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INTRODUCTION
The joint exhibition Interfaces of Sight is dedicated to the 
work of Hans Gerber (*1910 Steffisburg, †1978 Buchillon) and 
Sabine Hertig (*1982 Basel). Their approaches are shaped 
by different historical contexts, but both have collage at their 
heart. This exhibition opens up an artistic dialogue span-
ning more than fifty years, and shows how this medium has 
continuously evolved.

Collage originally referred to a glue-based assembly of 
different two-dimensional materials such as paper, card-
board, photographs or fabrics. Since the second half of the 
20th century, however, it has evolved from a purely techni-
cal method into an artistic medium in its own right. As a way 
of working and thinking, it is particularly suitable to high-
lighting the fragmentations, contradictions and ambiguities 
of contemporary life.

The starting point for the exhibition is Hans Gerber’s 
bequest. After his death, more than 400 works – mainly col-
lages – entered the collection of the Kunstmuseum Thun. 
After a comprehensive review, some of the works will be 
presented anew for the first time since the memorial exhi-
bition held at Schadau Castle in 1980.

At Interfaces of Sight, Gerber’s works enter into a dia-
logue with the collages of contemporary artist Sabine 
Hertig. Some of her works consist of thousands of picture 

fragments that she collects from books, magazines and oth-
er media. This results in multi-layered pictorial spaces 
somewhere between order and chaos, but which simulta-
neously reflect the production and circulation of images in 
our media-driven society. Whereas Hertig explores histor-
ical collections of images from the 1950s to the 1980s as 
source material for her collages, she has continuously 
expanded the medium since the 2010s with drawings, paint-
ings and digital technology.

Despite the time gap, there are remarkable similarities 
between the two approaches. In specific groups of works, 
both artists allude to the Carceri d’invenzione [Imaginary 
Prisons] etchings produced in 1761 by Giovanni Battista 
Piranesi (*1720 Venice, †1778 Rome), experiment with sand-
paper and are interested in architectural spaces as well as 
complex interior representations. These parallels show how 
artistic themes, working methods and visual language can 
endure and evolve from generation to generation.

Yet clear differences also emerge from these very paral-
lels: for Gerber, collage was primarily a physical and tactile 
montage of images with a clear, closed composition; Hertig, 
however, sees collage as an open interplay of painting, draw-
ing and digital processes. Her works are characterised by 
overlays, changes of perspective, surprising combinations 
of images, and multi-layered spaces of meaning.
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ROOM 1: THE SEARCH FOR FORM
The origins of Gerber’s collages lie in sculpture. For twenty 
years he explored the human body in depth as a sculptor. A 
sculptural way of thinking is therefore unmistakably embed-
ded in his works on paper: the abstract forms he developed 
in the 1940s and ’50s reappear in his collages, where they 
are rendered on the paper according to strict sculptural 
principles (cf. Collage 74/M 85, 1974 → 1). After turning his 
back on sculpture and beginning his exploration of collage, 
Gerber explained: ‘Form and the process of creating it are 
still my main concerns.’

While Gerber abstracted the body, in Hertig’s work it 
appears in fragmented form in her picture fragments. In her 
collages, she often uses water drawings (i.e. marbled paper) 
and juxtaposes snippets of photographs with coloured 
drawings. The flowing background often becomes the evoc-
ative starting point for new compositions, which she over-
lays with fragments of photographs. This montage of water 
drawing and photography often generates a dialogue 
between organically arranged body parts and sharply cut 
fragments of photographs (cf. Untitled, 2025 → 2). Hertig has 
been working with water drawings since 2022. The term 
describes her pictorial development of the classic marbling 
technique whereby she creates fluid structures on a thick-
ened-water bath controlled by an interplay of material, col-
our and chance. Unlike traditional decorative paper, her 
water drawings are not intended to be decorative orna-
ments, but rather to create complex spatial image struc-
tures that serve as the basis for her photographic collages.

