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For Frieze New York 2026, Fortes D’Aloia & Gabriel presents works by Luiz Zerbini,
Frank Walter, Lucia Laguna, Valeska Soares, Wanda Pimentel, Erika Verzutti, Jesse

Wine, Rodrigo Cass, Tadaskia, and Ana Claudia Almeida.

A dialogue between Zerbini’s and Walter’s paintings activates the presentation,
revealing unexpected affinities across geographies and histories. Both artists
approach landscape not as a fixed genre but as a field of perception, at once
empirical and speculative, where observation becomes a means of
constructing worlds. From there, the booth unfolds through multiple
approaches to landscape and space, where distinct positions coexist without

hierarchy.

Lucia Laguna develops a fractured, rhythmic vision in which urban and forest
environments collapse into one another, while Valeska Soares constructs a
horizon through reconfigured wooden boxes, assembling a terrain shaped by
memory and spatial dislocation. In Wanda Pimentel, animals emerge as possible
inhabitants of these environments, activating them as both graphic field and lived
terrain. Erika Verzutti introduces a sculptural logic that oscillates between the
organic and the mineral, suggesting forms that seem at once excavated and
generative, as if part of an unfolding landscape. In the work of Ana Claudia
Almeida and Tadaskia, landscape becomes less a site than a condition
approached through spiritual openness and material experimentation, where
gesture, color, and surface articulate expansive, nonliteral terrains. Landscape
turns inward in the work of Jesse Wine and Rodrigo Cass, who shift the focus from
environment to the conditions of space itself—probing its relation to the body,
perception, and duration. Across these positions, the booth traces a movement
from landscape as image to space as experience, where external and internal

dimensions continuously fold into one another.
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This group of paintings by Walter unfolds from a lifelong engagement with
landscape, shaped by his movements across Antigua, the wider Caribbean, and
Europe. Working often on a small scale, Walter captures the shifting moods of
different environments with an eye attuned to both detail and atmosphere. Hillsides,
coastlines, skies, and built forms appear with a deceptive simplicity, their
compressed formats holding a remarkable sensitivity to light, color, and spatial
rhythm. Filtering these experiences through memory, his works distill the essence
of places encountered, transforming them into meditations on belonging and

imagination.

At once observational and introspective, these paintings operate as sites of
projection, where external environments merge with an inner, cosmological
dimension. Walter’s landscapes frequently resist stable orientation, opening onto
ambiguous or suspended spaces that hover between the seen and the envisioned.
This tension between specificity and abstraction allows each work to function as
both a record and a reconstruction, where perception is continuously reshaped
through memory and imagination. Together, the paintings articulate a vision of
landscape as a mutable field, shifting between observation, recollection, and

invention.



FRANK WALTER

Untitled [Solo Black Bird Flying Low], s/d [n/d]

Oleo sobre caixa de filme Polaroid [Oil on Polaroid film cartridge box]
Emoldurada [Framed]: 22.5x21x4cm [8.8 x 8.2 x 1.5in]

Sem moldura [Unframed]: 10 x 8.1¢cm [3.9 x 3.1in]

USD 18,000 + applicable taxes [taxas aplicaveis]



FRANK WALTER

Untitled [Mountains and White Water], n.d.[s.d.]

Oleo sobre papel cartao [Oil on cardstock]

Emoldurada [Framed]: 20 x 22.5 x4 cm [7.8 x 8.8 x 1.5 in] | Sem moldura [Unframed]: 7.7 x 3 x 3.9 in]
USD 15,000 + applicable taxes [taxas aplicaveis]



FRANK WALTER

River with Landscape, s/d [n/d]

Oleo sobre tela de fibras [Oil on Masonite]

26 x24.5¢cm [10.2 x 9.6 in]

USD 50,000 + applicable taxes [taxas aplicaveis]



FRANK WALTER

Untitled [Coconut Palm Surfer], 1968-1976

Oleo sobre caixa de filme Polaroid [Oil on Polaroid film cartridge box]
Emoldurada [Framed]: 30 x 25.5x4cm [7.8 x 10 x 1.5in]

Sem moldura [Unframed]: 20.5 x 10.6 cm [8 x 4.1 in]

USD 35,000 + applicable taxes [taxas aplicaveis]




FRANK WALTER

Untitled [Scottish Stream and Pink Flowers], 1984

Oleo sobre papeldo [Oil on cardboard]

Emoldurada: 17.5 x 17.5 cm [6.8 x 6.6 in] | Sem moldura [Unframed]: 4,8 x 4,8 cm [1.8 x 1.8 in]
USD 18,000 + applicable taxes [taxas aplicaveis]



FRANK WALTER

Untitled [Purple-Mauve Nocturne with Blue-Grey Sea], n.d.[s.d.]

