you again got local communities involved. 
Within a visually severe setting, 40 performers 
operated a specific program on laptops. They all 
created their own music, while being part of the 
overall composition. A short-lived local network. 
How did your practice shift from rather free-style 
concerts to these performances that are mainly 
controlled by a computer program?
  
HW: I wanted to try different settings and 
bring the creative freedom of improvisation 
into different modes that might seem con-
trolled, but in some ways suggest an even 
more free-style situation. I thought it might 
be less abstract for non-professional mu-
sicians to have to deal with tools they were 
used to, such as computers, though still with-
in a physical and social collectivity. Region-
ales Konzert for the opening of “The Village 
Cry” at the Kunsthalle was the first time I 
asked the artists and their friends to bring 
only their computers. The most convenient 
thing was for everyone to use Garage Band. 
Though nothing was orchestrated, we ended 
up with a very ambient one-hour recording, 
like a soundtrack for an imaginary movie. I 
had imagined it would end up much more ca-
cophonic. In this case it was already a local 
network, most of the people knew each oth-
er, or were exhibiting together in the show.
In the case of Concerto Locale in Milan, the 
circumstances were totally different. It 
wasn’t my hometown, I knew hardly any 
people there. I used the social network of the 
Institute, asking everybody to bring some-
thing that could be hooked up to a mini-jack, 
a phone, computer, microphone, some kind 
of instrument. The participants could hear 
what they were doing. Instead, in the Region-
ales Konzert they could only react to what was 
happening generally, because they couldn’t 
hear themselves. 

ND: In August 2011 we opened the Elaine 
project room (with Scott Cameron Weaver 
and Tenzing Barshee) next to the Museum für  
Gegenwartskunst in Basel. Through a program 
of artists’ talks, concerts, screenings, exhibitions 
and performances, in its two and a half years 
long existence it soon became a place of collabo-
ration and participation. How did this rather de-
manding experience affect your work?

HW: This period of collaboration had a big 
impact on my work. I was still in school while 
running Elaine with you guys, and in some 
ways it was more real for me than the of-
ten dangling themes discussed in art school. 
Elaine was a form of collective interaction. 
As one of the four founders and the only art-
ist involved, I also saw the challenge in mak-
ing a bridge between the “free site” and the 
institution. It was like an ongoing conversa-
tion. I met Matthew Lutz-Kinoy through his 
project there. With Natsuko Uchino, he or-
ganized an absolutely fantastic dinner/per-
formance night (Keramikos 2) in June 2012. 
This eventually led to the idea of playing in a 
band together (LKW). 

ND: With your first solo exhibition at Kunst-
halle Basel in 2012, a very different set-up was 
introduced, with loudspeakers and white cur-
tains along the wall as the only visual elements. 
Though still co-produced with a profession-
al sound engineer, the act of participation radi-
cally shifted from the presentation of many con-
tributors to a subtle multichannel sound installa-
tion. Drawn through the galleries from one sound 
loop to the next, the visitor’s own movements and 
pauses determined the various soundtracks and 
sequences. 

The space for the sound to resonate became im-
portant. I see this as the starting point for another 
work of yours, Untitled from 2013—rocks trans-
formed into resonating speakers. 

HW: For When You Leave, Walk Out Back-
wards, So I’ ll Think You’re Walking In, I tried 
to leave my compulsive collaborative/social 
impulse aside for a moment. However, at the 
time my site-specific work depended precise-
ly on the viewers, who, as the title already 
indicates, moved and lived in these spaces. 
Until now, in my sound works I have tried 
to connect different musical directions; not 
in the classical sense, but trying to explicitly 
work with the available possibilities of sound 
kits and sampling, to reprocess existing clay. 
Questions of re-conception, participation 
and seriality played an important role. 
I had to deal for the first time with a very his-
toric space, and a very big audience. I tried 
to work on a setting, which might be compa-
rable to the performance settings only in the 
broadest sense. This time, each viewer would 
have an almost performative role, moving 
through the space, their own personally tai-
lored experience. So I tried to get away from 
the historical and contemporary social and 
artistic movements that feed my practice, and 
describe this same social movement together.

And yes—taking the work with resonating 
walls as my starting point here, I followed 
my curiosity about material and language, in 
some sense.

ND: Let’s address this growing interest in the 
object-based working method. In Untitled, 
2013, you free the objects by means of disassoci-
ation, moving them from one context to another. 
What role does the transformation or transfer of 
the object play in that work? Where do you build 
the connection to language? 

HW: Space as a possibility and an entity (in 
its measurements) isn’t sufficient to develop 

itself, in my opinion. The relationship to the 
past and to history is important, and it can 
be found inside and outside, like the relation-
ship between those factors and everyday life. 
As we can often perceive, “free space” does 
not exist. I try to test actions and dynamics 
in the social process, to bring together and 
highlight their effects.