From these observations on the working methods of 
Gerber and Hertig, a central theme emerges: the search 
for form. Neither artist develops their works from a pre-
determined theme, but rather from a form they have dis-
covered or from the properties of the material itself.

ROOM 2: HANS GERBER’S EARLY YEARS  
AS A SCULPTOR

Gerber discovered sculpture during a study trip to Munich 
in 1932. As he wanted to create something with his hands, 
this struck him as the ideal way of expressing himself artis-
tically. Particularly influential for him was his encounter with 
the works of the Expressionist German sculptor Wilhelm 
Lehmbruck (*1881 Meiderich near Duisburg, †1919 Berlin-
Friedenau), whose figures are not intended to be anatomi-
cally accurate representations of the human body, but 
expressions of inner feelings.
After he returned to Switzerland, Gerber dedicated himself 
entirely to sculpture. He created busts and figures in which 
he increasingly simplified or abstracted the human body, as 
in Kleine Tanzende [Small Dancer] (1952) → 3. He became 
increasingly less interested in external appearance and 
more on how feelings, tensions and mental states can be 
translated into a sculptural form. His figures became com-
pact, closed bodies whose expression emerges from the 
form itself. In Kanopische Form [Canopic Form] (1956) → 4, 
he sets the body in motion. He abstracts it into a vessel-like 
shape, whereby the central part of the body and buttocks 
remain recognisable, but the torso and head are no longer 
perceptible as such.

Over time, Gerber found that the possibilities offered by 
sculpture were no longer enough for him. In search of mobil-
ity, dynamics and freedom, he turned to drawing. The for-
mal language he developed would subsequently influence 
his collages, which built on his sculptural approach to col-
our, paper and space, as exemplified in Collage 77/M 415 
(1977) → 5.
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depth (cf. Collage 75/M 172, 1975 → 9). The individual frag-
ments merge into a multi-layered whole, with the sanded 
collages undoubtedly marking a high point in Gerber’s quest 
for form, rhythm and balance.

Over the years, Gerber’ collages became a kind of 
self-observation. In 1961, he noted: ‘My collages are like a 
diary to me.’ They bring memories, moods and feelings to 
life without transforming them entirely into an artistic form. 
He dedicated Collage 77/M 335 (1977) → 10, for example, to 
the artist Rudolf de Crignis (*1948 Winterthur, †2006 New 
York), whom he met at the Galerie Palette in Zurich. When 
de Crignis spent several months in Hamburg in 1977, a live-
ly correspondence ensued (see biography of Hans Gerber). 
Yet it is precisely because feelings can only be conveyed 
through images to a limited extent that Gerber’s collages 
retain their unique expressiveness, allowing the viewer to 
create their own associations.

From the very outset, he also used the title of his works as 
a catalogue entry, adding the abbreviated year of creation 
(e.g. ‘67’ for 1967) and the current catalogue number to the 
word ‘collage’. He would occasionally add a reference to the 
place of origin or inspiration. In 1973 he created his thou-
sandth collage, which he also annotated with the Roman 
numeral ‘M’ for 1000. According to the catalogue raisonné, 
Gerber created 1,437 collages over the course of 24 years.

ROOM 5: CARCERI
Gerber’s collages are a constant expression of his emotion-
al world. During a severe bout of depression at the end of 
1966, he created an impressive series of black-and-white 
collages inspired by the Carceri d’invenzione [Imaginary 
Prisons], the famous cycle of etchings by the late-Baroque 
artist Giovanni Battista Piranesi. The series comprises 22 
collages in three sections → 11. Like Piranesi’s labyrinthine 
prisons with their endless staircases and interlocking spac-
es, Gerber’s pictorial worlds – with their architectural frag-
ments – also appear extremely oppressive and devoid of 
hope. They reflect the sensation of being trapped in one’s 
own thoughts. When Gerber’s state of mind improved a few 
months later, colour returned to his works. He described 
this turning point as follows: ‘the time has come for me to 
go back to colour – in this case: back to freedom.’