Oleo sobre cartéo [Oil on card]

Emoldurada [Framed]: 32 x 48 x 4 cm [12.5 x 18.8 x 1.5 in] | Sem moldura [Unframed]: 19 x 34.8 cm [7.4 x 13.7 in]
USD 42,000 + applicable taxes [taxas aplicaveis]



FRANK WALTER

Untitled [Red Sunrise, Yellow Sea], n.d. [s.d.]

Oleo sobre cartéo [Oil on card]

Emoldurada [Framed]: 30.2 x 46.2 x 4 cm [11.8 x 18.1 x 1.5 in] | Sem moldura [Unframed: 28.2 x 44.1 cm [11.1 x 17.3 in]
USD 58,000 + applicable taxes [taxas aplicaveis]



Frank Walter

Antigua, Antigua and Barbuda, 1926 - Saint John, Antigua and Barbuda, 2009

Frank Walter’s polymathic oeuvre has been established as one of the greatest in the
Afro-Caribbean diaspora. In his work, he responded to motives in modern European
art, explored cosmic space, and painted surrounding Caribbean landscapes. His
works portray local horizons in Antigua and Barbuda, his native country, and spaces
and portraits both real and imagined. Walter believed in the anthropological value of
art, joining his psychological framework with an idiosyncratic view of world history.
The polymathic artist intended that his music, poetry, and visual art serve as a
means of curing others. His fifty-thousand-page archive—accumulated throughout
his life—contains writings and recordings about tangible and psychic events in his
life as well as conceptual musings on his artwork, gathering the multiple facets of

his production in a world of references.

Noteworthy recent shows include Frank Walter: To Capture a Soul, The Drawing
Center, New York, USA (2024) Frank Walter: Artist, Gardener, Radical, The Garden
Museum, London, UK (2023); and The Last Universal Man, 57th Venice Biennale,
Venice, Italy (2017). His work was featured in the group shows After the End:
Cartographies for Another Time, Pompidou Metz, Metz, France (2025) and Le Monde

Comme Il Va, Bourse de Commerce, Paris, France (2024).

His work is included in important collections, such as Pinault Collection, Paris,
France; Glenstone Foundation, Potomac, USA; Minneapolis Institute of Art,
Minneapolis, USA; Museum fur Moderne Kunst, Frankfurt, Germany; Hangzhou
Contemporary Art Museum, Hangzhou, China; Art Gallery of New South Wales,

Sydney, Australia, among others.



Frank Walter
Portrait

"Again like those who preserve other forms of Art on our planet,
the Artist of Colour, the Painter of sceneries and other features of
nature might well seem to be more impressive than any other
Artist; because one here is bringing the minds of other people to
realise the intensities, and variations of the same colours, or

blending colours, which themselves account for form.”

— Frank Walter
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A group of small-scale landscapes by Luiz Zerbini, first presented in 2025 at
FDAG Jardins yet developed over many years, emerges from a more intimate
register within the artist’s broader practice. Produced in moments of downtime
and leisure, these paintings in acrylic depict Brazilian coastal vistas with a
notable lightness of touch. Shorelines, vegetation, and expanses of water are
rendered through a luminous palette that captures the shifting effects of light
with immediacy, condensing atmosphere into compact, self-contained

compositions.

Despite their modest scale, the works sustain Zerbini’s longstanding
engagement with the natural world, here approached with a heightened sense of
proximity and attention. Gesture becomes more fluid and responsive, allowing
forms to hover between description and dissolution, as if shaped by the very
conditions they depict. Together, these paintings articulate a quieter, more
contemplative dimension of his practice, where observation unfolds at a slower
rhythm and the act of painting aligns with a sustained, diaristic attention to the

landscape.



LUIZ ZERBINI

Brilho da Lua, 2025

Acrilica sobre tela [Acrylic on canvas]
30x40cm [11.8 x15.7 in]

USD 50,000 + applicable taxes [taxas aplicaveis]



LUIZ ZERBINI
Brilho da Lua, 2025




LUIZ ZERBINI

Duas Boéias, 2025

Acrilica sobre tela [Acrylic on canvas]
30x40cm [11.8 x15.7 in]

USD 50,000 + applicable taxes [taxas aplicaveis]



LUIZ ZERBINI

Navio Cargueiro - Mangaratiba, 2021

Acrilica sobre tela [Acrylic on canvas]

22 x 27 cm [8.7 x 10.6 in]

USD 40,000 + applicable taxes [taxas aplicaveis]



LUIZ ZERBINI

Pedra da reserva, 2022

Acrilica sobre tela [Acrylic on canvas]
30x40cm [11.8 x15.7 in]

USD 50,000 + applicable taxes [taxas aplicaveis]



