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Dear Reader,

If found, please return to is a particular issue; it is a con-
tribution to a no-longer-existing exhibition (or rather, an 
exhibition which continues to exist differently). Who could 
think of a better scenario for Nowhere?
Last year, Bert Puype, a curator and a friend, invited us to 
take part in the exhibition he was organising in Bruges. 
The premise of the exhibition was ‘inserting’ the works into 
different public and private spaces across the city, for the 
visitors to stumble upon, or to ‘find’. Our role in this project 
was characterised by just the right dose of vagueness, so 
we gladly accepted. As a collective working broadly with 
the idea of bridging exhibiting and publishing practices, 
we were asked to document the exhibition – in the broadest 
sense of the word, implying not only recording of events, 
but also responding to and accompanying them. 

From the very beginning, ‘ephemerality’ and ‘temporali-
ty’ were the words on everyone’s mouth. When we started 
working on our concept for the publication, we couldn’t 
even imagine how soon these notions would gain other, 
much darker overtones. The exhibition objets trouvés – 
verloren voorwerpen opened on the first weekend of March 
and closed prematurely, a week later due to the pandemic. 
While some components of the programme couldn’t have 
been realised, what’s possibly the most beautiful about the 
exhibition is that the works installed in the public space 
simply remained there, to be seen by the few passers-by run-
ning only necessary errands. Have they become lost without 
the overarching framework of the exhibition? Or have they 
found their place? These kinds of questions resound eerily 
with the initial concept of the exhibition, which now has 
dissolved into the everyday. 

Because of these circumstances, it feels even more import-
ant to realise this publication; for many people, who didn’t 

make it to the opening weekend, this will be the only way to 
experience objets trouvés – verloren voorwerpen. This publi-
cation, however, won’t provide you with a full picture of the 
exhibition. Instead, it is filled with subjective, often personal 
accounts of the encounters with the city, people, and works. 
We conceive of it as a notebook found in the streets by a 
perceptive passer-by and constantly changing hands, with 
each owner leaving their own mark on its pages.

The publication opens with Cira Huwald’s Yellow Napkin, 
which enters into a dialogue with a specific work — Chloé 
Op De Beeck’s video Movement (17).   
In Curating absence, Eline Kersten assumes a narrative 
path, taking the reader along on a stroll through Bruges, 
meanwhile reflecting on her long-term interest in absence. 
The Exchange by Miriam Sentler is a poetic account of a 
number of felicitous coincidences surrounding the exhibi-
tion. In the following text, Dupty, Hannah Mevis shares with 
the readers a glimpse — or rather a taste — of her working 
process. If found, please return ends with an introspective 
conversation between Bert Puype and Alicja Melzacka, 
focusing in particular on the curatorial practice. Once every 
couple of pages the reader may stumble upon a hand-drawn 
map — one of Emile Hermans’ variations on the possible 
paths through the exhibition — which brings to mind a 
mathematical puzzle without one right solution. 

Nowhere Team
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Chloë Op de Beeck, Movement (17)
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Photo by Atlesque 019, S&D#031



Curating absence
Personal notes on showing invisibility

It’s Saturday morning, you’re running an errand. 
Wearing your sloppy jogging pants, you’ve quick-
ly gone to the nearest supermarket to buy fresh 
bread and milk. Staring at the plant-based milk 
options, you suddenly see someone familiar out 
of the corner of your eye. It’s your high school 
crush you haven’t seen in many years. On the 
way back home, the sudden encounter pops up in 
your mind time and again. Even though you’re in 
a different stage in life now, you still understand 
why you had a weak spot for that person. There 
is still something about them, making it feel like 
meeting an old distant lover.

