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Valentijn Byvanck
I am interviewing artist and curator
Erich Weiss at a bar, KI(N)O, in El Raval,
Barcelona. We are seated in a dark
backroom with wooden tables and colorful
cushions on heavy wooden benches. The
wallpaper shows bright fishes swimming
upstream. As usual, Weiss is dressed in
black. In a soft voice and with an air of
mystery he creates a world filled with
remarkable coincidences. Take his own
life, for example. He was born on the 6th
of June (month no. 6), 1966. He shares his
name with escape artist Harry Houdini
(Erik Weisz). The first studio he ever rented
in Barcelona turned out to once have been

Picasso’s. He is a familiar face at El Rey de
la Màgia, described by him as the oldest
magic shop in Europe (with magic sessions
taking place twice a week). In his surrealist
imagination there is a dense intertwining
between coincidence, deceptive illusions,
magic, the subconscious, esoterics and
superstition. Nothing is what it seems. Per
my request, he has brought a number of
images with him. One shows the portrait
of TV magician Uri Geller. A second shows
Sigmund Freud’s London sofa. The other
three are of a collage, a snowstorm inside
a living room, and a chessboard with a
crystal ball on it.

I — URI GELLER
The word superstition makes me think of all those inexplicable
directions in which our mind can wander. In this exhibition you
see those movements and think ‘so is this real or unreal?’ That
is the natural domain of the arts, but I think we should start
with Uri Geller, the illusionist. I clearly remember sitting in
front of the television with my grandfather and together trying
as hard as we could to bend a spoon using our mind power. Uri
addressed the viewers at home directly, asking if everyone had
their spoons ready. My grandmother had laid them out on the
table for us. Then Uri said: ‘Now pay attention, you can do this too!’ and
instructed us to focus all our mind’s attention on bending the spoon.
There I was, with eyes clenched shut, wanting, willing, to bend that
spoon… Unfortunately it didn’t work. And it wasn’t a coincidence that
this took place at my grandfather’s. My grandfather could make tables
float. He did not touch them with his hands, and yet the table was lifted
off the ground. Just an ordinary table. He did need to cover it with a
tablecloth when he did this. Well, a floating table was just as impossible
as a bent spoon. But it was inexplicable, and we believed in it.
Superstition is a very personal matter. The number 13, or Friday
the 13th, means nothing to me and I have had several black cats for pets.
I do have a thing with the number 6, but that is a coincidence because
I was born on the 6 6 66. I wouldn’t easily cross underneath a ladder,
but that’s because I’m afraid something might fall on my head or I might
cause someone else to fall. So I’d rather walk around it. I have only a

single example of what you might call superstition. Next to the Brussels
South train station, there is a building on which you see Tintin, the comic
strip hero. I was on a train once, thinking that if I made a wish now and
then saw Tintin, I was sure my wish would come true. And I made a
very daring wish, and it came true the next day. I got a phone call from
a faraway land, telling me that I had a solo exhibition. That faraway land
was Liechtenstein. They had a new museum and were looking for an artist
to hold its opening exhibition. I have no idea why they thought of me. But
whenever I visit Brussels, I make a wish and look for Tintin. And all those
wishes come true! I can’t tell you about them, because then it won’t work.
II — F R E U D ’ S S O F A
Santiago Borja was trained as an architect and wrote a thesis about the
influence of esoterism on modern architecture. A fascinating opposition
that pervades his work as well. He submitted a proposal for a work that
he would make at the Freud house in London. Borja was immediately
sure that he wanted the sofa. There was always a carpet on
that sofa. People don’t know about this, but those carpets
came from Freud’s brother, a carpet dealer who needed
space to store them. An entire myth was built around this
sofa, and the pattern on the carpet was even associated
with Freud’s psychoanalytical practice. But it’s really just
a coincidence.
Anyway, the artist went to visit the Wixarika tribe in a very
remote region of Mexico. Under the influence of the drug peyote they
performed rituals, guided by a shaman, that they believe cause out-ofbody experiences and the possibility of entering another person’s body.
Borja met the shaman and explained to him who Freud was. Of course
the shaman had never heard of Freud. Borja showed him a picture. The
shaman took it and the tribe withdrew for a ritual. The artist was not
allowed to be present. At the end of the ritual, the photograph — on
which they had added ritual drawings — was returned. These drawings
contain complex codes that comment on the pictured person. They
suggested that Borja creates a carpet with these codes. It became a
series of carpets, which the artist brought to the Freud Museum to be
draped on the sofa. And then lots of things came together. The carpets
were sharing the space with Freud’s collection of figurines from ancient
civilizations and thus appeared to be questioning the cultural order
dictated by the West. And the trance during which the tribe members
sought to align themselves with Freud, isn’t it similar to the subconscious
in psychoanalysis? And is Freud himself not in some way a shaman? It is
always unclear where science ends and something else begins.
III — T H E S H O E O N T H E T A B L E
I never met John Stezaker. For a long time he was an obscure artist whom
I’d discovered through my interest in surrealism and collage. I was very