LUIZ ZERBINI

Lua Cheia Manguinhos, 2020

Acrilica sobre tela [Acrylic on canvas]
30x40cm[11.8 x15.7 in]

LZ01134



LUIZ ZERBINI

Béia Amarela, 2023

Acrilica sobre tela [Acrylic on canvas]
35x50cm [13.7 x19.6 in]

USD 50,000 + applicable taxes [taxas aplicaveis]



LUIZ ZERBINI

Béia Amarela, 2023

Acrilica sobre tela [Acrylic on canvas]
35x50cm[13.7 x19.6 in]

LZ01139




Luiz Zerbini

Sao Paulo, Brasil, 1959

Luiz Zerbini develops an exploratory approach to painting, combining attention to
the political and ecological issues of the Global South with the meticulous
execution of textures, patterns, and figures. By depicting foliage, forests, and dense
vegetal networks, the artist emphasizes the observation of nature and translates
the interactions of ecosystems into pictorial language. Zerbini’'s militant stance is
particularly rooted in the Brazilian situation, as the artist critically revisits national
art history, from landscape painting to historical representations of collective
identity. Through the dynamic distribution of visual information across the canvas,
his compositions immerse the viewer in a hypnotic atmosphere. Tension,
coexistence, layering, and proliferation are some of the principles that govern his

process, forming a system of relationships in his paintings and monotypes.

Among his recent solo exhibitions are Observations: Luiz Zerbini in Conversation with
Frank Walter, Fortes D’Aloia & Gabriel | Jardins, Sdo Paulo, Brazil (2025);Vagarosa
Luminescéncia Voadora, Fortes D’Aloia & Gabriel, Sdo Paulo, Brazil (2025); Paisagens
Ruminadas, CCBB - Centro Cultural Banco do Brasil, Brasilia, Brazil (2024); CCBB -
Centro Cultural Banco do Brasil, Rio de Janeiro, Brazil (2024) ;A mesma historia
nunca € a mesma, MASP - Museu de Arte de S&o Paulo Assis Chateaubriand, Sdo
Paulo, Brazil (2022).

Zerbini has works in important public collections, such as Fondation Cartier pour
I’art contemporain, Paris, France; Instituto Inhotim, Brumadinho, Brazil; Pinacoteca
do Estado de Sdo Paulo, Sado Paulo, Brazil; Fondazione Sandretto re Rebaundengo
per I’Arte, Turin, Italy; MAM — Museu de Arte Moderna de Sao Paulo, Sdo Paulo,
Brazil and MASP - Museu de Arte de S&o Paulo Assis Chateaubriand, S&o Paulo,

Brazil.



Luiz Zerbini
Ph. Eduardo Ortega

"Painting is an oracle where | hold a consultation with myself. |
was thinking about those things | didn’t see yesterday, but started
to perceive today, when | arrived here ...While | paint, | process
the things that | have seen and see, and the world is revealed,
explained, and life lives its theater in a single act. Through what |
do, | understand the world, it is constructed and presented. |
comprehend the world through my painting. | understand it
profoundly, physically, biologically. | understand its molecular
composition. | am transformed into the things that | paint because

| recognize myself in them.”

— Luiz Zerbini
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A selection of paintings, including Paisagem n° 156 (2024) and works from the
Pequenos formatos series, extends Laguna’s approach across varying scales,
where shifts in format recalibrate the density and tempo of her compositions.
The smaller works, in particular, condense her pictorial language into more
concentrated arrangements, heightening the interplay between control and
contingency. Rather than stabilizing the image, scale becomes another
variable within her process, shaping how elements collide, disperse, or cohere.
Across these works, painting emerges less as a means of fixing a view than as
a continuous negotiation, where spatial coherence is always provisional and
subject to revision. Grounded in the visual fabric of Rio de Janeiro, these
compositions draw equally from the encroachment of vegetation and the
irregular spread of the built environment. Hillsides, gardens, and infrastructural
fragments interlace, registering a landscape where natural and urban forms

remain in constant, unresolved exchange.



LUCIA LAGUNA

Paisagem n° 156, 2024

Acrilica sobre tela [Acrylic on canvas]

150 x 200 x 4.7 cm [59 x 78.7 x 1.8 in]

USD 200,000 + applicable taxes [taxas aplicaveis]



LUCIA LAGUNA
Paisagem n° 156, 2024
Detail [detalhe]



LUCIA LAGUNA
Paisagem n° 156, 2024



LUCIA LAGUNA

Pequenos formatos n° 141, 2026

Acrilica sobre tela [Acrylic on canvas]

90 x70cm [35.4 x 27.6 in]

USD 80,000 + applicable taxes [taxas aplicaveis]