ROOM 3: EPHEBES
This series → 6, based on the figure of the ephebos or ephebe, 
was created in 1970/71. A common theme runs through this 
series: a fragment of an ephebe (the representation of a 
naked young man in ancient Greek art) which can be traced 
back to the ancient Kouros of Paros, now in the Musée du 
Louvre in Paris. Gerber took the figure from a test print for 
an advertisement, on which drawings of blue sailing ships 
are overlaid. Detached from its original context, the figure 
floats freely in the pictorial space and becomes part of a 
surreal pictorial world. The Ephebe series highlights key 
features from Gerber’s oeuvre of the 1970s: the illusion of a 
three-dimensional space and the defiance of gravity.

COLLAGE WORKSHOP
To accompany the exhibition, the museum would like to 
invite you to an open collage workshop – a space for artis-
tic design, reflection, experimentation and the joint crea-
tion of new visual worlds. Inspired by Hertig’s multi-layered 
pictorial spaces and Gerber’s form and colour composi-
tions, this space will become a vibrant, constantly chang-
ing environment.

Whether you prefer to take part in a large collaborative 
project to explore the interplay of different perspectives or 
to translate your current emotions into a personal collage 
of colour and sound, the possibilities are endless! Thanks 
to the creative contributions of the audience as a whole, the 
space will continue to grow throughout the exhibition.

ROOM 4: HANS GERBER’S COLLAGES
When Gerber created his first collage in December 1954, he 
was entering new territory. What motivated him to use 
paper, scissors and glue is not clear. Perhaps he was 
inspired by the collages of his artist friends, or perhaps it 
was working in his unheated studio in Buchillon that moti-
vated him to abandon sculpture for collage. What is certain 
is that in collage, Gerber discovered a new way of artistic 
expression that would stay with him for the rest of his life.
His first works, such as Collage 54/1 (1954) → 7, were creat-
ed from fragments of images taken from magazines and 
were still influenced by figurative themes. The pictures 
selected also reveal a great deal about the time of year the 
collage was created: the stars, juicy ham and the text frag-
ments, for example, clearly refer to the run-up to Christmas. 
Before long, however, Gerber would move away from rep-
resentational art. Points, lines, geometric shapes and select-
ed colours came to define his compositions. Art historian 
Robert L. Wyss would later speak of Gerber’s ‘constructive’ 
phase. Figurative visual worlds gradually evolve into free, 
rhythmic compositions in which movement, tension and bal-
ance take centre stage. In Collage 56/59 (1956) → 8 he refers 
to a walk he took in Grindelwald in the Bernese Oberland, 
and translates the ascending and descending hiking trail 
into thin lines arranged in an angular pattern held together 
by coloured triangles.

In subsequent years, the material itself became increas-
ingly important and developed a life of its own. Gerber com-
bined cut and torn pieces of paper whose varied edges 
shape the visual effect. At the same time, colour develops 
into an independent artistic means of expression. It is not 
the symbolic meaning of colour that interests him, but the 
interplay: intensity, contrast and harmony are the defining 
features of his collages.

In the mid-1960s, Gerber discovered sanded collages. 
By sanding the surface of the paper, its sharp cut edges dis-
appear, layers of colour emerge and the compositions gain 

Hans Gerber, Collage 77/M 335, 1977
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Hertig first encountered Gerber’s work in early 2025. Inspired 
by their common interest in Piranesi, she chose his Collage 
66/591 (1966) → 12 with the aim of developing it. Her inten-
tion was to capture the pictorial space created in it and trans-
form it into a new architectural collage space. The starting 
point of her work is a small white surface in the upper right-
hand corner of the selected collage. She saw this spot as an 
invitation to explore the picture further. With this as her start-
ing point she opened up Gerber’s condensed space and 
developed it into a new, multi-perspective image structure. 
As Hertig observed: ‘While Gerber condenses the space, I 
open it up to multiple perspectives. For me, the work became 
independent the moment his collage was no longer the 
focus, but instead assumed different positions and func-
tions within the composition across all three extensions and 
became part of a new image structure.’ Thus, three inde-
pendent works were created → 13, in which Gerber’s original 
collage is preserved as an integral part.