interested in the way he dealt with visual culture. Very
early on in my career I once said that if there are so many
good images already, we have no obligation to create new
ones. And in a way that is also part of his philosophy: it’s
better to make use of those existing materials and see
whether you can assign a new meaning to them. When I
told him about the exhibition, Stezaker shared a personal
secret with me. He creates most of his collages in series, and each
time he finishes a series, it turns out to end with number 13. He’s never
counting, it always just turns out that way. The title Superstition also
reminded him of an idea that had been on his mind for a long time: a
series of apostles. I told him he would be running into trouble with the
number 13 then, which John found very amusing.
The image of the shoe on the table is exemplary of Stezaker’s work.
He takes an existing image (a film still in this case) and pastes a postcard
on top of it. It’s really two readymades on top of one another, to put it in
art terminology, that together form a third readymade with an entirely
new meaning. Suddenly you no longer understand what’s going on in this
scene of the film, which now seems to have shifted into the background.
You see a shoe on the table. Where did it come from? And what are
those two men doing there? And why are their hands positioned that
way? And then there is this romantic image of a waterfall, or a storm
at sea. An image that is somehow threatening. And the combination of
the two makes it very intriguing. Someone who isn’t superstitious may
see shoemakers in the two men at the table. But a more fanciful mind
could build a wonderful story from this. And that is a procedure many
surrealists have employed in their collages. Stezaker feels that it’s the
viewer’s job to make something of it. He puts something in motion and
the rest is up to the viewer.
IV — S N O W I N T H E L I V I N G R O O M
In Keren Cytter’s film The Four Seasons, you feel from the start that
everything is going wrong. Cytter always works very intuitively and
often refers to other films. All seasons rapidly pass by in this film. It’s
very confusing and the narrative threads are totally absurd. A woman
rings her neighbor’s doorbell to ask him to turn the music down. She
finds the man in the bathtub, bleeding. All of a sudden it begins to
snow and we see a Christmas. You never find out whether the man is
committing suicide or washing off the blood from a murder he has just
committed. The relation between the two people oscillates between
attraction and confusion. The man calls her Stella, but she
keeps repeating that her name is Lucy. And yet the man
keeps on calling her Stella, as if he’s looking for a third
person, not present in the film. It’s all very enigmatic.
Once the candle on a birthday cake has been blown out it
all progresses very rapidly: the cake catches fire, followed

by the Christmas tree and then the record player, on which the film’s
soundtrack is playing (just like in the opening scene of Antonioni’s
Blow-Up). The record player is on fire but cheerfully keeps on playing
regardless. Meanwhile the two protagonists remain completely calm,
as if there were nothing special about the interior burning. It’s hard to
grasp everything that’s taking place.
V—A MOV I NG S T I LL LI F E
Ulla von Brandenburg has made a number of films about ghosts and spirits.
She has a beautiful black and white film, for example, that I thought she
would propose for this exhibition. It’s about a group of people who enter
into a forest and come out as ghosts. It’s very simple and beautifully
shot. Her filmic work to me has a kind of 1920s, 30s aesthetics to it.
The work we’re showing at Marres is evidently an homage to Man Ray,
the photographer who was obsessed with mysterious still lives. Der Lauf
der Dinge (1987) by artist duo Peter Fischli & David Weiss (another
namesake of mine!) was a source of inspiration. But it’s really about
a still life that, without being touched, begins to move. A crystal ball
lies there and suddenly starts rolling. Of course that can’t
be. How do you explain this ball suddenly rolling? Not a
finger was lifted to touch or push it. Nor was there a cord
that you could have suddenly noticed moving through the
air. You do see fishing wire in the film by the way, but that
was done on purpose. Of course it’s all a trick, but that
doesn’t make it less fascinating to see a still life and know it’s going to
start moving at some point. And as soon as it does, a chain of events
follows. The objects are the protagonists of the action.
VI — M I N D P O W E R
The problem with magic and illusion is that you shouldn’t talk too much
about it. You need to experience it. Nils Nova twists reality. He turns
the room on its head. You won’t know what I mean until you’re inside
it. The same goes for Stefan Brüggemann’s suggestion that the work will
be destroyed if you look away, and for Nils Nova and Germaine Kruip’s
remarkable fascination with mirrors, and for Joanna Piotrowska’s videos,
in which nothing really happens but there’s still a threatening undertone.
In the end it’s a bit like Uri Geller and his bent spoons. He doesn’t touch
a thing: it’s all mind power, forces whose secrets are unknown to us.
That’s superstition. Superstition is about ordinary, everyday things. The
important part is how we interpret them.