LUCIA LAGUNA
Pequenos formatos n° 141, 2026



LUCIA LAGUNA

Pequenos formatos n° 143, 2026

Acrilica sobre tela [Acrylic on canvas]

70 x50 ¢cm [27.6 x 19.7 in]

USD 60,000 + applicable taxes [taxas aplicaveis]



LUCIA LAGUNA

Pequenos formatos n° 143, 2026
Acrilica sobre tela [Acrylic on canvas]
70 x50 ¢cm [27.6 x 19.7 in]

LULOO278




LUCIA LAGUNA

Pequenos formatos n° 154, 2026

Acrilica sobre tela [Acrylic on canvas]
30x20cm [11.8 x7.9in]

USD 30,000 + applicable taxes [taxas aplicaveis]



LUCIA LAGUNA
Pequenos formatos n° 154, 2026




Lucia Laguna

Campos dos Goytacazes, Brasil, 1941

Lucia Laguna’s paintings unfold through an encounter with her surroundings —
from garden views and foliage to urban fragments such as fencing, billboards,
and power lines — entangled within abstract textures and networks of
geometric motifs. These elements gather in carefully calibrated gestures that
assemble landscapes and vistas across fractured pictorial planes. Forms appear
and dissolve across the canvas, emerging through the accumulation and erasure
of successive layers of paint. Like the suburban carioca views the artist
observes from the windows of her studio, her compositions are driven by a
wayward, palimpsestic logic. Partial images anchor the compositions among
abstract passages, creating a constant tension between the sparsity and
abundance of visual elements. Within this shifting structure, forms spread
across the canvas like a fluid architecture, punctuated by spontaneous marks
and erasures that open gaps in the painted field, like vacant lots interrupting the

dense fabric of color.

Her recent solo exhibitions include A Propdsito de duas janelas, Fortes D’Aloia &
Gabriel, Sdo Paulo, Brazil (2025); Se Hace Camino al Andar, Carpintaria, Rio de
Janeiro, Brasil (2021); and Vizinhanca, MASP — Museu de Arte de Sao Paulo Assis
Chateaubriand, S&o Paulo, Brazil (2018); Laguna has taken part in the group
shows Direito a forma, Galeria Fonte, Instituto Inhotim, Brumadinho, Brazil (2024)
and Dos brasis: arte e pensamento negro, SESC Belenzinho, Sédo Paulo, Brazil
(2023).

Laguna has works in important public collections, such as Centro Cultural S&o
Paulo, Sao Paulo, Brazil; Colegao Banco Itau, Sao Paulo, Brazil; MAM — Museu de
Arte Moderna, Rio de Janeiro, Brazil; MAM - Museu de Arte Moderna de S&o
Paulo, S0 Paulo, Brazil;, MAR — Museu de Arte do Rio, Rio de Janeiro, Brazil;
MASP — Museu de Art.



"Life, for me, is to paint. And | feel | can only do that by reinventing.
| subvert the scale. Objects that should be small because of the
distance become prominent. This displacement, to give
movement to a landscape that is normally static, leads your eyes

and your thoughts to question why.”

"A vida, para mim, & pintar. E sinto que so posso fazer isso me
reinventando. Subverto a escala. Objetos que deveriam ser
pequenos por causa da distancia tornam-se proeminentes. Esse

deslocamento, ao dar movimento a uma paisagem normalmente

] ¥ (D

estdtica, leva seus olhos e seus pensamentos a questionarem o

porqué.”

— Lucia Laguna
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Lucia Laguna
Ph. Eduardo Ortega



Valeska Soares




Across two bodies of work, Valeska Soares investigates processes of concealment,
inversion, and reappearance as modes of editing the image and its memory. In
Palimpsest, wooden boxes bearing landscape depictions are reworked through acts
of subtraction and adjustment, as the artist obscures portions of the scene and
preserves only the silhouettes of trees; these units are then aligned along a shared
horizon line, forming a fragmented field where continuity and interruption coexist. In
the Doubleface series (2017-), Soares transforms found portraits of women by
turning the canvases inside out and restretching them so that their backs, painted
in flat, monochrome fields drawn from the original palette, become the primary
surface. Through cuts and folds, fragments of the depicted faces reemerge,
unsettling the integrity of the portrait while insisting on its persistence. In both
cases, preexisting images are subjected to a precise process of editing that
produces materially complex objects marked by absence and displacement, where
what is concealed does not disappear but returns in partial, insistent form, resisting

erasure.



