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The Archive Is Elsewhere – Laos 
and the Colonial Afterimage

During a three-month residency at the Cité Internati-
onale des Arts in Paris, I will continue my artistic in-
vestigation into the role of photography in postcoloni-
al contexts. The project focuses on the displacement 
of image and administrative archives of French In-
dochina, with a particular emphasis on Laos. The ob-

Latest News/Upcoming

Cartographic sketch of France and Laos in connection

Selected for: Visarte Switzerland, residency scholarship at Cite Internationale des Arts, Paris (August - October 2026)

servation that “the archives on Laos are in Paris” 
points to both a geographical and epistemic shift: 
colonialism not only reshaped territories but also re-
located knowledge—physically, ideologically, and vi-
sually.

By engaging with these archival image-politics, my 
research asks how Laos was imagined, mapped, 

and photographed within the colonial archive; what 
role photography played in constructing an “Other”; 
and which gaps, absences, and displacements 
emerge in contrast to contemporary image cultures 
in Laos. This exploration forms the foundation for a 
body of artistic work that seeks to critically and poeti-
cally re-appropriate photographic practices in ser-
vice of marginalized contexts.
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how to dismantle a bomb
Work context (2019 - 2025)

2 Million Tons of Bombs: In the “Secret War” be-
tween 1964 and 1973, American cluster bombs 
rained down on the small country of Laos every 8 
minutes on average—more than on Japan and Ger-
many during the entire Second World War. Almost 
50 years later, many areas are still uncleared of unex-
ploded ordnance. The starting point for my work is to 
be found in the legacy of this war. My artistic prac-
tice is mostly researched on site in Laos; parts of it 
are created directly there in collaboration with local 
actors. The experiences, materials, and perspectives 
gained on site form the central source for subse-
quent projects, which are now being conceived, re-
alized, and produced in Switzerland as the next 
phase. In this way, a transnational body of work 
emerges that critically interrogates global entangle-
ments, colonial continuities, and the materiality of 
war.

The artistic engagement with image production here 
becomes a space of critical reflection, where the 
representational promise of photographic images is 
questioned just as much as their role in journalistic 
and war-related narratives.

The work poses subtle yet urgent questions about 
the construction of reality in images and analyzes the 
ideological imprints of photographic representation. 
Particular attention is paid to the medium itself: How 

can photography—both in its materiality and in its 
narratives—be rethought in order to break through 
hegemonial, colonial, and imperial perspectives? 
How can the camera be deployed as a tool that not 
only serves observation 1.), but also assumes respon-
sibility through the image products it generates?

Since beginning my engagement with this artistic 
context, I have repeatedly wrestled with my legitima-
cy to work in relation to Laos. From the end of 2019 
onwards, I dealt with these questions intensively, 
was able to clarify many aspects, and today see my 
role clearly defined. It is our responsibility to look 
closely at where problems exist and what conse-
quences arise from them. Taking the example of a 
weapons-producing country, it is my task to turn the 
camera against ourselves: as a witness to our activi-
ties, but also as someone privileged within this sys-
tem—a position that must itself be critically interro-
gated. The aim is to make visible how this 
catastrophe—as well as others—is connected to our 
own actions. At the same time, it is essential to con-
tinuously reflect on one’s own artistic practice and 
the photographic tool, which is itself shaped by the 
structures and perspectives mentioned above.