Square Kannadi, 2012
metal handcrafted mirror,
wooden base, wax
Mirrored Wall, 2018
floor piece, white powder
A Square Without Corners, 2018
performance
Kannadi mirrors are circular-shaped
ritual objects, produced by a family of
craftsmen in Aranmula, India. They are
cast with clay extracted from the river
and heated in a simple open-fire oven.
The exact metals used in the alloy are
a zealously guarded family secret. The
hand-made process is so delicate that
the craftsmen maintain that they cannot
complete the whole process without
divine intervention. The Kannadi is hung
high, as it is not intended to function as a

personal mirror. Kruip commissioned a
Kannadi mirror in the shape of a square,
a human made abstraction that lacks a
fixed meaning and is central to the artist’s
exploration of the relationship between
geometric forms and spirituality. The
floor work, Mirrored Wall, was inspired
by kolam, geometric patterns drawn
with chalk or powder by South Indian
Hindu women to evoke prosperity. The
powder-covered floor doubles the wall
with the mirror, thereby heightening the
Kannadi’s distant yet delicate presence.
Reminiscent of the kolam, the boundary
between the work and the visitors will
eventually fade. In the performance A
Square Without Corners, the artist again
plays with the absence of fixed meaning.
A performer recites lines about the ways
in which infinity frames the mental
space that marks the birth of an idea. The
performance derives its name from the
ancient (Chinese) saying: ‘Infinity is a
square without corners.’

↑	Germaine Kruip, Square Kannadi, 2012.
Collection Krist Gruijthuijsen.
→	Stefan Brüggemann, This Work is Destroyed
When you Stop Looking at it and Restored When
you Look at it, 2018. Courtesy of the artist and
Hauser & Wirth, Zürich/London.
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STEFAN BRÜGGEMANN
This Work is Destroyed
When you Stop Looking at it and
Restored When you Look at it, 2018
letraset on wall

The Mexican artist Stefan Brüggemann is
well known for his statements and texts,
which he applies with vinyl to the walls
of exhibition spaces. Full of light humor
and philosophical suggestion, they can
be read as instructions for viewing or
ways to think about his work. His work
is reminiscent of that of the conceptual
artists of the 1960s, who claimed that
the public gave meaning to their work.
In this work, he takes this idea to the
extreme: it suggests that the work only
exists when the viewer looks at it.
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NILS NOVA
Wallpaper Marres, 2018
digital print on non-woven wallpaper,
mounted on wall
Empty Center, 2018
lacquer on chrome steel

→	Nils Nova, Barbara in front of an Empty Center,
2009. Photo: Nils Nova. Courtesy of the artist.
↓	
Joanna Piotrowska, Untitled, 2016. Courtesy of
the artist and Southard Reid.

Hovering between illusion and reality,
Nils Nova’s recent works rely heavily on
the space in which they are presented. He
creates trompe-l’oeuil effects that turn
half of the space upside down by taking
pictures of specific angles and printing
them as wall paper that he mounts
elsewhere in the room. In the resulting
real virtual environment, space and
the illusion of space are paradoxically
interwoven. By challenging the way
visitors conventionally perceive space,
he makes them aware of the relationship
between perspective, balance, and the
self. To double the visitors’ bewilder
ment, he also hung two versions of the
Empty Center, subtle paintings on a
metal support that function as mirrors
for the viewers.
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JOANNA PIOTROWSKA
Untitled, 2016
silver gelatin hand print
Untitled, 2016
16mm film, 3’0”
Untitled, 2016
16mm film, 3’5”
Untitled, 2016
16mm film, 3’43”
Piotrowska’s videos present therapeutic
training and self-defense methods in
complex choreographies, enacted by
amateur models. One plays with the

emphasis on human touch that some
therapies use as a healing tool for people
who feel anxious and lonely. It captures
the complex strangeness of one’s own
body when being touched. In another
video, a girl shows the places on her
body that are particularly vulnerable,
thus referencing the diagrams in selfdefense manuals mapping the “weak
spots” of the human body. The series of
photographs on the landing of the stairs
at Marres, present individuals who
are invited to transform the interior of
their living space into an improvised
bunker or survival zone. Reminiscent
of the makeshift shelters children build,
the photographs beg the question what
danger or menace the people portrayed
are seeking shelter from.
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PIERRE BISMUTH
Following the left hand of Jacques Lacan
in “La sexualité”, 2010
print on paper
Coming Soon Advent #1, 2011
charcoal on paper
Coming Soon Advent #2, 2011
charcoal on paper
Coming Soon —
Owl / Michelangelo, 2014
framed photograph and canvas,
mounted on board, vinyl letters on glass
Coming Soon —
Skyscraper / Painting, 2014
framed painting on canvas,
mounted on board, vinyl letters on glass
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MUNGO THOMSON

↘	
Mungo Thomson, Crickets, 2012–2014. Courtesy of the artist and galerie
frank elbaz.
↓	
P ierre Bismuth, Following the left hand of Jacques Lacan in “La sexualité”,
2010. Courtesy of the artist and Jan Mot, Brussels.
↓↓	
Uri Geller bending a spoon, 1973. Photographer unknown.