VALESKA SOARES
Palimpsest 1V, 2026
Caixas de madeira [Wooden boxes]

9 pegas [pieces] | Dimensoes totais [Overall dimensions]: 24 x 228 x 9.5 cm [9.4 x 89.8 x 3.7 in]
USD 70,000 + applicable taxes [taxas aplicaveis]



VALESKA SOARES
Palimpsest 1V, 2026



VALESKA SOARES
Palimpsest V, 2026
Caixas de madeira [Wooden boxes]

8 pecas [pieces] | Dimensdes totais [Overall dimensions]: 15 x 151 x 9 cm [5.9 x 59.4 x 3.5 in]
USD 60,000 + applicable taxes [taxas aplicaveis]
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VALESKA SOARES
Palimpsest V, 2026
Detail [detalhe]




VALESKA SOARES

Doubleface (Alizarin Crimson), 2017

Oleo e recorte sobre pintura a oleo vintage

[Oil and cut out on vintage oil painting]

76.2 x 61 cm [30 x 24 in]

USD 65,000 + applicable taxes [taxas aplicaveis]




VALESKA SOARES
Doubleface (Alizarin Crimson), 2017



VALESKA SOARES
Doubleface (Alizarin Crimson), 2017



Valeska Soares

Belo Horizonte, Brasil, 1957

Valeska Soares’s practice is grounded in the potential of absence and in the
construction of meaning through partial, often unstable images. Emptiness and
transience are not treated as voids but as active forces, generating a network of
tensions that unfold across installations, films, paintings, sculptures, and
assemblages. Her work consistently returns to what is withheld, erased, or
displaced, allowing fragments to carry the weight of what is no longer fully
present. These conceptual concerns are embedded in both her choice of
materials and the spatial relationships they produce. Mirrors, book covers, found
paintings, and everyday packaging are manipulated, shuffled, cut, and rearranged,
giving rise to subtle shifts between intimacy and estrangement, architecture and
the body, matter and thought. Through these operations, Soares constructs
environments in which perception is continually recalibrated, and where meaning
emerges not from completion, but from the intervals, gaps, and correspondences

between things.

Among her recent solo exhibitions are Tableau, Fortes D’Aloia & Gabriel, Sdo Paulo,
Brazil (2025); Entrementes, Estagdo Pinacoteca, Sdo Paulo, Brazil (2019); and Any
Moment Now, Phoenix Museum, Phoenix, USA (2018). She has also participated in
the group shows Uncanny, National Museum of Women in the Arts, Washington DC,
USA (2025); Anonymous Was a Woman: The First 25 Years, Grey Art Museum, Nova
York, USA (2025); Didlogos: Women Artists in the Ella Fontanals-Cisneros Collection,

Museo de Arte Contempordneo de Monterrey, Monterrey, Mexico (2025).

Valeska Soares has works in important public collections, such as MOMA, New
York, USA; Solomon R. Guggenheim Museum, New York, USA; Tate Modern,
London, UK; LACMA - Los Angeles County Museum of Art, Los Angeles, USA;
Hirshhorn Museum and Sculpture Garden, Washington DC, USAs; Museum of
Contemporary Art San Diego, San Diego, USA and Dallas Museum of Art, Dallas,
USA.



Valeska Soares
Ph. Eduardo Ortega

"I take these images (...) and | edit them as if they were text.
People will relate to these fragments and erasures in different
ways. There's also a question of preservation. Many of these
paintings were deteriorating, and in a way, I'm saving them.
Sometimes literally—they underwent restoration. | bring them

back to circulate again.”

— Valeska Soares






Created between 1965 and 1967, the Black and White Animals series brings together
a group of drawings that offers a rare glimpse into Wanda Pimentel’s formative
period, marking the emergence of her visual language. Using anxious, vigorous lines
and a restricted palette, the artist constructs a singular bestiary in which
recognizable animals, or merely suggested ones, appear and dissolve within dense
tangles of graphic marks. Beetles, turtles, bats, and hybrid creatures serve as points
of departure for a tactile and visual inquiry, where textures of fur, feathers, and
shells are continuously distorted and reconfigured. In these works, the surface of
the paper is densely activated, charged with near-constant visual energy, revealing
a more unbound, calligraphic approach that contrasts with the economy and spatial
precision of her later production. At the same time, the centrality of line and an
interest in the relationships between forms and their environments already begin to

take shape, anticipating concerns that would remain fundamental to her work.