A central tension lies in the ambivalence between 
documentary quality and aesthetic seduction: color, 
composition, and the apparent beauty of object and 

1.) The Assignment: Or, On the Observing of the Observer 
of the Observers – Friedrich Dürrenmatt – A Media- and 
Society-Critical Novel, 1986

My artistic practice consists largely of intercon-
nected works, many of which have their origins in 
Laos. They are based on extensively researched 
and locally gathered material. Often, a new work-
ing phase emerges from a previous one—whether 
through inspiration or through the further process-
ing of individual elements that are transformed into 
new forms.
Since 2019, this process has given rise to a multi-
faceted body of work that engages with a shared 
thematic concern, while applying different artistic 
strategies and working methods. how to dismantle 
a bomb thus constitutes a work context on which I 
have been working for several years, structured 
into various projects.

representation can distort perception and lead to a 
problematic aestheticization of violence and trauma. 
The work therefore asks not only how images of war, 
destruction, and remembrance are produced, but 
also whether cameras are even capable of grasping 
the unspeakable and the invisible—traumas in-
scribed in both the collective/social and the actual 
landscapes.

Portfolio Marco Frauchiger 3
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Camera Obscura, Type III, Large format 40x50cm, year of construction 2024

Cameras, 2020 - 2024

In Laos, four different cameras I have been built to date.
These self-developed and constructed cameras are made from 
war materials – including parts of airplanes produced by a Swiss 
aircraft manufacturer, which were once used by the CIA during 
the secret war in Laos.

The transformation of this material into image-producing devices 
is a central aspect of my artistic practice: from the remnants of 
destruction emerge tools of seeing, reflection, and remembrance.

Over the years, both the formats of the photographic paper used 
and the technical and conceptual requirements for the cameras 
have changed.
Insights gained from previous research, experiments, and image 
production have continuously contributed to the further develop-
ment of the devices.
Each new camera thus carries traces of what came before – as a 
continuation as well as a response to the specific context and 
materials from which it emerged.

4



5Cameras, 2020 - 2024

Installation view: Biel/Bienne Festival of Photography 2025, Juraplatz
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Video, 16:9, 16:10, stereo. 
Click to watch the video.

Cameras, 2020 - 2024 6

https://vimeo.com/1034559140


7

Construction drawings, large format Camera Obscura, 2024

Cameras, 2020 - 2024 7
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Camera Obscura, type III, year of construction 2024

Cameras, 2020 - 2024

The latest development of a camera involves a 
self-constructed large-format 4×5-inch camera 
equipped with a lens and a sheet film holder for 
both negative and slide (positive) films.
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Construction drawings, large format Camera Obscura, 2024

Cameras, 2020 - 2024 9
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Camera Obscura, type II, year of construction 2023

Cameras, 2020 - 2024

The camera obscura was commissioned from a 
local craftsman and constructed from the rem-
nants of a cluster bomb dropped in Laos and a 
downed American aircraft.

The camera obscura was commissioned from a 
local craftsman and built from the remnants of a 
napalm bomb dropped in Laos.

Camera Obscura, type I, 13x18cm, year of construction 2020
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Camera Obscura on the landing strip in Long Tieng 

Cameras, 2020 - 2024 11
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Camera Obscura in a bomb crater

Cameras, 2020 - 2024 12
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To be seen @ 

Swiss PhotoMonth 2025

@Centre de la Photographie,

 Geneva 27.9.25

@ Photoforum, 

Biel 4.10.25

Kite Studies, Video, HD, color, sound, 2025, 3 Min. 13

https://vimeo.com/1110226257


14Kite Studies, Video, HD, color, sound, 2025, 3 Min. 14

Set on the former CIA airbase in Long Tieng, Laos, Kite Studies is a 
three-minute video that interweaves archival footage from the 1960s and 
present-day images shot at the same location in early 2025. The historical 
material includes images of Swiss-manufactured aircraft in Long Tieng—an 
operational hub during the so-called “Secret War.”