ROOM 6: SABINE HERTIG’S COLLAGES
The two works featured here are from the Landscape series 
(2012–2021) → 14, which are reminiscent of monumental 
paintings. Viewed from a distance, the clear compositions 
evoke dynamic, water-like eddies or whirlpools through their 
sense of depth and the way the light is rendered. On closer 
inspection, however, the way the photo fragments are 
arranged opens up a wealth of thematic details and content 
references. Yet no single narrative emerges; instead, the 
opulent images merely create narrative possibilities that the 
viewer may or may not perceive. The artist says: ‘In my work, 
the narrative aspect is neither a deliberate choice nor pure-
ly accidental. It arises from the structure of the works them-
selves and from the viewer’s own perceptual processes.’

These works are juxtaposed on the opposite wall with a clus-
ter of small and medium-sized collages which offers a brief 
overview of Hertig’s work since 2009. These works often fea-
ture surreal or absurd compositions which the artist creates 
by arranging the image fragments in a distorted manner, 
causing the viewer to lose their bearings within the image. In 
some of these collages, the artist’s subtle humour also comes 
to the fore when, for example, she combines incompatible 
fragments of images to create a kind of visual joke. Further-
more, the cluster-like arrangement of the works also allows 
the artistic development of Hertig’s oeuvre to be traced and 
references between individual works to be established.

In the course of her exploration of Gerber’s oeuvre, 
Hertig produced two new works: Construction 1 (2025) → 15 
and Construction 2 (2026) → 16. In these collages, rather than 
creating full-surface compositions as she had previously 

done, she assembles individual, composite elements on 
paper, which she complements with delicate shaded areas 
rendered in pencil. This way, she creates plasticity and depth, 
so that the compositions appear relief-like. Gerber, howev-
er, was already experimenting with a similar technique in the 
late 1950s. For him, one thing was certain: ‘My collages 
remain minimal reliefs.’ The juxtaposition of Hertig’s and 
Gerber’s works opens up exciting links between their two 
artistic concepts, but also clarifies the obvious differences 
in the dimensions of the pictures, the range of colours and 
their working methods.

ROOM 7: COLLAGES OF LIVING, EXHIBITION 
AND STAGE SPACES

The architectural and interior collages assembled here 
depict living, exhibition or stage spaces that explore the 
theme of a ‘picture within a picture’. This applies in particu-
lar to Exhibition views (2024) and the images from the Room 
(reflection) series (2022–2026). The focus of Exhibition 
views → 17 is the imaginary exhibition space itself, in which 
fictitious works of art are displayed. In these ‘pure’ pictori-
al spaces, Hertig repeatedly reflects on the picture-with-
in-a-picture theme. For her, an image never stands alone 
but builds on previous images that it comments on, coun-
teracts or expands. For her, therefore, an image is always 
a ‘visual space of thought’ which, although claiming a sense 
of unity, remains open to shifts, overlaying and new read-
ings. Hertig explains: ‘In my work cycles, I am always drawn 
to the theme of the image within an image because it under-
mines the image’s apparent reliability. When an image con-
tains another image, the image plane itself simultaneously 
becomes spatial and reflexive: you no longer see a single 
theme, but begin to perceive how images create, arrange 
and intertwine spaces.’ This theoretical foundation and the 
artist’s extensive knowledge of images are also reflected 
in her works and series. Furthermore, in Exhibition views, 
Hertig uses fragments of water drawings as space-struc-
turing elements that imitate columns, sections of wall or 
other architectural features.

In turn, the large-format collage Room 6 (reflection) 
(2023) → 18 opens up a striking sense of depth by using imag-
es of traditional 19th-century museum rooms. Once again, 
Hertig takes up the picture-within-a-picture theme, a con-
cept already inherent in the layout of the exhibition rooms. 
Furthermore, by using fragments of her water drawings, 
Hertig softens the boundaries between the paintings and 
the exhibition space, giving the impression that the picture 
space and museum space merge seamlessly. Finally, the 
overall spatial structure remains undefined and frays at the 
edges, so that clear spatial boundaries can no longer be 
established.