WANDA PIMENTEL

Sem titulo, da série Animais Preto/Branco

Untitled, from the Black/White Animals series], 1966
Nanquim sobre papel [China ink on paper]

Emoldurada [Framed]: 72.7 x 62.5x 4 cm [28.6 x 24.6 x 1.5 in]
USD 50,000 + applicable taxes [taxas aplicaveis]



WANDA PIMENTEL
Sem titulo, da série Animais Preto/Branco

Untitled, from the Black/White Animals series], 1966
Detail [detalhe]



WANDA PIMENTEL
Sem titulo, da série Animais Preto/Branco
Untitled, from the Black/White Animals series], 1966



WANDA PIMENTEL

Sem titulo, da série Animais Preto/Branco

Untitled, from the Black/White Animals series], 1966
Nanquim sobre cartdo [China ink on card]

Emoldurada [Framed]: 72 x 65.2 x 4 cm [28.3 x 25.6 x 1.5 in]
USD 50,000 + applicable taxes [taxas aplicaveis]



WANDA PIMENTEL
Sem titulo, da série Animais Preto/Branco

Untitled, from the Black/White Animals series], 1966
Detail [detalhe]



WANDA PIMENTEL

Sem titulo, da série Animais Preto/Branco

Untitled, from the Black/White Animals series], 1966
Nanquim sobre cartdo [China ink on card]

Emoldurada [Framed]: 63.5x71.8 x4 cm [25x 28.2 x 1.5in]
USD 50,000 + applicable taxes [taxas aplicaveis]



WANDA PIMENTEL

Sem titulo, da série Animais Preto/Branco

Untitled, from the Black/White Animals series], 1966
Nanquim sobre cartdo [China ink on card]

Emoldurada [Framed]: 61.4 x 51.3 x4 cm [24.1 x 20.1 x 1.5 in]
USD 40,000 + applicable taxes [taxas aplicaveis]



WANDA PIMENTEL

Sem titulo, da série Animais Preto/Branco

Untitled, from the Black/White Animals series], 1966
Nanquim sobre cartdo [China ink on card]

Emoldurada [Framed]: 61.4 x 51.3 x4 cm [24.1 x 20.1 x 1.5 in]
USD 40,000 + applicable taxes [taxas aplicaveis]



WANDA PIMENTEL
Sem titulo, da série Animais Preto/Branco

Untitled, from the Black/White Animals series], 1966
Detail [detalhe]



WANDA PIMENTEL
Sem titulo, da série Animais Preto/Branco
Untitled, from the Black/White Animals series], 1966



Wanda Pimentel

Rio de Janeiro, Brasil, 1943 — Rio de Janeiro, Brasil, 2019

Wanda Pimentel’s practice is marked by a sharply defined visual language, in which hard
edges, compressed perspectives, and smooth, saturated surfaces produce images that
move between stark two-dimensionality and an improbable architectural depth. Emerging
in the late 1960s, her paintings isolate fragments of domestic interiors—furniture, limbs,
thresholds, everyday objects—rendered in bright, assertive colors. These scenes, at once
familiar and estranged, stage a quiet tension between intimacy and control, where the
body is present but often cropped, displaced, or reduced to a sign within a tightly

constructed pictorial field.

The beginning of Pimentel’s trajectory coincides with the onset of a long period of
oppression and state-sponsored violence in Brazil after 1964, when the military
dictatorship was instituted and took hold through 1985. The parallel highlights how her
work both reacts to and undermines the stifled atmosphere felt throughout the so-called
“years of lead”, marked by increasingly insulated communities, conservative societal
values, steep political barriers, and a turbulent relationship to national identity. In this
sense, Pimentel’s work functions as a visual code wrought under oppressive conditions

as much as a map toward resignifying isolation.

Recent shows of Pimentel’s work include Wanda Pimentel: Os Anos Noventa, Fortes
D’Aloia & Gabriel, Sdo Paulo, Brazil (2022); Wanda Pimentel, MAM - Museu de Arte
Moderna do Rio de Janeiro, Rio De Janeiro, Brazil (2020) and Envolvimentos, MASP —
Museu de Arte de Sao Paulo Assis Chateaubriand, Sdo Paulo, Brazil (2017). The artist had
works in the group shows Vital Signs: Artists and the Body, MOMA - The Museum of
Modern Art, New York, USA (2024) and Radical Women: Latin American Art, 1960-1985,
Brooklyn Museum, New York, USA (2018), Hammer Museum, Los Angeles, USA (2017).

Wanda Pimentel has works in important public collections, such as MOMA — The Museum
of Modern Art, New York, USA; Museu de Arte Contemporanea de Niterdi, Niteroi, Brazil;
MALBA - Museu Latinoamericano de Buenos Aires, Buenos Aires, Argentina; MASP -
Museu de Arte de S§o Paulo Assis Chateaubriand, Sdo Paulo, Brazil; MAM — Museu de

Arte Moderna do Rio de Janeiro, Rio de Janeiro, Brazil.
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"As you may have noticed, | do not talk much about my work.
Once, | joked that artists should be deaf and dumb. To avoid
watering down the work’s impact, explaining too much of what
should be part of its mystery or enigma and, conversely, to avoid

having to listen to fanciful interpretations.”