Cricket Solo for Percussion,
Cricket Solo for Clarinet,
Cricket Solo for Violin,
Cricket Solo for Flute..., 2014
audio, iPods, micro-speakers,
handmade cricket cages
Crickets, 2018
performance
Mungo Thomson is a conceptual artist
based in Los Angeles. His works in
film, sound, sculpture, and installation
prompt us to examine the perceptual
mechanics of everyday reality in relation
to a wider historical and cosmic scale.
His emblematic project Crickets (2012–
2014) is an orchestral rendition of field
recordings of crickets from around the
world. It consists of performances, a
video, a blind-letterpress musical score,
and sculptures of cricket cages with tiny
iPods playing individual cricket “solos”
on clarinet, violin, flute and percussion
instruments inside. It is believed to bring
good luck when you keep a cricket in a
cage on your mantelpiece or by your
bedside. A quartet will perform Crickets
at the opening of Superstition.

Coming Soon — Wine / Wedding, 2014
book and framed photograph, mounted
on board, framed, vinyl letters glass

Pierre Bismuth — artist and Academy
Award winner for best original screen
play with the film Eternal Sunshine of
the Spotless Mind — often plays with the
logic of the film industry. Coming Soon,
the sentence that usually concludes
movie trailers, for instance, is here used
to suspend the spectator’s expectations,
to become merely a sign, a pure poten
tiality onto which we can project any
thing. On Following the Left Hand of
Jacques Lacan in “La sexualité” belongs
to a series in which Bismuth captures the
gestures of various celebrities by tracing
their hand with a marker. The lines in
this portrait of the French psychoanalyst
seem to automatically refer to the sub
conscious of Jacques Lacan himself.
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URI GELLER
Interview with Uri Geller,
Directissimo TVE, 1975 (fragment)
Uri Geller is an Israeli illusionist,
magician, television personality and
self-proclaimed psychic. He is known for
his trademark television appearances
performing ‘spoon bending’ and other
illusions. It has been frequently claimed
that Geller used conjuring tricks to
simulate the effects of psychokinesis
and telepathy, which he consistently
denied. Geller’s international career as
‘entertainer’ spans over a period of more
than four decades with big international
success.
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KEREN CYTTER
Four Seasons, 2009
video, 12’14”

film unravels, conflicting narra
tives
are revealed, climaxing with a series of
spon
taneously combusting objects —
birthday cake, Christmas tree, record
player. Four Seasons is a homage to all
that is fake, showcasing visual clichés,
lo-fi special effects and deadpan delivery.

Keren Cytter, Four Seasons, 2009.
Courtesy of the artist and Pilar Corrias
London.

Keren Cytter is an Israeli filmmaker
and writer based in New York. Her films
are psycho-drama’s in which everyday
reality seems filled with fascinating and
surrealist dream worlds. Her film Four
Seasons opens with a neo-noir cele
bration of late-Hitchcock-meets-1980skitsch: a record plays dramatic music
by Ferrante & Teicher; thick fake blood
drips onto white tiles; snow whirls
through the apartment and a lone woman
climbs a dark, smoky staircase. As the
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ULLA VON BRANDENBURG
The Objects, 2009
video, digital projection
super 16mm transferred to HD,
B&W, 14’55’’
Ulla von Brandenburg is a German artist
who mixes in her work various media:
installation, painting, performance and
black and white film. Her work can be

characterized as a meeting ground for
theatrical methods and cultural issues,
with recurring themes from history,
psycho-analysis, literature and (early)
cinema. The artist explores and tran
scends the borders between past and
present, life and death, reality and
illusion. In her film The Objects, we
discover the point at which illusion (of
life, emotions and events) takes over
from reality.
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JOACHIM KOESTER

↗	Ulla von Brandenburg, The Objects, 2009.
Courtesy of the artist and Galerie Art : Concept,
Paris.
→	
Joachim Koester, The Place of Dead Roads, 2013.
Courtesy of the artist and Jan Mot, Brussels.