It’s a not an easy thing to talk or write about 
sound/music and the emotional experience 
connected with its perception. I see it as a 
challenge, to work on this and on the notion 
of remembrance. Giving these stones a dif-
ferent character than what we generally ex-
pect changes many things about how I work 
with sound. 

ND: Your latest work was quite a surprise: for 
the inaugural show “Looking Forward” at the 
new exhibition space Hacienda in Zurich, you in-
troduced video into your work. Five flat screens, 
distributed throughout the rooms, showed five 
different short video loops. Walking from one 
scene to the next—filmed at different locations in 
Istanbul, London and Las Palmas—at first the 
movies suggest one continuous story about four 
adventurous characters. Circling from room to 
room, image to image, you find yourself trying 
to manage bits of information, to piece them to-
gether into a coherent narrative. 

This exhibition could be seen as the prelude to 
your contribution to the Lyon Biennial last year. 
Trailer, 2013, seems to be an emotionally inten-
sified, condensed version of the above, like a sub-
strate of what the visitor could absorb after seeing 
a whole storm of images.  

HW: After graduating from art school, I 
wanted to get involved in a big new project, 
working with other people and traveling. 
Working with moving images brings that to-
gether. An initial part of this next project, on 
which I would like to work, is a script, as a 
starting point for producing a film. There is 
the idea of introducing specific content into 
a project. With “Looking Forward”, I want-
ed to let the viewer take part in the flow of 
choosing and deciding.  

Unlike the classic idea of a trailer that pres-
ents excerpts from a forthcoming final prod-
uct, I focus on the structure of the trailer mu-
sic. I take a very similar approach towards 
the visual material that I use, and extend this 
principle to go beyond the musical aspects. I 
want to take advantage of the situation and 
work with the material to create a story, to 
address the meta-level, which incorporates 
the associated relationships. Let’s say I try to 
work on making “the incomprehensible com-
prehensible.”
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Nikola Dietrich: Fino a pochi anni fa, la tua 
pratica artistica era costituita essenzialmente da 
performance sonore dal vivo eseguite da un nu-
mero enorme di partecipanti (Transdisziplinäres 
Konzert, 2010, o Interdisziplinäres Konzert, 
2009). Pur essendo orchestrate da te, queste per-
formance si basavano su un impegno e una colla-
borazione collettivi. Qual era il quesito centrale 
che si celava dietro a queste prime produzioni 
“open source”?

Hannah Weinberger: Mi ero chiesta in 
che modo avrei potuto coinvolgere gli amici 
nel mio processo ideativo e creativo, in quan-
to artista; senza possessività, ma attribuendo 
al momento del “fare” un certo valore. Ero 
interessata a scoprire per quale motivo il mo-
mento performativo e il suo risultato o la sua 
registrazione potessero prendere strade tan-
to diverse. Adoro l’istante in cui ancora non 
sappiamo dove ci condurrà ciò che abbiamo 
intrapreso, e quale sarà il risultato.
 
ND: Con le performance Regionales Konzert 
alla Kunsthalle Basel, 2010, e Concerto 
Locale, 2012, all’Istituto Svizzero di Milano, 
sei riuscita a coinvolgere ancora una volta le co-
munità locali. In uno scenario di grande austeri-
tà estetica, 40 performer hanno fatto partire sui 
loro computer portatili un programma specifico. 
Ognuno di essi ha creato la propria musica, con-
tribuendo alla composizione d’insieme. Una co-
munità locale dalla vita breve. In che modo la tua 
prassi artistica è passata da concerti piuttosto im-
provvisati a queste performance sostanzialmente 
controllate da un programma al computer?
 
HW: Volevo sperimentare scenari differenti 
e trasferire la libertà creativa dell’improv-
visazione in modalità diverse che, pur sem-
brando controllate, in un certo senso sug-
geriscono una situazione ancora più libera e 
svincolata. Pensavo che i musicisti non pro-
fessionisti avrebbero trovato meno astratto 
utilizzare strumenti a loro più consoni e fami-
liari, come i computer, ma sempre nell’ambito 
di una collettività fisica e sociale. Regionales 
Konzert, in occasione dell’inaugurazione di 
“The Village Cry” alla Kunsthalle, è stata la 
prima volta in cui ho chiesto agli artisti e ai 
loro amici di limitarsi a portare i loro com-
puter. La cosa più conveniente era che tutti 
usassero il software GarageBand. Anche se 
non c’era alcuna direzione, abbiamo finito 
per ottenere un’incisione della durata di un’o-
ra molto ambient, una sorta di colonna sono-
ra per un film immaginario. Credevo che il 
risultato sarebbe stato molto più cacofonico. 
In questo caso c’era già una comunità locale: 
la maggior parte delle persone si conosceva-
no, o esponevano insieme nella mostra. 
Nel caso di Concerto Locale a Milano, la si-
tuazione era completamente diversa. Non era 
la mia città, non conoscevo quasi nessuno. 
Ho sfruttato la comunità di persone che gra-
vitava intorno all’Istituto, chiedendo a tutti 
di portare qualcosa che avrebbe potuto esse-
re collegato a un mini-jack, un telefono, un 
computer, un microfono, qualunque tipo di 
strumento. I partecipanti potevano ascoltare 
cosa stavano facendo. In Regionales Konzert, 
al contrario, reagivano solo al risultato com-
plessivo, dato che non potevano sentirsi. 