In stark contrast, today’s footage captures local children running freely along 
the same runway, flying a handmade kite constructed from remnants of mili-
tary material. Camouflaged on one side and reflective silver on the other, the 
kite becomes both artifact and metaphor—rising, faltering, and crashing 
back onto the same ground.
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Building a Future, Newspaperprint, 2025

“Building a Future” evolves from my series «Pink Landscapes» and responds to a 
world shaped by geopolitical uncertainty, the global rearmament of armies, and the 
enduring material legacies of conflict. The work reflects on how futures are construc-
ted—politically, physically, and imaginatively—amid systems of violence and extracti-
on. Through the transformation of war-related materials into photographic tools and 
images, it questions what it means to build hope from the remnants of destruction

At first glance, the photographs show idyllic landscapes bathed in colourful light, 
appearing almost utopian—promising happiness and harmony. The images depict 
wounded terrains and historic sites in Laos—remnants of the U.S. secret war. Shot 
on expired film, they produce a distinctive palette of faded, unpredictable colours 
that deepen memory and loss. On their reverse, advertising slogans from global 
arms corporations and institutional users—such as intelligence agencies and military 
forces—are revealed. Phrases like “building a future we can all trust,” or “be all you 
can be” come from weapons manufacturers’ marketing rhetoric. Stripped of context, 
they resemble self-help or motivational quotes—harmless, even uplifting. This ambi-
valence is intentional: the softened language of war collides with an ostensibly happy 
surface.

These companies often use images and slogans evoking a safe, optimistic future. 
Landscapes and calm colours reinforce messages of protection and peace—conce-
aling the violent reality behind the products. Building a Future contrasts this sanitized 
aesthetic with underlying power and militarization. All slogans appear in original 
wording but unified typography. Like newspaper headlines, they are set in bold, 
compact sans-serif fonts. I chose Franklin Gothic, a typeface common in U.S. 
newspapers, to reinforce the link to public messaging and mass communication. 
These slogans are printed on the reverse of the images on thin, translucent news-
print. The mirrored typography shimmers subtly through the fragile paper like ghostly 
traces, becoming partially legible yet fragmented, and inviting viewers to decipher 
the hidden layer beneath the polished surface of beauty and bliss.

This is not cynical, but a critical reflection on the interplay of image, language, and 
ideology. Researching this piece, I was struck by how often future appears in slo-
gans and brochures of global defense firms. It’s loaded with positive connotations 
and used to sell a violent reality as visionary hope. «Building a Future» exposes this 
rhetorical strategy—confronting it with a multi-layered, ambiguous visual language.

Building a Future, 2025 16
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The camera obscura Typ II was commissioned 
from a local craftsman and built from the 
remains of a cluster bomb dropped in Laos and 
a shot down American aircraft.

Building a Future, 2025

Building a Future, Newspaperprint, 2025
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18Building a Future, 2025

Building a Future, Newspaperprint, 2025
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19Building a Future, 2025

Building a Future, Newspaperprint, 2025
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Building a Future, Newspaperprint, 2025

Slogans from global arms corporations and institutional users 

BE ALL YOU CAN BE

BUILDING A FUTURE WE CAN ALL TRUST

DO THE RIGHT THING

EXPANDING HUMAN POSSIBILITY

LIFE IS FRAGILE

PUSHING PAST POSSIBLE

STRENGHT ON YOUR SIDE

TAKING RESPONSIBILITY IN A CHANGING WORLD

TOGETHER AHEAD.

WHEN IT COUNTS

YE SHALL KNOW THE TRUTH, AND THE TRUTH SHALL MAKE YOU FREE

YOUR MISSION IS OURS.

THE FUTURE IS WHAT WE MAKE IT

The image is printed on the front, and the headlines are printed on the back of the page. 

Building a Future, 2025 20
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Slogans from global arms corporations and institutional users 

Building a Future, 2025 21
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Slogans from global arms corporations and institutional users 

Building a Future, 2025 22
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Slogans from global arms corporations and institutional users 

Building a Future, 2025 23



24Building a Future, 2025 24



25Digesting History, Performance / Installation (2025)

665 Spoons from Laos

25



26Digesting History, Performance / Installation (2025) 26

Digesting History is a site-specific, performative work that addresses materi-
al history, memory culture, and global entanglements through a quiet but 
deliberate gesture: during a shared meal, conventional cutlery is replaced 
with specially crafted spoons made from bomb material.