The Place of Dead Roads, 2013
Site-specific installation,
looped with stereo sound
16 mm film transferred to HD video,
color, sound, 33’31”

In his video-installation The Place of
Dead Roads, Joachim Koester takes us
on a journey to a subterranean world;
a ‘road used by the dead’. Inspired by
a quote by the Austrian-American
psycho
analyst Wilhelm Reich: ‘Every
muscular contraction contains the history
and meaning of its origin’, Koester
transforms the typical movements from
the Western world into an odd kind of
dance. Dancers Pieter Ampe, Boglarka
Börcsök, Liz Kinoshita and Halla
Olafsdottir take on different poses, draw
and aim their gun, attack and defend
in a seemingly uncontrollable stream
of jerky movements and expressions.
Koester borrowed the title and concept
of the work, The Place of Dead Roads,
from a novel by William S. Burroughs
Wild West, in which Burroughs tells the
story of Kim Carsons, a cowboy who
attempts to escape his own dead body,
after being fatally shot in 1899.
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SANTIAGO BORJA
Divan: Free-Floating Attention Piece,
2010
photograph
The artist and architect Santiago Borja
has been fascinated by the possible
relationship between esotericism and
rational (modern) architecture. When
he was invited for an exhibition in the
Freud Museum in London, he decided
to contact the Wixarika community,
also known as Huichol, that live in
north-central Mexico. He showed them
portraits of the famous psychoanalyst and
explained some of his theories (entirely
unknown to them) and then asked

them to design some textile pat
terns
based on their own personal dreams.
Being an oral community, the textile
patterns are the way they register their
stories and myths. Borja then installed
the resulting blanket on the emblematic
sofa in Freud’s cabinet in London. He
thus introduces a discordant visual
element to Freud’s studio filled with
Egyptian, Greek, Roman and Middle
Eastern antiques that he passionately
collected throughout his life as traces
of what was believed to be the origins of
Europe. In addition, Borja takes a serious
look at the Wixarika’s interpretation of
the world which he poetically parallels
with the psychoanalytical mapping of
the mental geography of the conscious
and the subconscious.
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NINA BEIER &
SIMON DYBBROE MØLLER

↑	Santiago Borja, Free-Floating Attention Piece,
Freud Museum, 2010. Courtesy of the artist.
↘	
Nina Beier & Simon Dybbroe Møller, fragment
of The Industrial Revolution, 2013. Courtesy of
the artists.

The Industrial Revolution, 2013
sculpture
replicas of Rodin hand sculptures,
bronze, plaster, polyester resin,
acrylic paint
The Industrial Revolution symbolically
refers to the end of the era of manual
labor. Scattered on the floor like mon
strous amputations, the hands also pro
vide an inventory of the hands sculpted
by Auguste Rodin (God, the pianist
etc.). Outside their context and painted
to resemble flesh and skin, they seem
like props stolen from the set of a horror
movie.

All The Things You Could Be By Now
If Sigmund Freud’s Wife Was
Your Mother, 2009
multimedia installation

Erich Weiss’ work is characterized by
a combination of roles and media. His
installations are often full of complex
references to the world of poetry,
literature, cinema and musical culture.
This recent installation refers to jazz
composer Charles Mingus’ song All the
Things You Could Be By Now If Sigmund
Freud’s Wife Was Your Mother. A tapes
try rolled up against a brick wall (itself
a reference to the Belgian artist Marcel
Broodthaers) supports several examples
of reference literature as well as pulp
fiction. For the meaning of the instal
lation, the artist refers to the ending of
Mingus’ song: ‘Which means...nothing!
1, 2, 3!’

→	Erich Weiss, All The Things You Could Be By
Now If Sigmund Freud’s Wife Was Your Mother,
2009. Courtesy of the artist and Bernhard
Bischoff Bern/Klara Wallner Berlin.
↓	Otto Berchem, Amansa Lluvia, 2018. Photo:
Otto Berchem. Courtesy of the artist.
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OTTO BERCHEM
Amansa Lluvia, 2018
130 silver plated table knives

Otto Berchem’s work explores social and
visual codes, focusing on the relation
ships between language, architecture,
history and poetry. His practice employs
a wide variety of media, including
painting, video, photography, and public
interventions. In Amansa Lluvia he
adapts a practice he has witnessed in
his own family in Colombia. People stick
two knives into the ground, crossed
together, to prevent it from raining at
special events: weddings, baptisms, and
even gallery openings. In addition to
preventing rain, the ritual also serves
to ward off bad energies and people that
can interfere with personal desires.
With his installation, Berchem presents
130 silver plated table knives, initially
laid out on the floor, and later — one
pair at a time — in the garden of Marres.
One pair for each day, to keep the rain
away (as needed) over the course of the
65 day-long exhibition.
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JOHN STEZAKER
The Apostles, 2017
collage on paper
Apostles I–XIII, 2018
xerox collages

John Stezaker appropriates pre-existing
images including postcards, film stills
and publicity images for collage tech
niques. More than anything, his work is
about the act of looking. With minimal
intervention, the artist re-appropriates
images from their original function
and allows them to be viewed as works
with an often mysterious new narrative.
Cinema 1 III, discussed in the interview
in this cahier, illustrates this method.
Stezaker often works in series, even
though each work is dealt with as an
individual piece. The Apostles is a rare
example where individual collages are
brought together to make up one larger
work — in this case, thirteen collages.

