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Art history has only recently acknowledged collecting 
as a form of performance in which objects are re  c on­
figured and redefined. In our exhibition we willfully 
 rearrange art from collections into new Disobedient 
Constellations, amplified by insubordinate narration, 
adding to those performances. For collecting does 
not consist of sets of already-finished, inert objects 
 organised by detached purchasers, but evolves 
as a process through acts of de siring, acquiring and 
 arranging objects within individual and family lives, 
sometimes over generations.
	 Writing about the relationship between col­
lecting and the concept of sexual difference, art histori­
ans  Michael Camille and Adrian Rifkin suggest that 
 collecting might have a particular importance for those 
living outside sexual and gender norms, and that it 
also might exert a queer force. They point to the difficulty 
that art history has had with the idea of pleasure and 
desire. The collector’s desire has ‘often seemed to strain 
the limits of the heterosexual matrix and to problema­
tise the logic of the oppositions structuring it’. The 
 introduction to their book Other Objects of Desire: 
 Collectors and Collecting Queerly (2001) states:
	 ‘It is not just that the unmentionable nature 
of same-sex desire has often meant that the subject had 
to communicate the ‘secret’ in a coded language, but 
the fact that this language was a system of objects. 
What could not be said could be spoken through things. 
The modern category of art was inextricably bound 
up with gender, so that while its creation was aligned 
with active male procreativity, its appreciation tended 
to be associated with the passive feminine. Every 
schoolboy art lover ran the risk of being a ‘queer’ (at 
least where I went to school).’
	 Whether or not such stereotypes remain today, 
writing on queer identification indicates the long history 
of activities through which queer people balanced 
 secrecy and revelation, hiding and connection. Subcul­
tural knowledge enables codes to be deciphered. One 
could have a well tuned ‘gaydar’ – in English, a combina­
tion of the words gay and radar – to sense affiliation.
	 A gaydar sensibility is evident in our approach. 
We interacted with collectors, in person or online, 
 encountering objects and catalogues. Where possible, 
we asked collectors to engage in identifying and dis­
cussing which items in their collections might have 
a potential to transgress norms of sex, gender or sexual 
expression, whether or not these qualities could be 
identified by anyone else. Buoyed up by the openness 
and generosity of our interlocutors, we developed 
our conversations about the unruly, the rebellious, and 
the counternormative. Some works are more straight­
forwardly aimed at questioning the status quo, through 
iconography, form and materials. For others, propo­
sitions need to be drawn out. This brought us to the 
small groupings of artworks: the constellations. 
	 Can artworks be juxtaposed and narrated so 
that potential disobedience to conventional norms of 
gender and sex is created or amplified? At the Rehmann-
Museum we investigate this through the constella­
tions. They convene the artworks chosen through nego­
tiation with collectors.
	 The exhibition has mined formal repositories, 
archives, and living rooms. A film on cowboys is extract­
ed from a large institutional collection that has grown 
over generations, but ceramic underpants come from 
a private apartment. The structuring relations of desire 
are heterogeneous – from the personal attachment 
to a collage of body images in a family collection to the 
conceptual amassing of works by queer and non-binary 
contemporary artists. In attempt to deal with this tra­
ditionally male dominance of collecting, we sought out 
other experiences. This revealed a more complex history 
of collections that were lost, sold or whose ownership 
is ambiguous today. Some objects exist only as images 

– a legacy of our own desire to manifest collections of 
women who otherwise would be absent – as collectors 
and/or as artists. In Laufenburg, we discovered vases 
that two wealthy women had left to the Museum Schiff, 
revealing that there are local collections on both 
sides of the Rhine that are largely unknown. 

Michael Hiltbrunner and Nina Wakeford

We begin with a space which we rename the Bunker, a 
familiar and essential part of Swiss contribution to Cold 
War technology. The white space around Rehmann’s 
Sternkugel is interrupted by a screenprinted slogan. 
Guest curator Nina Wakeford presents her screenprints 
We Will Replace All Men With Machines as a provo­
cation and intervention. They were originally created 
for a performance about the impact of digital technolo­
gies on society. Contrasting Rehmann’s iron sculp­
tures, the prints are poster-like – a manifesto or magic 
spell that opens the door to the museum for all 
queer ideas and guests.