Equally, the ephemeral exhibition objets trouvés - 
verloren voorwerpen felt like an unexpected encoun-
ter with a former crush; in the final year of my 
Bachelor studies, I have been intensely occupied 
with invisibility within the arts. 
Later in my first Master year, heavily influenced 
by conversations with artist, friend and Nowhere 
colleague Emile Hermans about Heidegger’s no-
tions on nothingness, we developed an exhibition 
called ‘Glaringly Absent’. Despite our attempts to 
realize it, the exhibition remained a concept. 
Even later, it became a guideline for our very 
first zine.



Getting lost in order to be found seems like a 
strategy curator Bert Puype chose for objets trou-
vés - verloren voorwerpen, which took place mostly 
in public space. Solely the searching glances on 
the faces of passers-by seemed to be indicating 
a potential encounter with a piece of art. The 
exhibition dictates, you just have to play along. 
Heightening your ability to observe, this strategy 
works tremendously. Suddenly, everything turns 
into a potential artwork. A passing bus displays 
‘gevangenis’ (transl. prison) as its final station. 
Is it an artistic intervention? It must be. Or is it 
truly driving to the prison? It’s as if we’re playing 
Monopoly in real life. It fits the theme park feel-
ing of the city. Or perhaps it is silently poking 
fun at it.

Nowadays, most invisible exhibitions have dif-
ferent, conceptual and urgent underlying moti-
vations. A prime example is Don’t Follow the Wind, 
an exhibition that is “on view” in the exclusion 
zone of Fukushima as we speak and will finish 
as soon as the excluded zone is released. In these 
cases, the invisibility has usually been imposed 
by external factors. The inaccessibility makes the 
art invisible, but the actual artworks are there. 
objets trouvés - verloren voorwerpen refrains from any 
political or ecological agenda and also does not 
present artworks that are explicitly dealing with 
these underlying themes. Where this urge for 
conceptual invisibility or absence within visual 
arts stems from remains a big question. Perhaps 
it tries to provide a counterpart in a world full 
of excess, a world in which we are exposed to 
hundreds, if not thousands, of images a day.

But invisibility or semi-absence comes with chal-
lenging terms: it requires the visitor to have an 
open mindset and willingness to search for art. 

That art is only there for those who dare to see, 
is proven by the piece What Kitty and Els Were Afraid 
of by Leander Schönweger. A random knocking 
mechanism on the door of a local store might 
astound a passerby. Waiting at the Speel-o-theek, 
a surprisingly loud yet modest knock embellishes 
the street for a mere 2 seconds. In the five min-
utes I wait there, no one passes by. This time, 
the knocking hasn’t reached anyone. The work is 
a meeting by chance. It reminds me of the grad-
uation work by Tim Neutel that used the same 
artistic strategy. At one point during last year’s 
Rietveld Academy graduation show, a hired eagle 
with a wingspan of 2.4 meters flew above the art 
academy. The chance that the visitor would look 
at the sky at the exact right moment and witness 
the eagle was absolutely minimal. And that’s 
exactly why both works are effectual. They open 
up expectations when it comes to presence and 
time: the works are about to happen, happening 
or have happened, all at the same time.

Throughout various places in the city, Thomas 
l’Anson presents a series of posters, distributed 
on a number of public poster poles. For this new 
site-specific work l’Anson adapted the exhibi-
tion’s graphic design and included details from 
his research on triangles and geometric shapes. 
On Friday, March 8th, I arrive at one of the 
prime locations where l’Anson has hung his post-
ers, only to not find them there. A mere 2 hours 



by Jeancy Nsumbu as well as the curatorial state-
ment to place it in this location, made me look at 
the aim of the exhibition again with fresh eyes.

objets trouvés - verloren voorwerpen seems like a casual 
composition of absent acts, but does provide us 
with a conceptual frame exactly because it with-
draws from the beaten track, from that which is 
in line with our expectations. Here in Bruges, 
a pattern in the asphalt or a name written in a 
dusty car window becomes a potential artistic 
contribution. And that is why it works so well: 
objets trouvés - verloren voorwerpen is an exercise in 
looking and celebrates the lost and overlooked. 
I’m happy to have met my old crush again, and 
am ready to face the glaringly absent side of the 
arts for myself.