The performance centers around 665 spoons, which I commissioned to be 
made in a small workshop in northeastern Laos — a region that was heavily 
bombed by the United States during the so-called „Secret War“ (1964–
1973). Over two million tons of ordnance were dropped on Laos, making it 
the most heavily bombed country per capita in history. The number 665 
refers to the exact number of submunitions (bomblets) contained in a single 
cluster bomb unit of the type used extensively during that campaign. The 
spoons were cast from scrap metal collected from the remains of such a 
unit.

These types of spoons are still in use today — particularly in small noodle 
soup shops in the heavily affected regions. Their continued presence in 
everyday Laotian life reflects a remarkable form of material adaptation and 
transformation: violent remnants of war turned into quiet instruments of daily 
sustenance. I could think of the table as being set with regular cutlery, and 
while the people are already seated, I am going to switch the spoons. Of 
course, the soup would be just one course among several in the menu.

I commissioned these spoons in order to bring them into a new context 
— that of Switzerland. The performance unfolds at a long table in a familiar 
setting of institutional hospitality — a dinner, a reception, a donor event. The 
food served is Khao piak, a traditional Laotian noodle soup that is still com-
monly eaten in the whole Laos. The table is simply set, the atmosphere quiet, 
the gesture minimal: the guests eat without knowing, until they realize what 
the spoons are made of. The act of eating becomes an encounter with 
material violence — transformed, displaced, embodied.

Digesting History is conceived for 30 participants or more and is ideally 
integrated into formal or semi-formal events. It can be repeated with different 
groups. No explicit announcement is necessary — the gesture is self-cont-
ained and reflective. History is not only referenced — it is, quite literally, 
digested.
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Performative Proposal: “Digesting History”

Digesting History is realized as a shared meal for 30 participants or 
more. The performance is designed for formal or semi-formal situa-
tions involving communal dining — such as exhibition openings, do-
nor events, general assemblies, or curated public programs.

Guests are seated around a long or U-shaped table, set with simple 
tablecloths, clear glasses, and simple bowl. The atmosphere is in-
tentionally reduced, focusing attention on the act of eating and the 
tools used. Instead of standard cutlery, each guest receives a spoon, 
(replaced by my gesture), made in Laos from melted bomb frag-
ments — specifically, metal from U.S. cluster bomb casings drop-
ped during the Secret War.

This subtle substitution becomes the central gesture: an unspoken 
confrontation with the violent history embedded in a seemingly ordi-
nary object. The action of eating becomes a performance in itself 
— direct, physical, and collectively experienced.

The meal will be simple — just soup — reinforcing the ordinary na-
ture of the moment. A short text may be provided at the start to in-
troduce the work, but the performance relies primarily on the parti-
cipants’ quiet engagement.

Digesting History, Performance / Installation (2025) 27
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Bildmontage: Video, old TV

Digesting History, Performance / Installation (2025) 28
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Traditional Laotian noodle soup with the spoons in a local shop in Laos

Digesting History, Performance / Installation (2025) 29
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One of 665 spoons 

Digesting History, Performance / Installation (2025) 30
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665 spoons in the making, in a workshop in Laos

Digesting History, Performance / Installation (2025) 31
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Video, HD,b/w, sound, 2025, 67 Min.  
Click to watch the video.

The War Movie, Video, HD, s/w, Ton, 2025, 67 Min. 32

https://vimeo.com/1073660729


33

Filmstills from The War Movie, 2025

33



34The War Movie, Video, HD, s/w, Ton, 2025, 67 Min. 

Image assembly: The War Movie, Video, HD, s/w, Ton, 2025, 67 Min., TV

Project Description

The War Movie is a video without images. It draws on the aesthetics 
of classic spy and propaganda films as well as Cold War-era cine-
ma – while deliberately refraining from showing any images itself. At 
its core is a complete list of all wars from the beginning of industrial 
warfare in 1861 up to the present day, 2025. This list unfolds in the 
style of end credits: plain, uncommented.