1
NINA WAKEFORD, WE WILL REPLACE ALL 
MEN WITH MACHINES, 2019. Four screenprints 
from a series of six. Courtesy the artist

2
ERWIN REHMANN, LIGHT SCULPTURE― 
IRON RELIEF I, 1961. Iron, electric light STARBALL―
LIGHT SCULPTURE IV, 1957 / 1958. Iron, artificial 
glass, electric light Rehmann-Museum, Laufenburg

Here we are immersed in a Camera Obscura – inside 
the body of an image making machine which turns the 
world outside upside down as it creates its image. 
The language of forms and pictures, directly or indirectly, 
take us to an erotically charged scene which has re­
leased itself from fixed meanings. It is uncertain if we 
should read these objects through the lens of stereo­
typical gender categories or invent new ones.

3
DISOBEDIENT CONSTELLATIONS,  
COLLECTIONS. Video produced by ROLE Studio  
(Lea Fischlin and Sara Maric), Zürich 

4
MONICA BONVICINI, DRILL 4 CHASTITY, 
2007. Two piece bronze and resin casting. Edition for Parkett 
Nr. 72. Jacqueline Burckhardt Collection, Zürich 

5
JANIS LÖHRER, TENNISSOCKE NO.  3, 2024. 
Glazed ceramic. Private Collection of Thomas Fuchs, Stuttgart

6
ERWIN REHMANN, PAIRFORM, 1950. Bronze, 
Edition 3. Rehmann-Museum, Laufenburg 

7
HANS FALK, TWO FACES, 1978 (left),  
UNTITLED, CA. 1971 (right). Collages, from the series 
«Transvestie». Art Depot Göschenen

JACQUELINE BURCKHARDT COLLECTION
According to her statement, the art historian Jacqueline Burckhardt, 
who has been a director for several art commissions and the 
 Summer Academy Foundation at the Zentrum Paul Klee in Bern and 
has been active on the advisory boards of various art houses in 
 Europe, has not assembled a collection. They are all works that she 
kept for a specific reason, here in the exhibition they are editions 
for the magazine Parkett (1984–2017), which she co-founded and 
co-directed. Jacqueline Burckhardt emphasizes the androgy­
nous and the agency of androgyny in our society.

Further transformations occur in the Changing Room, 
where play with the power of different gender and 
 sexual roles is even more evident. The artworks in this 
room emphasise the possibility of adopting different 
identities through clothing, behaviour or even biological 
process. This includes the disorder and destruction 
that such transformations may cause.

8
TAREK LAKHRISSI, BETRAYING POWER, 2023. 
Stainless steel, metal chain. Kerenidis Pepe Collection, Paris 

9
WALTER DE MARIA, HARD CORE, 1969. 16 mm 
color film with sound, 28 minutes, filmed in the Black Rock 
 Desert, Nevada (USA). Emanuel Hoffmann Foundation, in the 
custody of the Public Art Collection Basel. © Estate of Walter 
De Maria, Courtesy Walter De Maria Archive

10
TESSA BOFFIN, THE KNIGHT (left) THE  
KNAVE (right) BOTH 1990. Framed archival inkjet  
prints from the series «The Knight’s Move», © Estate of Tessa 
Boffin / Gupta+Singh Archive, London

11
MARIA SIBYLLA MERIAN, SALIX VIMINALIS 
(WILLOW) WITH MOTH, CATERPILLAR 
AND PUPA OF THE FRENCH RED UNDER-
WING CATOCALA ELOCATA (Image 139).  
Coloured copperplate engraving, from: Histoire générale des  
Insectes de Surinam et de toute l’Europe, Paris 1771. From  
the Greti Grimmer Collection Laufenburg (AG). Museum Schiff, 
Laufenburg

12
WALTER SCHNACKENBERG, FIGURINE – 
MASKERADE, 1916. colour print from Ballet und  
Pantomime. Munich: G. Müller, 1920. From the Suzanne Baumann 
Collection. Beat Lüthi, Bern 

13
PAULINE BOUDRY / RENATE LORENZ,  
UNTITLED (MOVING BACKWARDS), 2018. 
Double-sided sequin fabric, cotton, wood, eyelets. Edition for 
the Venice Biennale. Kerenidis Pepe Collection, Paris

KERENIDIS PEPE COLLECTION
Kerenidis Pepe Collection: Iordanis Kerenidis and Piergiorgio 
Pepe share a passion for art and invest part of their income in their 
joint collection. They understand collecting as a public, reflective 
and socially responsible endeavour, incorporating a queer  
world view. 