— Wanda Pimentel

Wanda Pimentel
Ph. Maycon Lima






In Plein Air (2026), Wine assembles a bronze composition of cast botanicals
gathered during travels and from his immediate surroundings, translating
fleeting organic matter into a porous, open framework. Leaves, stems and peels
interlock into a delicate constellation that hovers between growth and decay,
preserving the textures of plant life while suggesting an ongoing process of
transformation. In Ah, life (2026), a ceramic sculpture, Wine turns to the standing
figure, drawing loosely on Standing Youth by Wilhelm Lehmbruck, but reducing it
to a near-schematic form. Perched on a post and seemingly on the verge of
movement, the figure feels closer to a quick drawing than a labor-intensive
sculpture, introducing a sense of speed and lightness that pushes against the
weight of sculptural tradition. Together, the works balance permanence and
fragility, rendering both botanical fragments and the human figure as transient

structures held in a state of suspension.



JESSE WINE

Plein Air, 2026

Bronze

33x43x12.7cm [13x16.9x5in]

USD 30,000 + applicable taxes [taxas aplicaveis]



JESSE WINE
Plein Air, 2026
Detail [detalhe]



JESSE WINE

Plein Air, 2026



Jesse Wine
Chester, Reino Unido, 1983

Working primarily in clay and bronze, Jesse Wine develops sculptural forms that
move fluidly between figuration and abstraction. His practice centers on the body
as both subject and structural device, often fragmenting or distending limbs into
architectural supports. Clay is used for its responsiveness and gravity, allowing
forms to register pressure, compression, and touch. Bronze enters the work
through casting processes that preserve fragile organic matter, including plants
gathered during travel. Across materials, Wine exploits contrasts between weight
and lift, hardness and malleability. Architectural references anchor the sculptures
spatially and conceptually. Autobiographical elements surface obliquely,
embedded in motifs rather than narrated directly. These works function as
material records of experience, memory, and movement through place. Wine’s
sculptures invite viewers to hold bodily, architectural, and natural forms in a state

of productive suspension.

Among the artist’s recent solo exhibitions are Love and Other Strangers, Fortes
D’Aloia & Gabriel, Sdo Paulo, Brazil (2026); Time’s Arrow, The Modern Institute,
Glasgow, Scotland (2025); Both, The Modern Institute, Glasgow, Scotland (2022);
Imperfect List, Sculpture Center, New York, USA (2020); Jesse Wine: Sludgy Portrait
of Himself, Kettle’s Yard, Cambridge, UK (2016) e Young man red,
Gemeentemuseum, Den Haag, Netherlands (2016); Baltic Center for Contemporary
Art, Gateshead, UK (2014). He has also participated in the group shows Artists for
Kettle’s Yard, Kettle’s Yard, Cambridge, UK (2026); and Enormément bizarre, Centre
Pompidou, Paris, France (2025).

The artist has works in important public collections, such as Centre Pompidou,
Paris, France; HEM Museum, Foshan, China; Arts Council Collection, London, UK e
The Roberts Institute of Art, London, UK.



Jesse Wine
Ph. Letiicia Rheingantz

"My sculpture is perched on a post, as if ready to spring up and
into action. The work is a simplification of a form and an idea, it is
more like a drawing than a sculpture, as if there are limited
materials at one’s disposal. It is as if the work was executed in 10
seconds, this butts up against the history of standing figure
sculpture - always laborious in heavy material and drawn out
process (stone/ metal/ wood). And in this gesture | am trying to

achieve a lightness, a speed, a feeling of freedom from material.”

"Minha escultura estd apoiada sobre um poste, como se estivesse
prestes a se langar em agdo. A obra € uma simplificagGo de uma
forma e de uma ideia; aproxima-se mais de um desenho do que de
uma escultura, como se houvesse poucos materiais & disposi¢do. E
como se tivesse sido executada em 10 segundos, em contraste
com a historia da escultura de figura em pé — sempre laboriosa,
feita em materiais pesados e por meio de processos prolongados
(pedra, metal, madeira). Nesse gesto, procuro alcangar uma leveza,

uma rapidez, uma sensaga@o de liberdade em relagGo @ materia.”

— Jesse Wine






In b.b.n.n. two/dois (2025), Tadaskia composes a dense, centrifugal cluster of
marks that appears to both gather and erupt from a darkened core. Radiating
outward, layered strokes of dry pastel, oil pastel, and charcoal generate a
pulsating structure in which vivid, petal-like forms and linear filaments
interweave, suggesting a body in continuous expansion. The torn edges of the
paper reinforce a sense of permeability, as if the image exceeds its own limits,
while the sprayed ground—shifting between warm yellows, reds, and soft pinks
—creates an atmospheric field that both contains and destabilizes the
composition. The work oscillates between vegetal, animal, and abstract
registers, evoking a morphology that is neither fixed nor singular but instead
composed of proliferating parts in flux. Through this accumulation of color and
gesture, Tadéaskia articulates a state of ongoing transformation, where interior

and exterior, structure and dispersal, remain in constant negotiation.