– Eline Kersten

Epilogue

A few days after the opening of objets trouvés - ver-
loren voorwerpen the development of the COVID-19 
virus and the consequent Belgian measurements 
made the curator cancel the finissage and all 
works that are exhibited indoors. A decision that 
is taken as a result of superior measurements, 
but nonetheless rhymes phenomenally with the 
project. ‘Voorwerpen’ are now ‘verloren’ in a new 
sense. The works that are on view in public space 
and shop windows remain open for business.

after the artist has applied the posters to the des-
tined poles, they are already covered by new ones, 
announcing other upcoming cultural events later 
that month. It’s the day before the opening and 
the work is already lost, like a thin sheet of paper 
merged between a bulk of information. 
The analogy with Nowhere is striking here. It is 
just like our collective operates: a webpage in an 
endless digital database of webpages.

Later that day, I arrive at a courtyard where the 
work of Jeancy Nsumbu is supposed to be dis-
played. But wherever I look, I can’t find it. The 
map that is produced alongside the exhibition 
isn’t precise enough and Google Maps sends 
me in another direction. Only when I’m about 
to give up and head home for lunch, I find the 
work in the window of an antiquarian. My gaze 
saved it from being lost. Looking through the 
dusty window, I can’t help but feel a little dis-
appointed. Three figures are placed amidst a 
selection of rare books. The somewhat clumsy 
cardboard figures resemble so-called Sapeurs and 
are based on colorful Congolese fashion. It’s a 
particularly nuanced cultural reference, and on 
second thought, it’s placed very well – the works 
somehow resonate with the store that sells all 
kinds of atlases, natural history and art books 
from around the world. objets trouvés exhibited in 
a store window. I suppose I stepped on a mental 
trap that I laid for myself here. Having been ex-
posed to a number of minimal conceptual works 
and nearly invisible interventions that day, I have 
created a certain expectation pattern for myself. 
Without making grand gestures, the work Sapeur 
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Photo by Atlesque Jeancy Nsumbu, Sapeurs
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Goele De Bruyn, The last incandescent 500 Watt light bulb



Photo by Atlesque Hans Demeulenaere & Dimitri Vangrunderbeek, Sylvette & Promenade (circular)







Leander Schönweger, What Kitty and Els Were Afraid of
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Dupty [d i p t i]

Dupty [d i p t i ] is the neatest “nachtwinkel” I‘ve ever visited. At the same 
time, Dupty [d i p t i] is also a very generous man who shares his nickname 
with his night shop. It is dark outside. Inside, lights shine as bright as the 
products. While restocking shelves, Dupty [d i p t i ] shares life experiences 
with me. I listen to stories about the businesses which are run by him and 
his family members, here as well as back home. Red, green, yellow, blue. If  
there is not enough space for all the different varieties of  one product to fit 
side by side, they are stored behind one another. When storing in tandem, 
it is important to place in alternate order. Red, green, yellow, blue. If  the 
customer takes one package, they will always find another variety behind. 
Like this, there is little chance to miss what one is looking for. Between the 
usual Chocomel boxes, assortment of  heavy beers, cigarettes and sanitary 
products, I find treasures I only know from far away, if  I know them at all. 
Walking up and down the shop, my mind starts spinning. So many possibil-
ities for unknown creations! When a product caught my special attention, 
my eyes start looking for something to combine it with. There are some 
creations, which have been proven to work out well, such as Bugles na-
cho cheese flavour, speculoos paste, pickles and chilli paste. But how about 
cooking chocolate pudding powder with banana juice? Or is it possible to 
use the “juice” of  the canned cocktail sausages for an actual cocktail? Why 
did I never come across a liqueur called “Au de Vie de Kirsch”? And is the 
inside of  Fristi as colourful as the packaging? 