Whereas some intimacy in public is open and tolerated, 
other situations remain private or hidden. Peephole 
 encourages us to imagine ourselves watching from 
the outside, in this case being a voyeur into a historic 
space of male homosexual encounter – the sauna. 
Roman ticised in gay novels, sauna culture was deci­
mated by AIDS and still plays a poignant role in the 
queer imagination.

14
PATRICK ANGUS, FOUR MEN IN THE STEAM 
ROOM, 1988. Oil and pastel on paper. Courtesy Galerie 
Thomas Fuchs, Stuttgart

15
RAINER FETTING, OLD MAN SITTING SAUNA, 
1989. Bronze, Edition 5/9. Private collection of Thomas Fuchs, 
Stuttgart

16
BERNHARD LUGINBÜHL, RAUMHAKEN III, 
1960. Wrought iron. From the Galerie Ziegler SA, Zürich. 
 Private Collection, Switzerland.

THOMAS FUCHS GALLERY / THOMAS FUCHS 
COLLECTION 
Thomas Fuchs and his partner Andreas Pucher have been advocat­
ing for the queer male body in art for many years through Galerie 
Thomas Fuchs, Stuttgart. They have worked extensively to make 
artists with such a focus more widely known. In doing so, they have 
built up a comprehensive collection, especially in the field of 
 painting, and look after the estate of the American painter Patrick 
Angus (1953–1992).

Lest we forget we are in the home and studio of a sculp­
tor known for his public monuments, the outline of 
 Rehmann’s Crater Fountain (1963) provides the oppor­
tunity for a unexpected kind of public activity – a 
 gathering of things which are brought together as if 
they are engaging in a game of spin-the-bottle.

17
URSI LUGINBÜHL, FLOOR VASE, 1969. 
Two piece glazed ceramic. Galerie Ziegler SA, Zürich

18
PAIR OF CHINESE VASES WITH HANDLES 
AND LIDS CA. 1900. Painted ceramics. Mary Codman 
Collection, Laufenburg (Baden). Museum Schiff, Laufenburg

19
COSIMA VON BONIN, COLOUR WHEEL, 2007. 
Handles made of stainless steel, polypropylene, enamelled in 
7 colours. Edition for Parkett No. 81, produced by Saygel 
& Schreiber, Berlin. Jacqueline Burckhardt Collection, Zürich

20
HANS LIFKA, TWO VASES FOR KERA-WERKE 
IN LAUFENBURG, CA. 1955. Glazed ceramic. From 
the Greti Grimmer Collection, Laufenburg (AG). Museum Schiff, 
Laufenburg

MARY CODMAN COLLECTION
Born in New York, the wealthy Mary Codman (1839–1929) lived with 
her husband for a time in Laufenburg (Baden), where they bought 
a villa built in 1883. The villa was bequeathed to the local population 
and in 1926 a monument was erected to the fallen of the First 
World War. Although she left behind her richly furnished villa with 
its large grounds, of her treasures only two Chinese vases have 
survived. They previously stood in a Japanese tea house in the park 
of the “Schlössle”.

GRETI GRIMMER COLLECTION
Greti Grimmer-Bohrer (1922–2016) grew up in Laufenburg (AG) and 
married Max Grimmer, who founded the Kera-Werke ceramics 
 factory in Laufenburg. The artist Hans Lifka repeatedly designed 
 vases for Kera. Greti Grimmer later donated these, and other 
 objects, to the Museum Schiff, including a print by Maria Sibylla 
 Merian (1647–1717), one of the few artists of the time who is 
still known and successful today.