ND: Nell’agosto del 2011 abbiamo inaugu-
rato la Elaine project room (con Scott Cameron 

Weaver e Tenzing Barshee) presso il Museum 
für Gegenwartskunst di Basilea. Grazie a un 
fitto programma questo spazio ha saputo impor-
si rapidamente come luogo di collaborazione e 
di partecipazione. Quanto ha influenzato il tuo 
lavoro questa esperienza così coinvolgente e im-
pegnativa?

HW: Questo periodo di collaborazione 
ha avuto un forte impatto sul mio lavoro. 
Frequentavo ancora la scuola d’arte quan-
do ho iniziato a gestire Elaine assieme a voi, 
ragazzi, e per certi versi questa esperienza, 
per me, è stata molto più reale delle tematiche 
indefinite che affrontavamo a scuola. Elaine 
era una forma di interazione collettiva. In 
qualità di co-fondatrice (assieme ad altre 
tre persone) nonché unica artista coinvolta, 
vi ho letto anche la sfida di creare un ponte 
tra questa “zona franca” e il museo. Era una 
sorta di dialogo in fieri. Nell’ambito di questo 
progetto ho incontrato Matthew Lutz-Kinoy, 
organizzatore, assieme a Natsuko Uchino, 
di una fantastica cena/performance nottur-
na (Keramikos 2) nel giugno del 2012. È nata 
così l’idea di suonare insieme in una band 
(LKW).

ND: Per la tua prima personale alla Kunsthalle 
Basel nel 2012 sei ricorsa a un allestimento molto 
diverso, caratterizzato da tende bianche e da al-
toparlanti disposti lungo le pareti come unici ele-
menti visivi. Hai stravolto l’atto della partecipa-
zione: dalla presentazione di molti partecipanti 
siamo passati a una raffinata installazione sonora 
su più canali. Guidati attraverso i saloni esposi-
tivi da un loop sonoro al successivo, erano proprio 
gli spettatori, con i loro movimenti e le loro soste, 
a determinare il comporsi di diverse colonne so-
nore e sequenze uditive. Lo spazio in cui il suono 
si diffonde diventa protagonista. Credo che que-
sto sia il punto di partenza per un’altra delle tue 
opere, Untitled del 2013 – rocce trasformate in 
casse acustiche.

HW: Con When You Leave, Walk Out 
Backwards, So I’ ll Think You’re Walking In, 
ho cercato di mettere per un attimo da par-
te la mia compulsione collaborativa/socia-
le. Ad ogni modo in quel periodo, il lavoro, 
pensato specificamente per quel particolare 
luogo, era completamente subordinato agli 
spettatori che, come già suggerisce il titolo, 
si muovevano e vivevano in quegli spazi. Da 
sempre, nelle mie opere sonore, cerco di co-
niugare direzioni musicali differenti; non in 
senso classico, ma cercando espressamente 
di giocare con le potenzialità delle sonorità 
e del campionamento audio, con l’intento di 
ri-processare, rigenerare il contesto preesi-
stente. A tal proposito il ri-concepimento, 
la partecipazione e la serialità erano temati-
che fondamentali. Per la prima volta mi sono 
trovata a fare i conti con uno spazio molto 
storico e con un pubblico molto ampio. Ho 
cercato di lavorare sull’ambientazione, che 
può essere paragonata a quelle delle perfor-
mance, solo nel senso più ampio del termine. 
Questa volta, a ogni spettatore è riservato un 
ruolo quasi performativo, dal momento che 
si muove nello spazio e vive un’esperienza 
assolutamente personale, su misura. In tal 
modo ho cercato di prendere le distanze dai 
movimenti sociali e artistici contempora-
nei che nutrono la mia prassi e di descrivere 
questo movimento sociale assieme allo spet-

tatore. E sì – prendendo le mosse dall’opera 
dalle pareti risonanti, ho assecondato la mia 
curiosità per la materia e il linguaggio, in un 
certo senso.