While I’m trying to keep up with one appealing inducement after the oth-
er, my eyes catch a glimpse of  the surveillance system. There are eight dif-
ferent cameras and all of  their fields of  view come together on one screen. 
The screen is situated above the shelves filled with candy and crisps, so 
that the customer can look at it too. When I look at is, I am searching for 
myself  to see what I look like. I’m curious to see myself  in relation to the 
shelves around me and with the things I’m carrying on my arms. I look 
like a dark coated dwarf  in the land of  milk and honey. When the screen is 
out of  sight, my ghost is dancing from one display section to the other. My 
mind keeps on revolving around possible flavour combinations, products 
are accumulating on the checkout counter, other costumers come and go 
(I see them either in person or on the screen), Dupty [d i p t i ] is coop-
eratively patient and starts packing beautiful dark and shiny blue plastic 
bags with my product selection. After I payed, he offers me to choose one 
thing as a present. Anything I would fancy! In here, it is even more difficult 
to choose than back in the days, when I was annoying one of  my parents 
until I could take one of  the candies at the check-out. Finally, I go for red 
with green. Chewy. Sweet. Delicious. The taste of  forbidden childhood 
pleasures. Strawberries.

All of  the products were brought to the location of  the exhibtion opening, the day 
after. Throughout the day, the ingredients flavoured the places’ air with delicous 
smells. In the evening, the visitors were invited to take part in a “mixing session” to 
create their own cocktails and share unknown flavours.
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Hans Demeulenaere & Dimitri Vangrunderbeek, Sylvette & Promenade (circular)



Not what people expect from a tentoonstelling – Bert Puype 
in conversation with Alicja Melzacka.

AM Let’s begin by unpacking the title and, with it, the 
concept of the exhibition. Where did objets trouvés – ver-
loren voorwerpen come from?

BP Because of the organic nature of the process, it’s 
hard for me to pinpoint when the title was actually decided 
upon, but I have carried it within me for a while. Every day 
on my way to work, I pass the bilingual sign ‘objets trou-
vés – verloren voorwerpen’ (lost and found) in the Brussels 
metro. It has always fascinated me; firstly, because ‘objets 
trouvés’ has this art-historical connotation with Duchamp 
and, secondly, because of the paradoxical nature of the trans-
lation. In fact, the expressions in French and Dutch state 
the opposite: one speaks about found- and the other about 
lost objects… Even though there weren’t that many objects 
in the exhibition, it was also about looking for things and 
finding things, even if some of them were immaterial. So to 
me, this title refers to the exhibition being spread in time and 
in space. 

AM Two participating artists from Bruges, Daniël 
Dewaele and Hans Demeulenaere, were also involved in 
the curatorial process. How did it work for you, sharing this 
responsibility?
 
BP Indeed, I initially wanted to refer to Daniël and 
Hans as co-curators but they declined, which is kind of 
funny considering the fact that it was them who contacted 
me first about doing something in Bruges. Even though at 
some point, the division of tasks became more clear and 
they retreated to focus on their own works, we did start the 
project together, which definitely affected how the exhibi-
tion-making process and the exhibition itself felt like. For 
example, the notion of authorship became vaguer… We 

made many decisions together with the artists; there was 
no instance when I went to an artist with a specific piece in 
mind and said: “I want that work and that’s it!” It really felt 
like a joint effort, like something that could be organised by 
an artist-run space. 

AM Why was it important to organise this exhibition in 
Bruges? 

BP People of Bruges have a lot of local pride, I have 
that too, a bit. However, for us artists or people working in 
the art field, Bruges is not a dynamic environment. I think 
that things are slowly changing, but it feels somehow forced. 
Even projects that look alternative or self-made are often 
organised in a top-down manner. Not that there’s anything 
wrong with the city supporting the arts, it’s great that they 
do. But the big art events like Triennale, which gain a lot of 
support, are very much oriented towards the city-marketing, 
and we wanted to take another path. We didn’t, however, 
want to start from this frustration but from something posi-
tive, and we wanted to use the city as a platform to do what 
feels important to us.