↗	
John Stezaker, Cinema 1 III, 2005. Photo: John
Stezaker. Courtesy of the artist and The
Approach, London.
↓	
Lilibeth Cuenca Rasmussen, Afghan Hound,
2011. Photo: Anders Sune Berg. Courtesy of the
artist and Hans & Fritz Contemporary London/
Barcelona.

Cinema 1 III, 2005
collage
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LILIBETH CUENCA RASMUSSEN
Afghan Hound, 2011
multimedia installation
video, 11’30’’
A girl raised as a boy. A boy trained to
act as a girl. These are characters in
Afghan Hound (2011) through whom
Lilibeth Cuenca Rasmussen addresses
the complexities of gender in cultures
where men and women are segregated
— and masculinity rules. The title refers
both to the long-haired dog breed and to

Afghanistan. The installation includes
impersonations of voices from Afghani
stan recounted through music and song.
The choreography is contingent upon a
costume made out of hair, symbolizing
different sexualities that are hidden in
the particular context of contemporary
Afghan culture. Afghan Hound was
premiered in the Danish pavilion at the
2011 Venice Biennale.

PARTICIPATING ARTISTS
Superstition
NINA BEIER (DK, 1975) graduated from
MA Royal College of Art, London, UK, and
now lives and works in Berlin, DE. Beier has
had one-person exhibitions in Spike Island,
Bristol, UK (2018), Kunstverein in Hamburg,
DE (2015) and Kunsthaus Glarus, CH (2014).
Her work has been included in group
exhibitions at the Kunsthaus Zürich, CH
(2017), Walker Art Center, Minneapolis, US
(2016), Centre Pompidou, Paris FR (2014),
Musée d’Art Moderne, Paris, FR (2013) and
Tate Modern, London, UK (2012). Her work
features also at the 20th Biennale of Sydney
(2016), in Performa 15 (2015) and the 13th
Biennale of Lyon (2015).
OTTO BERCHEM (US, 1967) went to Parsons
School of Design, New York, US, Edinburgh
College of Art, Scotland and Rijksakademie
van beeldende kunsten, Amsterdam,
NL. He exhibited at several international
venues including Ellen de Bruijne Projects,
Amsterdam, NL (2017), (bis) oficina de
proyectos, Cali, CO (2017), Instituto de
Visión, Bogota, CO (2017) and the Steve
Turner Contemporary, Los Angeles, US
(2016). His work is part of the ABN AMRO
bank Collection, Amsterdam, NL, H+F
Collection, Barcelona, ES and many others.
PIERRE BISMUTH (FR, 1963) was educated
at École Nationale Supérieure des Arts
Décoratifs, Paris, FR. His work was shown
at the New Museum, New York, US (2014),
Centre Georges Pompidou, Paris, FR (2014),
Castello di Rivoli, Turin, IT (2010), Musée
d’Art Moderne de la Ville de Paris, FR
(2010), the British Film Institute London,
UK (2008) and the Santa Monica Museum
of Art, Santa Monica, HSE (2006). Bismuth
made his directional debut with the feature
film Where is Rocky II? (2016). Bismuth’s
most recent exhibition was Hello World.
Revising A Collection in the Hamburger
Bahnhof, Berlin, DE (2018).
SANTIAGO BORJA (MX, 1970) has a Bsc
in Architecture from the Universidad
Iberoamericana in Mexico City and a
Master’s Degree on Theory and Practice of
Contemporary Arts and New Media from
the University of Paris VII, FR. Among the
venues where he presented his work are
Huis Sonneveld, Rotterdam, NL (2016),
Barcelona Pavilion, SP (2015),Villa Savoye,
Poissy, FR (2011), Freud Museum London,
UK (2010) and the Irish Museum of Modern
Art, Dublin, IR (2010). This autumn he will
be artist in residence at the Atelier Calder
in Saché, FR.
ULLA VON BRANDENBURG (DE, 1974)
studied Scenography and Media Art at the
Academy of Fine Arts Karlsruhe, DE (1998)
and the Academy of Fine Arts, Hamburg,