The soundtrack consists of a heavily altered version of “The 
Star-Spangled Banner,” the national anthem of the United States. 
Through extreme slowing and distortion, the anthem loses its patri-
otic tone and becomes an abstract soundscape – a muffled droning 
and rumbling reminiscent of distant war noises. It transforms into an 
acoustic echo of imperial violence and nationalist excess.

The representation of violence and terror is not simply omitted, but 
posed from the outset as a question of image politics – an approach 
that critically interrogates conventional forms of representation. The 
work resists a visual regime that aestheticizes or commodifies war 
through media images. The War Movie articulates this refusal as a 
radical gesture: no representation at all. In doing so, it creates a 
space for reflection on the ethics of representation, on history, and 
on responsibility.

34



35

Bildmontage: Video, old TV

Exhibition concept

The 67-minute black-and-white video (HD) with sound 
is presented on an old television set from the 1960s or 
70s – a deliberately chosen display that references 
media history and supports the aesthetics and materi-
ality of the presentation. The TV stands on a simple 
table, evoking an everyday, almost domestic atmo-
sphere.

Opposite the television is a single seat – an invitation 
for focused, unhurried reception. The presentation is 
designed in such a way that viewers must consciously 
bring time with them to engage with the work.

The sound is played openly into the space – through 
the television’s built-in speakers, as an integral part of 
the installation. This open sound presentation creates 
an acoustic presence that lifts the video beyond the 
merely visual and actively shapes the space. It empha-
sizes that this is not about isolated viewing, but about 
a direct, immediate engagement with what is shown 
– without shielding, without filters, but also without 
spectacular overwhelm.

The work follows a conceptual approach that ques-
tions dominant image politics. The depiction of vio-
lence and terror is not shown, but is formally and the-
matically bypassed. This omission is not a withdrawal, 
but an expression of a deliberate questioning of the 
possibilities and limits of visual representation.

The War Movie, Video, HD, s/w, Ton, 2025, 67 Min. 35



36Pink Landscapes, 2025

Due to improper storage and the passage of decades 
beyond their expiration date, the chemical compo-
nents of slide films begin to degrade. The layers start 
to deteriorate, with cyan and magenta often persisting 
the longest. As a result, less information is retained in 
the image. Using this method, I photographed wound-
ed landscapes, destroyed cultural monuments, and 
former war zones in Laos.

A central theme of my work is the ambivalence be-
tween documentation and aestheticization in the de-
piction of conflict. Seemingly beautiful images can 
unconsciously draw us into problematic representa-
tions. My work questions whether images are truly 
capable of adequately capturing war, trauma, and 
devastated landscapes. By using expired film materi-
al, I aim to encourage reflection on how aesthetics 
influence our perception of destructive events.

36
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Camera Obscura, type II, year of construction 2023

Pink Landscapes 

Installation view: Biel/Bienne Festival of Photography 2025, Juraplatz

37



38Pink Landscapes 

Sketches and notes of the photographed sites and landscapes

38



39Pink Landscapes a

Contact prints of the Pink Landscape series

39
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Installation View: Noorderlicht Fotofestival Groningen, 2021 

Puzzle (6090 pieces), 2021 40



41Puzzle (6090 pieces), 2021

The large-format image (70 × 87 
cm) consists of a total of 6,090 puz-
zle pieces, each with an edge length 
of 1 cm. It is presented flat on the 
floor of the exhibition space and is 
not protected by markings or barri-
ers. The exhibition area is deliber-
ately left open – it is expected that 
visitors may accidentally step on the 
puzzle. This potential disturbance of 
the work is an integral part of the ar-
tistic concept: the destruction does 
not occur intentionally, but inciden-

tally – making the fragility and muta-
bility of the image visible. As the 
puzzle pieces disperse within the 
space, the work expands beyond its 
original form.