AM In an intimate and generous gesture, you turned your 
home into the main ‘venue’, the information point, and the 
accommodation for the artists… Many other venues also had 
a private or semi-private character. What was the idea be-
hind choosing these kinds of  locations for your exhibition?  

BP I wanted to explore the ambiguity between private 
and public spaces and question these terms themselves. This 
is why I played on the tension represented by the places 
on the interface of the private and the public sphere, like 
facades, flagpoles, etc. Also, bringing the flags to people’s 
homes became an ‘excuse’ to enter into conversations and 
make new connections… I was glad to see that we attracted 
many people who normally, wouldn’t necessarily become 



involved in an art project. So this sharing of space with the 
artists and audience was really about sharing the experience. 

AM	 Would	you	call	your	exhibition	site-specific?	I	can	
imagine, in a way, the ephemeral quality of the exhibition 
being a response to the surrounding context…

BP	 I’m	sure	the	ephemerality	resulted	from	the	fact	
that	I	wanted	to	make	a	subtle	gesture	–	as	opposed	to	the	
flamboyant	city	marketing	of	Bruges.	The	exhibition	itself	
was	not	strictly	site-specific;	you	could	in	principle	stage	
it	elsewhere.	However,	while	walking	through	Brussels	or	
Ghent	I	often	tried	to	envision	it	there	and	I	had	a	feeling	
that	it	wouldn’t	work…	Not	sure	why.	Maybe	it	would	get	
lost	in	what’s	already	there.	What’s	really	interesting	is	that	
the	majority	of	the	works	on	show	weren’t	new	commissions	
and	were	not	made	in-situ.	But	with	time,	some	of	them	–	
for	example,	the	works	by	Daniël	Dewaele	or	Chloé	Op	de	
Beeck	–	almost	became	site-specific	because	they	fitted	the	
context and seemed to blend in so well. Even though the 
initial	idea	was	to	play	with	the	already	existing	works,	there	
were a couple of exceptions to the rule, for example, the cu-
linary happening by Hannah Mevis, created in collaboration 
with	Dupty,	the	owner	of	the	local	night	shop.	Or	a	series	of	
posters	by	Thomas	I’Anson,	appropriating	and	alternating	
the	graphic	identity	of	the	exhibition.	Then,	there	was	Kris	
Dessel’s	sound	piece	sons trouvés – verloren klanken, the 
workshop	by	Stijn	Van	Dorpe	and	a	new	production	of	Hans	
Demeulenaere	&	Dimitri	Vangrunderbeek.

AM	 In	other	words,	everybody	delivered	more	than	ex-
pected, which happens often with bottom-up projects. Many 
people	contributed	their	time,	resources	and	skills	to	make	
this	exhibition	happen	–	you	too	worked	voluntarily.	
What	do	you	think	the	importance	of	these	kinds	of	
projects	is	right	now?	What	are	the	pros	and	cons	of	this	
way	of	working?

BP  I feel that these kinds of projects contribute a lot. 
They provide a platform for experimentation, which is not at 
all rigid, where there is a lot of freedom to try things out, to 
change things last-minute, to not have to worry about being 
judged by the ‘result’ only… A lot of things have developed 
because of that freedom and it is something I want to keep 
furthering through my curatorial practice, even though these 
kinds of projects might be harder to access for some people. 
To me, it is important that there exists a balance between 
large-scale, crowd-pulling projects and the projects which 
help develop experimental curatorial & artistic practices.

AM Because of the ephemeral, dispersed character of the 
exhibition,  it must have been particularly difficult to make 
decisions about accessibility, mediation, or communication. 
What was your strategy concerning the exhibition’s out-
reach, and was it even one of your concerns?