ND: Parliamo di questo crescente interesse per 
un metodo di lavoro incentrato sull’oggetto. In 
Untitled, 2013, hai liberato gli oggetti per mez-
zo della dissociazione, spostandoli da un conte-
sto all’altro. Quale ruolo hanno in quest’opera la 
trasformazione o il trasferimento dell’oggetto? 
Dove risiede la connessione al linguaggio? 

HW: Lo spazio come una possibilità e 
un’entità (nelle sue dimensioni) non è suffi-
ciente a sviluppare se stesso, a mio parere. 
La relazione con il passato e con la storia è 
importante e può essere ravvisata sia dentro 
che fuori, come la relazione esistente tra quei 
fattori e la vita quotidiana. Come ci capita 
spesso di percepire, lo “spazio libero” non 
esiste. Personalmente cerco di testare azio-
ni e dinamiche nel processo sociale al fine di 
raccoglierne ed evidenziarne gli effetti. Non 
è facile parlare o scrivere di suono/musica 
e dell’esperienza emotiva connessa alla sua 
percezione. Considero una sfida lavorare su 
questo e sul concetto di ricordo. Conferire a 
queste pietre un carattere diverso da quelle 
che in genere sono le nostre aspettative alte-
ra il modo in cui mi rapporto e creo con il 
suono. 

ND: Per la mostra inaugurale “Looking 
Forward” presso il nuovo spazio espositivo 
Hacienda di Zurigo, hai presentato un video 
su cinque schermi piatti. Nel passaggio da una 
scena all’altra – filmate in diverse location a 
Istanbul, Londra e Las Palmas – i filmati sug-
geriscono l’esistenza di un filo conduttore che 
coinvolge quattro personaggi avventurosi. Viene 
spontaneo cercare di combinare le informazioni 
frammentarie in una storia coerente. Questa mo-
stra potrebbe essere vista come un preludio al tuo 
contributo alla Biennale di Lione, lo scorso anno. 
Trailer, 2013, sembra esserne una versione emo-
tivamente intensificata.

HW: Dopo essermi diplomata alla scuola 
d’arte, sentivo il bisogno di farmi coinvolge-
re in un grande progetto, qualcosa di nuovo; 
avevo voglia di lavorare con altre persone e 
di viaggiare. Lavorare con immagini in mo-
vimento mi consente di fare tutte queste cose. 
Una prima fase di questo prossimo progetto 
su cui mi piacerebbe lavorare è la stesura di 
un copione, il punto di partenza per produr-
re un film. C’è l’idea di inserire un contenu-
to specifico in un progetto. Con “Looking 
Forward”, volevo indurre lo spettatore a par-
tecipare attivamente al flusso che porta a sce-
gliere e a decidere. Invece di soffermarmi sul 
classico trailer, composto di scene tratte da 
un prodotto finale di prossima uscita, mi con-
centro sulla struttura della musica del trailer. 
Adotto un approccio simile nei confronti del 
materiale visivo adoperato ed estendo questo 
principio per trascendere gli aspetti musicali. 
Voglio sfruttare la situazione e lavorare con il 
materiale per creare una storia, per raggiun-
gere un meta-livello che abbracci tutte le re-
lazioni interconnesse. Diciamo che cerco di 
lavorare con l’intento di rendere “compren-
sibile l’incomprensibile”.
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Left - Trailer (still),  2013. Courtesy: the artist 
and Freedman Fitzpatrick, Los Angeles

Interview by: Nikola Dietrich With: Hannah Weinberger Page: 4/4

“Looking Forward” installation view at Hacienda, Zurich, 2013. Courtesy: the artist and Freedman Fitzpatrick, Los Angeles. 
Photo: Gunnar Meier

Above - Concerto Locale at Istituto Svizzero, Milan, 2012. Courtesy: the artist and 
Freedman Fitzpatrick, Los Angeles

Left - “When You Leave, Walk Out Backwards, So I’ll Think You’re Walking In”, installation 
view at  Kunsthalle Basel, Basel, 2012. Courtesy: the artist and Freedman Fitzpatrick, Los 
Angeles. Photo: Gunnar Meier
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FLASH ART, MAY - JUNE 2014 
THE EPHEMERAL EXPERIENCES
REVIEW BY BALTHAZAR LOVAY
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AFTERALL ONLINE, MARCH 21, 2012
THE CHANGING TIMES: CEDVET ERIK AND HANNAH WEINBERGER
REVIEW BY MONIKA SZEWCZYK
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ARTFORUM, OCTOBER 2012
LE MOI DU TOI, SWISS INSTITUTE, NEW YORK
REVIEW BY MICHAEL WILSON
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FRIEZE D/E NO.5, SUMMER 2012 
HANNAH WEINBERGER:LAPTOPS, LOOPS UND KÖRPERBEWEGUNGEN
REVIEW BY QUINN LATIMER
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