At the center of the image is a bomb-
shaped figure composed of exactly 
665 puzzle pieces. This number, 
along with the material of the print 
– aluminum – refers to a specific 
type of cluster bomb used in Laos, 
which was also made of aluminum. 

The work combines conceptual rig-
or with material reference and ex-
plores the interplay of violence, 
memory, and visual representation.

The phases of decay.Installation view: Noorderlicht Fotofestival Groningen, 2021 

41
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Excerpts from the review of the referenced cluster bomb munition used in Laos

Puzzle (6090 pieces), 2021 42



43Photographs Camera Obscura Type I, 2020

Silver gelatin print uniques, 13×18 cm, February 2020, images of historical sites and former war zones

During my journey to Laos, I commissioned a 
local craftsman to build a camera obscura from 
bomb debris. As a result, the images were 
exposed directly onto Silver gelatin print 
direct-positive paper during the research trip 
and developed on-site using an analog pro-
cess. Each of these images measures 13 × 18 
cm and is a unique piece.

The conditions for photographing in the field 
did not allow for a precise or controlled 
process during exposure and development. 
This led to the creation of images in which 
seemingly nothing is visible. I consider these 

imperfections to be part of the project itself, 
especially in the context of the Secret War in 
Laos. The photographs depict historical and 
wartime sites, such as the runway at Long 
Tieng, the former CIA headquarters during the 
“Secret War.”

Upon closer inspection of these dark, backlit 
images, landscapes and war scenes begin to 
emerge. This quality is particularly suited to 
addressing the historical event of the Secret 
War, symbolically bringing light into the 
darkness.
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Camera Obscura Images - Pictures from Historical and War Sites 

1    Pile of clay jars in a field in the Plain of Jars, Phonsavan, Xieng Khouang, Laos, February 12, 2020.
2    View from the karst mountains towards the former headquarters and airstrip of the CIA in Laos, Long Tieng, 
      Xaisomboun, February 4, 2020 
3    Rice field with cows, a typical Lao landscape, Nak Ho, Xieng Khoung, Laos, Feb. 12, 2020
4    A tree growing out of a bomb crater, Pakheo, Xieng Khoung, Laos, February 13, 2020.
5    Burnt soil, Phonsavan, Xieng Khoung, northeastern Laos, February 12, 2020.
6    View from inside a 400-pound bomb crater with a diameter of 30m, 
      Ban Khangthat, 1st visit, Xieng Khoung, Laos, February 4, 2020
7    Bomb crater with tree in Plain of Jars, Phonsavan, Xieng Khoung, Laos, Feb. 12, 2020
8    Scenic view of Plain of Jars, Phonsavan, Xieng Khoung, Laos, February 12, 2020.
9    Tree in the foreground of a Phatet Lao cave (Revolutionary Movement hiding place) in the Plain of Jars, 
      Phonsavan, Xieng Khoung, Laos, February 12, 2020.
10  View from inside a 400-pound bomb crater with a diameter of 30m, 
      Ban Khangthat, 2nd visit, Image II, Xieng Khoung, Northeast Laos, February 13, 2020

Photographs, Camera Obscura Type I, 2020 (backlit with light installation) 44
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Installation views: 9 framed uniques, 13 × 18 cm, installation with light and timing device, Austellungsraum Bellevue, Basel 2023 

Photographs Camera Obscura Typ I 45
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Selection of everyday objects transformed from 
the remains of bomb material. Among the 
objects is also a photograph of the camera 
obscura (made on my behalf), with which I 
photographed the camera obscura images in 
Laos. 

The Camera Obscura also appears among 
these items because it resumes the tradition of 
making these artifacts out of bomb debris. 