BP I have been thinking a lot about this… As you might 
remember, at some point, I even had a very radical idea of 
not communicating about the exhibition at all. In that case, 
the only ‘trace’ of the exhibition would be the publication 
released afterwards. In the end, however, I decided to mate-
rialise it a bit more. I went for a simple leaflet in the format 
of a map, of a kind you could find in a tourist centre, a hotel, 
or a store. I liked the idea that tourists can just come across 
it and use it as a map. And once they realise it’s something 
more than just a city plan, maybe they will spontaneously 
walk to the nearest venue? I also hoped for many coinci-
dental encounters with the works by people unaware of the 
entire idea. This is why I installed the QR codes for each 
work. What matters to me is that we created an ‘opportunity’ 
for people to interact if they wanted to – or at times even if 
they didn’t want to. The lamp, flags, door knocker, might 
have influenced some people, even if they did not conceive 
of them as art. I enjoyed playing with this border between 
knowing and not knowing whether something is an artwork. 



It’s really about bringing art to the context where you least 
expect it and seeing what happens to it and how it affects 
both the intentional and unintentional audiences. Of course, 
it is impossible to measure this kind of impact and, luckily, 
the luxury of doing something non-institutional is that you 
don’t have to quantify your audience…

AM One could say that the exhibition was easy to over-
look. What were the visitors’ reactions to that?  

BP I’ve received some criticism from people who told 
me they couldn’t find a specific work or complained that 
they had to walk too far to see it. I can understand their 
frustration, but at the same time, it makes sense as a part 
of the larger experience of looking for and finding – or at 
times, not finding. There were some instances where the ‘in-
visibility’ or ‘unexpectedness’ of a work took people out of 
their comfort zones. It happened particularly often with the 
work of Leander Schönweger, which involved an automated 
door-knocker installed on the inside of the door. A group of 
friends who came by told me that they weren’t aware of this 
being an artwork and that, when they knocked on the door 
to enter the expected venue, the door knocked back at them. 
They did it again and the door knocked back again. They 
rang the doorbell… They waited 5 min… the door just kept 
knocking back. They said it was really spooky! In another 
case, it went even further; a couple called the police be-
cause they were concerned with the repeated knocking from 
the inside… I had to do my best to explain the situation… 
(laughs).

AM I am wondering how you approach the documenta-
tion of a project like this. How do you imagine the afterlife 
of your exhibition?

BP This publication is important because it brings it all 
together. This exhibition – and I consciously keep using the 

word ‘exhibition’ and not a ‘project’, a ‘route’, or a ‘tour’ 
because it raises specific expectations – is not what people 
expect from a tentoonstelling. But the publication will be 
able to do that, it will bring the exhibition together. So the 
idea was that the zine will function as one of the platforms 
for the exhibition. 
Especially today, in the times of COVID-19, we see the art 
world moving online. It is not a subject  I have worked on 
before, but I am excited about the prospect of exploring dif-
ferent ways of presenting this exhibition to a broader public. 
Right now, many of the works we installed in March are still 
in the city, so in a way the exhibition is continuing, mostly 
unseen. Many things remain behind closed doors, but these 
things are still conceptually part of the exhibition.

AM Let me conclude with this openly provocative 
question… Since you have placed so much emphasis on the 
publication and the documentation and have made the invis-
ibility or the easy-to-miss aspect the core of your concept, 
why do you think this exhibition had to be materialised?

BP Actually, that question has been on my mind before. 
I can’t really explain why, but the situated presence of the 
works was really important to me. For example,  in the work 
of Goele De Bruyn, it was really important that the light-
bulb was hanging there and was being used… this physical 
aspect, the interaction with the inhabitants and the possibil-
ity that it can burn out at any moment were the core of the 
work. So in principle, objets trouvés… could work online 
but it would be an entirely different exhibition. You can lose 
or randomly find things on the Internet, jumping into the 
rabbit hole of YouTube, for example, but it is a very differ-
ent way of discovering things or finding things than when 
this happens in your daily material life.



Raffaella Crispino, Weather Forecast
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