ROOM 8: EXHIBITION3

Exhibition3 (2025) → 19 is an artistic dialogue between 
Hertig’s analogue oeuvre and the digital creations of Dirk 
Koy (*1977 Basel). Created during a one-year collabora-
tive process, this anaglyphic 3D animation combines art, 
architecture and curatorial practice in a tour of a joint vir-
tual exhibition. At the start of the animation, the viewers 
walk towards a museum building to visit what appears to 
be a conventional exhibition of images, videos and sculp-
tures inside. The familiar space-time continuum gradu-
ally dissolves: rooms and walls become fluid, and art-
works begin to float and interact with each other. Wearing 
3D glasses, visitors experience these immersive pictori-
al worlds in an impressive visual display.

Sabine Hertig, Construction 1, 2025
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Exhibition3 is a complete work of art in which architec-
ture, scenography, sound, and analogue and digital ele-
ments are carefully intertwined. This collaborative work 
explores new forms of presenting and experiencing art in 
the digital age. In the spring of 2026, the two artists were 
awarded an Honorable Mention at the Ars Electronica in 
Linz for their animation.

→ 3D glasses are available from the ticket office/shop and 
can be left in the container at the entrance to the room or 
returned to the ticket office/shop after use. Thank you!

ROOM 9: COLLAGE AS A FIELD OF THOUGHT 
AND EXPERIMENTATION

Gerber used collage as an artistic means of expression for 
over twenty years, never worrying about the theoretical 
debates surrounding the medium that have developed since 
the 1960s. For him, collage was primarily an artistic tech-
nique – an experimental field in which he could test form, 
colour and composition. It was probably important for him 
that his working materials – magazines and newspapers – 
were omnipresent and cheap, and that, unlike his sculp-
tures, he did not need studio space to produce his collag-
es. Gerber was under no illusion: ‘I know that I am not one 
of the rebels of modern art….’ Yet he repeatedly tried out 
new techniques, formats and possibilities for developing 
his collages.

His Collage 70/838 (1970) → 20, for example, was creat-
ed in what was an unusually large format for him, and 
demonstrates his ability to cope with larger image formats. 
Most of his works, however, were in small format, such as 
Collage 76/M 314 (1976) → 21, which is one of the smallest 
pieces in the Kunstmuseum Thun collection and has a back-
ground deliberately painted in watercolours. This use of 
watercolour backgrounds is a distinctive feature of Gerber’s 
work; he did produce some individual watercolours such 
as Untitled (1957) → 22, but they were never combined with 
collages.

When Hertig’s works are placed alongside Gerber’s, funda-
mental differences emerge despite a similar approach to 
space and form. For Hertig, collage is the starting point for 
her entire artistic thinking. She understands it not just as a 
technique but also as a field of experimentation, and trans-
fers the collage principle to other genres such as painting 
and drawing. For her, developing collage and her own 
approach to it also means considering the parts and the 

 Hans Gerber, Collage 76/M 314, 1976

whole together, and understanding collage as a ‘way of 
thinking based on reflected observation’. Examples of this 
approach include the painting Mirror 10 (2022) → 23 and the 
three drawings from the Assemblage (Drawn montage) 
(2025–2026) series → 24. In these works, she translates her 
collage principles of collecting, overlaying and reordering 
into these new genres. In these carefully arranged still lifes 
of objects she has found or ordered on the Internet, Hertig 
places particular emphasis on precise arrangement and 
meticulously balanced lighting.

The exhibition is accompanied by a bilingual (German/Eng-
lish) publication featuring numerous illustrations, an article 
about Hans Gerber and an interview with Sabine Hertig 
(ISBN 978-3-906537-27-6).
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COLLECTION ONLINE
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following QR code.
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