Artifact Typologies, 2020–2025 46
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Audio starten, 11:40 min

Installation View: 100 Artifacts, Austellungsraum Bellevue, Basel 2023 

Artifact Typologies, 2020–2025 47
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Audio starten, 11:40 min

Installation View: (Audio, Photography), Austellungsraum Bellevue, Basel 2023 

Artifact Typologies, 2020–2025 48
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Audio starten, 11:40 min

Installation View: Bieler Fototage 2025, Rue Basse  

Artifact Typologies, 2020–2025 49



50Videobook, 2020

Video, 16:9, 16:10, stereo. 
Click to watch the video.

50

https://vimeo.com/460278841
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Videostills 51



52Letters to John

Collection of 26 protest letters written to former U.S. President John F. Kennedy.

The reflection on the complexity of the topic, per-
sonal doubts, noteworthy circumstances, historical 
and military details, and the connection to my arti-
stic work appear in the form of letters addressed 
to the then President of the United States, John F. 
Kennedy. He can no longer receive these letters, 
and it remains unclear who the appropriate addres-
see for them would be today. For the readers of 
this letters, they represent an attempt to probe my 
personal position towards such—also current—ar-
med conflicts, and to relate it to my own responsi-
bility and practice.
Why did I write letters? What, after all, are letters, 
and what do they mean?

Letters are, first and foremost, something private. 
They often contain intimate and personal expressi-
ons, written to and intended for someone in parti-
cular (or sometimes never sent at all, which itself 
carries a certain meaning). Letters usually have a 
clear addressee, directed to a specific person, and 
are not meant to be read by others.
Letters carry a quality of secrecy, and by publis-
hing them here, I make them public.

Thus, the epistolary form is a kind of unveiling, th-
rough which I also refer to the secret war in Laos. 
At the same time, the letters can be understood as 
an appeal, one that may be read and understood 
by many. They are also an accusation, and they 
can be seen as a form of protest. Amnesty Interna-
tional, for example, often employs this form of pro-
test—which is regarded as particularly civilized—
in order to make their concerns known to a broad 
public.
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Installation View: Prix Photoforum, Photoforum Pasquart Biel/Bienne, 2022 

Installation Views 55



56

Large scale Wallpaper 254cm x 380, Installation View: Prix Photoforum, Photoforum  Pasquart Biel/Bienne, 2022 

Installation Views 56



57Installation Views

Installation View: Kunstraum Dreiviertel Bern, 2022 

Installation View: Kunsthaus Langenthal, 2022 

Bomb shaped Earring behind glass, Photoforum Pasquart Biel/Bienne, 2022 

57



58Reviews / Newspaper / TV Interview / Publications

“Der Bund” Newspaper Articel (german) Switzerland, 1.12.22
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“WOZ” Newspaper Articel (german) Switzerland, 26.01.23

Reviews / Newspaper / TV Interview / Publications 59
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“Le Temps” Newspaper (French) Switzerland, 05.05.25

Reviews / Newspaper / TV Interview / Publications 60
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“Le Journal de Jura” Newspaper (French) Switzerland, 01.05.25

Reviews / Newspaper / TV Interview / Publications 61
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“Atlas of Aspect change” Tine Melzer, Switzerland 2023

Reviews / Newspaper / TV Interview / Publications 62



63Publications

“Neue Wege” Magazine Article (German) Switzerland, January 2023
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Tine Melzer: Review (english) about 
how to dismantle a bomb on SARN 
(Swiss Artistic research Network): 
Click Here for the Review

“Sharp editing, which carefully 
interweaves poetic imagery, physical 
proof, documentation, moving and 
still images, challenges the relati-
onship between aesthetics and 
societal facts.”  Tine Melzer

“TeleBielingue” TV Interview (french/swissgerman) Switzerland, 4.12.22

Reviews / Newspaper / TV Interview / Publications

Cultural editor Bernard Senn from SRF, introduction to the work on 09.11.23

64

https://www.instagram.com/reel/ClwenCao2p_/?utm_source=ig_web_copy_link
https://sarn.ch/publications/microreview-to-dismantle
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Vita

Marco Frauchiger (*1976) is an artist based in Bern, Switzerland. His artistic prac-

tice engages with socio-political questions, with a particular focus on Switzer-

land’s global entanglements. Since 2009, he has worked independently on docu-

mentary and conceptual projects.