MUSEUM SCHIFF
Located in the old town, the Museum shows exhibits from the 
Laufenburg region and thematic special exhibitions. Currently 
closed for renovation, it will reopen in the fall of 2026. The objects 
by Mary Codman and Greti Grimmer, both of whom shaped the 
image of the respective sides of the city, provide some of the only 
testimonies of women in the collection.

You perform in a sauna, but you can withdraw to a 
space to ‘powder your nose’. The Powder Room is a 
setting where someone prepares being in the public 
gaze. Strongly associated with presenting feminine 
identity, here the Powder Room has become a more 
complicated locus of warning and critique.

21
ELISABETH EBERLE, DUSCHVORHANG I 
(MIND THE GAP!), 2023. Polyester. Edition from the 
series «Frauen* zählen, Archiv 2020–2021», Serge Ziegler 
 Edition. Serge Ziegler Galerie, Zürich 

22
JANIS LÖHRER, UNTERHOSE (LIEGEND), 
2024. Glazed ceramic. Private Collection, Thomas Fuchs, 
Stuttgart

23
SYLVIE FLEURY, UNTITLED, 1994. Hair curlers  
and hairpins, from the series «Scratch». Ruedi Bechtler 
 Collection, Zürich 

24
BRAZILIAN MASK, UNDATED. Painted wood, shells, 
crystal. From the Suzanne Baumann Collection. Beat Lüthi, Bern

A precious repository of images, experiences and 
 histories is to be found in the Vault, where loss haunts 
several of the images which cannot be here. We show 
photocopies of the artworks made by the major col­
lector Maja Sacher-Stehlin herself, in acknowledgement 
of her original training as a sculptor. Some of the Bau­
mann collection is also in our vault, another indication 
of the complicated dynamics of performing collecting.

25
MAY FASNACHT, OHNE TITEL, CA. 1970. Black 
and white plexiglass discs, wood, metal wire. From the Suzanne 
Baumann Collection. Beat Lüthi, Bern

26
ILLUSTRATIONS OF THE WORK FROM 
THE SUZANNE BAUMANN COLLECTION: 
MERET OPPENHEIM, ANNA OPPERMANN, 
SOPHIE TAEUBER-ARP. From: Suzanne Baumann,  
Werke Sammlung. Aargauer Kunsthaus Aarau. Zürich:  
Edition Howeg, 1992. Photography: Jürg Hafen

SUZANNE BAUMANN COLLECTION
After many years of patient work, the artist Suzanne Baumann 
(*1942) achieved international visibility from 1992 onwards with the 
comprehensive group of works “The Little World Exhibition” and 
published a monograph on the subject in 2003. Also in 1992, she 
was able to show a retrospective of her work and an insight into  
her own art collection at the Aargauer Kunsthaus Aarau and the 
 Kartause Ittingen. Unfortunately, her property was seized in 2018 
due to financial problems and auctioned off without the involvement 
of an art expert. The antique carpenter Beat Lüthi has acquired 
a large part of her collection and wants to make it accessible again.

27
ILLUSTRATION OF WORK BY MAJA SACHER-
STEHLIN, FEMME ET ENFANT, COUPLE 
ET ENFANTS, OHNE TITEL. From: Paul  Sacher,  
Maja Sacher Stehlin. Pratteln, P. Sacher, 1989. Photography: 
Christian Baur

EMANUEL HOFFMANN FOUNDATION
Although she trained as an artist in Paris and Munich, Maja Sacher- 
Stehlin (1896–1989) is best known today as a benefactor. In 1933, 
she founded the Emanuel Hoffmann Foundation, which was radical 
in its dedication to contemporary art and continues its mission 
today at Schaulager Münchenstein/Basel. Although her own artistic 
work as a sculptor was praised by the art historian Franz Meyer 
for its “impressive quality”, she never showed it in exhibitions. As 
a donor, she remained open to current trends and decided in 1971 
with the Board of Trustees to include artists’ films in the collection, 
with Hard Core (1969) by Walter De Maria as the first acquisition.

Recalling the myth of Medusa, and the appropriation 
of this myth by feminists who insist on the power of 
women, the Snake Pit is the next scene of provocation. 
Far from machinic efficiency and angular aesthetics, 
 everything here seems to droop, entwine or be enfold­
ed – a language of erotics, and also a danger to the 
 heteropatriarchy. Perhaps works that seem far away 
from a feminist interpretation be recruited in this way?