DE (2004). She exhibited at several
international venues among which Galerie
Art: Concept, Paris, FR (2017), Pilar Corrias
Gallery, London, UK (2015) and Fondation
d’Entreprise Galeries Lafayette, Brussels,
BE (2015). She also participated in the 19th
Biennale of Sydney, AUS (2014). In the fall
of 2018, she will have a solo exhibition at the
White Chapel Gallery in London, UK. Next
year, her work will be exhibited at Palais de
Tokyo, Paris, FR and at the Contemporary
Arts Center, New Orleans, US.
STEFAN BRÜGGEMANN (MX, 1975)
Exhibitions include: To Be Political it
Has to Look Nice, Centro Galego de Arte
Contemporánea, Santiago de Compostela,
ES (2016), Ake Put and Abandon, Hauser &
Wirth, Zürich, CH, (solo, 2017), Headlines
and Last Lines in the Movies (Protest), Contem
porary Art Gallery, Vancouver, CA (2014),
To the Arts, Citizens!, Fundação de Serralves,
Porto, PT (2010), Black Box, Kunsthalle
Bern, CH (Solo, 2008) and Nothing, Schirn
Kunsthalle, Frankfurt, DE (2006).
LILIBETH CUENCA RASMUSSEN (DK,
1970) studied at the Royal Danish Academy
of Fine Arts and is Associate Professor in
Timed based and Performance Art at KMD,
Faculty of Art (design and Music) University
of Bergen (2016–2022). She participated in
the Danish pavilion of the Venice Biennale
(2011) and the travelling exhibition Global
Feminism (2007) organized by the Brooklyn
Museum, New York, US. In addition, she
performed at The Royal Danish Theatre,
Copenhagen, DK, and presented at the
Kunsthal Nikolaj in the same city (2014).
In 2008, Rasmussen was awarded the
Eckerberg Medal.
KEREN CYTTER (IL, 1977) studied visual
arts at the Avni Institute of Art and Design,
Tel Aviv (IL) and was an artist in residence
at de Ateliers, Amsterdam, NL. Cytter
exhibited at SCHLOSS, Oslo, NO (2017),
Künstlerhaus Halle für Kunst & Medien,
Graz, AT (2016) and the Museum of Con
temporary Art, Chicago, US (2015), and she
received the Balôise Art Prize (2006), and
the Ars Viva Prize from the Kulturkreis der
deutschen Wirtschaft, Berlin, DE (2008).
Recently, she participated in the European
Media Art Festival, Osnabrück, DE (2018).
SIMON DYBBROE MØLLER (DK, 1976)
was born in 1976 in Aarhus, Denmark
and lives and works in Berlin. He studied
at the Kunstakademie Düsseldorf and
the Städelschule in Frankfurt am Main,
DE. The artist has had solo exhibitions
at 21er Haus in Vienna, AUT (2015), the
University of Michigan Museum of Art,
US (2011), and Frankfurter Kunstverein,
DE (2009). His work has been included
in the 9th Berlin Biennial, DE (2016) the
5th Moscow Biennial, RUS (2013), the 2nd

Turin Triennial, IT (2008) and in group
exhibitions at MOCA, Detroit, US (2013),
Kunst-Werke Berlin, DE (2004), CCA Wattis
San Francisco, US (2012), The Barbican
London, UK (2008), Centre Pompidou Paris,
FR (2015) and Museum of Contemporary Art
Tokyo, JPN (2011).
URI GELLER (IL, 1946) Is an Israeli
illusionist, magician, television personality,
and self-proclaimed psychic. He is known
for his trademark television performances
of spoon bending and other illusions. It has
been frequently claimed that Geller has used
conjuring tricks to simulate the effects of
psychokinesis and telepathy, which Geller
has consistently denied. Geller’s career
as an entertainer has spanned more than
four decades, with television shows and
appearances in many countries.
JOACHIM KOESTER (DK, 1962) graduated
from the Royal Danish Academy of Art,
DK (1993). Over the last fifteen years, his
work has been exhibited internationally, in
Europe, North America and Africa. He had
solo exhibitions at Bergen Kunsthall, Bergen,
NO (2018), Turner Contemporary, Kent,
UK (2016), Turner Contemporary, Kent, UK
(2016), Centre d’art Contemporain, Geneva,
CH (2014) and SMAK Gent, BE (2012).
Koester was a 2008 finalist for the Hugo
Boss Prize. Koester will have a solo exhibi
tion in the National Gallery of Denmark,
Copenhagen opening in the fall of 2018.
GERMAINE KRUIP (NL, 1970) was educated
at DasArts (1999), Amsterdam, NL and the
Rijksakademie van Beeldende Kunsten,
Amsterdam, NL (2001). She exhibited in the
Serralves Museum of Contemporary Art in
Porto, PT (2017), the Sydney Biennale, AUS
(2016), the MIT LIST Visual Arts Center in
Massachusetts, US (2012), the Kunstverein für
die Rheinlande und Westfalen in Düsseldorf,
DE (2009) and the Stedelijk Museum in
Amsterdam, NL (2002). She was awarded
the Best Solo prize at Art Brussels (2015),
the Charlotte Köhler Prize (2001) for the
encouragement of young talent in the arts
and the Prix de Rome (1999), second prize,
category Theatre/Autonomous Art.
NILS NOVA (CH / SV, 1968) studied at the
Lucerne University of Art and Design, CH
(1997–2001). His work was presented in many
exhibitions, including Museo experimental
El Eco, México City (2016), SCHUNCK*,
Heerlen, NL (2016) and at the Biennale di
Venezia, Venezia, (2009 and 2014).
JOANNA PIOTROWSKA (PL, 1985) was
educated at the Academy of Fine Arts,
Cracow, PL, and the Royal College of
Art, London, UK. She exhibited at many
international venues, including the 10th
Berlin Biennale, DE (2018), MoMA, US
(2018), Institute of Contemporary Arts,