He is a self-taught photographer. From 2004 to 2005, he was a member of the 

group of self-taught photographers (GaF). In 2013, a grant enabled him to spend 

an extended working stay in Laos, where he developed a personal body of work 

and collaborated with NGOs. In 2014, he attended a one-year masterclass in Vi-

enna. 

From 2018 to 2020, he completed a Master’s degree in Contemporary Art Prac-

tice (CAP) at the Bern University of the Arts (HKB). In 2025, he completed a CAS 

in Theory and History of Photography at the University of Zurich. His work has 

been exhibited both in Switzerland and internationally. In 2022, he received the 

Prix Photoforum in Biel/Bienne Switzerland for his project how to dismantle a 

bomb.

Educations

Biography Marco Frauchiger

2024—2025	

CAS in theory and history of photography, University  of Zurich

2018—2020	

Master of Arts in Contemporary Arts Practice, Bern University of the Arts

2014—2015	

Masterclass Anzenberger, Vienna

2004—2005	

GaF, Gruppe Autodidaktischer Fotograf*innen, Bern
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Exhibitions (selection)
2026

Metron-Haus, Brugg, (Upcoming)

Kornhausforum, Echo)), how to dismantle a bomb  (Upcoming)

Junkere 11, Bern, (Upcoming)

2025 

Swiss Photo Month 2025, Photoforum Pasquart in Biel 

Swiss Photo Month 2025, Centre Photographie Genève in Geneva

Biel/Bienne Video Festival (Upcoming)

Journées photographiques de Bienne, Biel, Juraplatz and Rue Basse

WIP Salon, Zurich

2024 

Swiss Photo Month 2024, Prozess Raum Bern

Pool Collective Summer Show, The Great Adam Brody, Zurich

2023

cerco Kollektiv, Cantonale Berne Jura 2023/24, Kunsthaus Pasquart Bienne, office hours

BelleVue, Ort für Fotografie, Basel, how to dismantle a bomb

Ausstellungsraum Klingental Basel, The Kingdom of Atlanta

Musée d’art de Pully, du Nil de Leman

2022 

Prix Photoforum 2022, Photoforum Pasquart, Biel/Bienne, how to dismantle a bomb

Kunstraum Dreiviertel, Bern, how to dismantle a bomb

2021 

Cantonale Berne Jura 2021/22, Kunsthaus Langenthal, how to dismantle a bomb

Noorderlicht International Photography Festival, Groningen, NL, how to dismantle a bomb

Prozess Kulturraum, Bern, It reminds me of a place I’ve never been to

ARFF International Film Festival, screening how to dismantle a bomb

2020 

Whiteout, Kunstmuseum Thun, Cantonale Berne Jura 2020, how to dismantle a bomb

Common Ground, Kunsthaus Pasquart Biel, Diploma Exhibition, how to dismantle a bomb

Prizes, grants, nominations
2025 

Visarte Switzerland, studio scholarship at Cite Internationale des Arts, Paris

Focus Photo, Pro Helvetia

Metron Förderpreis

2022 

Prix Photoforum Gewinner 2022 with how to dismantle a bomb (Bringing light into Dark)

2021 

‹Continuer› Research Grant Canton of Bern, how to dismantle a bomb 

Tavel- and Research Grant City of Bern, how to dismantle a bomb

Corona Förderstipendiuwwm, Kunstkommission Stadt Bern

Projektbeitrag Kantonale Kunstkommission Bern

Förderbeitrag Burgergemeinde Bern
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