28
PETER FISCHLI / DAVID WEISS, L’IDIOT VERT, 
1984. Painted polyurethane. Ruedi Bechtler Collection, Zürich 

29
MONICA BONVICINI, FLEURS DU MAL 
(DROOP), 2019. Bronze and hand blown glass. Art Depot 
Göschenen

30
URSI LUGINBÜHL, BOWL, 1975. Three part glazed 
ceramic. Galerie Ziegler SA, Zürich

RUEDI BECHTLER COLLECTION
Ruedi Bechtler worked as an entrepreneur and engineer at Luwa 
AG, and later took a stake in the Hotel Castell in Zuoz. In addition, 
he has been working as an artist since his youth, experimenting 
with paper objects, fountain objects, light objects and photo 
 assemblages. With the eye of an artist, he also regularly buys ex­
perimental works by other artists and advised other collections, 
such as the Kunsthaus Zürich. 

ART DEPOT GÖSCHENEN
For years, real estate entrepreneur Christoph Hürlimann and his 
family have been investing in an art collection located in Göschenen. 
The Foundation regularly invites artists to create new works on site. 
Together with the acquisitions this generates an exciting collection. 
Monica Bonvicini’s penises constitute an erotic provocation in this 
Catholic dominated environment in the canton of Uri.

Meanwhile, in the Glass House, we find another figure 
imbued with symbolism for gender relations: the 
 Praying Mantis, the Gottesanbeterin, whose reputation 
with gender relations is cheekily juxtaposed with a 
 popular 1970s lesbian novel written by a Swiss woman. 
Rose tinted glass provides the insect with a glowing 
 colour associated with homosexual identity.

31
CHRISTODOULOS PANAYIOTOU, UNTITLED, 
2012. Site specific pink window glass. Kerenidis Pepe 
 Collection, Paris

32
OLIVIA ETTER, GOTTESANBETERIN, 1995. 
Gold plated cast aluminium, Edition of 7. Galerie Ziegler SA and 
Galerie Serge Ziegler, Zürich

33
GEORGE SUGARMAN, FREE FALL, 1978. 
Painted paper and plaster. Estate of George Sugarman, Galerie 
Ziegler SA, Zürich

34
VERENA STEFAN, HÄUTUNGEN, 1975.  
You can look through the publication.

ZIEGLER GALLERY / SERGE ZIEGLER GALLERY
When Renée Ziegler moved from Bern to Zurich in 1959 and founded 
her own gallery, no-one believed that, as a woman, she would be 
able to make it a successful business. Soon, however, her gallery 
was considered to be style-defining. Not only did she have a good 
eye for contemporary art, but she was open to a feminist per- 
spective. When her son Serge Ziegler founded his own gallery in 
1997, he broadened his view of contemporary art to include a queer 
perspective.

Finally in Meetings, in the Light Box, British artist 
 Rebecca Warren’s Husband Two (2005) sits alongside 
a ‘family of choice’ created of museum visitors by 
 local photographer Lara Kaiser. Also included is the 
casting mould of two lions taken from a child’s toy, 
which the men in the local Schoggi-Werkstatt use 
to mould the Habsburg heraldic animal into a sweet.

35
SCHOGGIWERKSTATT LAUFENBURG,  
LAUFENBURGER LÖWE. Plastic mould

36
REBECCA WARREN, HUSBAND TWO, 2005. 
Installation including fluorescent tube and electrical transformer. 
Ruedi Bechtler Collection, Zürich 

37
LARA KAISER, COLORFUL ME, 2025. Photo­
graphic portraits created during Culturenight Laufenburg on 
6 September 2025

AUDIO-TOUR
You are encouraged to encounter this exhibition with 
yet another layer. This is an audio addition in which 
 another encounter is proposed. It is even more disobe­
dient and offers you new stories and associations. 
Each QR-code leads to a constellation. Text: Nina  
Wakeford with Karl Baker, Voice: Nina Wakeford, Stimme:  
Roger Meier 
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