Marres is a House for Contemporary
Culture located in the heart of the old town
of Maastricht. Marres develops with artists,
musicians, designers, chefs and perfumers,
a new vocabulary for the senses. In addition
to bringing a lively program of exhibitions,
presentations and performances, Marres
also features a beautiful garden and a
wonderful restaurant.
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ERICH WEISS (BE, º6.6.66) had exhibitions
as an artist at Hans & Fritz Contemporary
London, UK (2018), Scope Copenhagen,
DK (2017), Museo Experimental El Eco, MX
(2016/2017), Gallery Bernhard Bischoff
Bern, CH (2016), Filmmuseum München,
DE (2010), MARTa Herford, DE (2009),
MACBA Barcelona, ES (2009), Museum of
Contemporary Art Bucharest, RO (2007).
Recent curatorial activities include: Cravan
Maintenant!, and Rineke Dijkstra, both
in Museu Picasso Barcelona (2017), Huis
Sonneveld Rotterdam, NL (2016/2017),
Fantastic Art in Belgium, Tokyo/Utsonomiya/
Kobe, JP (2017), Surrealism & Beyond,
Museum Boijmans Van Beuningen Rotterdam,
NL (2016),The Star Alphabet of ELT Mesens
Mu.ZEE Oostende, BE (2012/2013)
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MUNGO THOMSON (US, 1969) was educated at The Whitney Independent Study
Program, US (1994) and University of
California, Los Angeles, US (2000). His solo
exhibitions include the Henry Art Gallery,
Seattle, US (2018), Artpace, San Antonio,
US (2014), the Hammer Museum, Los
Angeles, US (2008), the Kadist Art Foundation, Paris, FR (2007) and Galleria d’Arte
Moderna e Contemporanea (GAMeC),
Bergamo, IT (2006). He participated in the
Istanbul Biennial, TR (2011), the Whitney
Biennial, US (2008), and the Performa
Biennial, US (2005). His book Crickets was
published by JRP|Ringier (2013), and Font
Study (TIME) was published by Los Angeles
County Museum of Art, US (2011).

Marres receives structural support from
the Ministry of Education, Culture and
Science, the Province of Limburg, and the
Municipality of Maastricht.

JOHN STEZAKER (UK, 1949) lives and works
in London and St. Leonards on Sea. Stezaker
won the Deutsche Börse Photography Prize
in 2012. Recent solo exhibitions at museums
and institutions: Love, The Approach, London,
UK (2018), John Stezaker, Whitworth Gallery,
Manchester, UK, Aftermath, York Art
Gallery, York, UK, Lost World, City Gallery
Wellington, NZ (touring show), (2017), Film
Works, De La Warr Pavilion, Bexhill On Sea,
UK, Collages, Nederlands Fotomuseum,
Rotterdam, NL (2015); John Stezaker, The
Whitechapel Gallery, London, touring to
MUDAM, Luxembourg and Kemper Art
Museum, St. Louis, USA (2011–2012), Lost
Images, Kunstverein Freiburg, DE (2010).

Superstition is made possible with fi nancial
support by the Danish Arts Foundation, Pro
Helvetia and Mondriaan Fund — the public
cultural funding organization focusing
on visual arts and cultural heritage. The
Mondriaan Fund contributed to the artists’
fees through the experimental regulations.

Singapore, SG (2017) and the Warwick Arts
Centre, UK (2017). She was awarded the
Reda Prize, Artissima in Turin (2016).