TADASKIA
b.b.n.n.two/dois, 2025

Pastel seco, carvao, spray e pastel oleoso sobre papel
[Dry pastel, charcoal, spray and oil pastel on paper]
170 x 152 cm [66.92 x 59.84 in]

USD 25,000 + applicable taxes [taxas aplicaveis]



TADASKIA
b.b.n.n.two/dois, 2025



Tadaskia
Rio de Janeiro, Brazil, 1993

Pursuing transformation as an existential and formal premise, Tadaskia’s paintings,
drawings and sculptures create a universe of circulating references. Her world is
one where enchantment, fable, and poetry build both visual meaning and narrative
suggestions. The artist draws upon the history of the Trans community, Afro-
Brazilian ancestry and Indigenous myths as tributaries of an ongoing and ever-
shifting exploration. The different offshoots of Tadaskia’s work share a throughline
in her affinity with drawing. Simultaneously, markings and erasures, her traces in
dry pastels, colored pencil, pen, or nail polish create graphic tangles that evoke
fluttering beings without turning them recognizable. The torn edges of her paper
supports lend a sense of continuity, like an unbound book with its pages gaining

the environing space.

Among her solo exhibitions are Tadaskia and Ana Claudia Almeida: A Joyner/
Giuffrida Visiting Artists Program, Nevada Museum of Art, Reno, USA (2024);
Projects: Tadaskia, MOMA — The Museum of Modern Art, New York, USA (2024); As
Parecidas, Galeria Madragoa, Lisboa, Portugal (2023); rara ocellet, Galeria Joan
Prats, Barcelona, Spain (2023) e Noite dia, Sé Galeria, Sao Paulo, Brazil (2022).
Tadaskia was a highlight in the 35th Bienal de S0 Paulo — Coreografias do
impossivel (2023) and has also taken part in the group shows One Becomes Many,
Perez Art Museum Miami, Miami, USA (2024);The Disagreement: A Theatre of

Statements, Neue Kunstverein Wien, Vienna, Austria (2024).

The artist's works are in important public collections, such as MoMA—The
Museum of Modern Art, New York, USA; The Nevada Museum of Art, Reno, USA;
Pinacoteca do Estado de S&o Paulo, S&o Paulo, Brazil; Solomon R. Guggenheim

Museum, New York, USA; and Kadist Foundation, Paris, France.



Tadaskia
Ph. Patricia Giufrida

"When | draw, | close my eyes, | have a habit of closing my eyes
and opening my eyes. What is at stake in the drawing is the
movement of my hand and how the paper or surface will receive
this flight, this play, this line. And, many times, the line bends
toward a place | hadn’t noticed, because, since | have my eyes
closed, it goes places that I, even though I think it’s a place I'd
imagined, when | open my eyes, it’s another place or the lines got

tangled up”

— Tadaskia



o




Two distinct yet intercommunicating branches of Verzutti’s practice emerge in Praia
noturna com jangadas (2022) and Venus with drawing / Vénus com desenho (2022).
In the first, a painted bronze wall relief, abstract forms recall aquatic life and
fragments of driftwood, suggesting an encounter between sand and sea. The
surface condenses organic matter and geological memory, hovering between
landscape and trace. In the second, Verzutti turns to a totemic figure that directly
references the Venus of Willendorf, activating archaeological associations with
femininity and fertility. This archaic register is offset by a contemporary aura, visible
in the sheen of the material and the organic spontaneity of the gestures inscribed
across its surface. If each work is grounded in a different register—from the
maritime to the corporeal to the terrestrial—together they outline a sculptural
practice that operates as a site of friction between matter, time, and image, where

divergent temporalities and material conditions converge and transform.



ERIKA VERZUTTI

Praia Noturna com Jangadas / Nocturne Beach with Rafts, 2022
Oleo sobre bronze [0il on bronze]
42x35x4cm[16.5x13.7x1.51in

Edi¢ao de [Edition of ] 3+ 2 AP | 3/3

USD 46,000 + applicable taxes [taxas aplicaveis]



ERIKA VERZUTTI
Praia Noturna com Jangadas / Nocturne Beach with Rafts, 2022



ERIKA VERZUTTI
Praia Noturna com Jangadas / Nocturne Beach with Rafts, 2022



ERIKA VERZUTTI

Venus with Drawing / Vénus com Desenho, 2022
Bronze

60 x 38 x 38 cm [23.6 x 14.9 x 14.9 in]

Edi¢ao de [Edition of ] 3+ 2 AP | 1/3

USD 55,000 + applicable taxes [taxas aplicaveis]



ERIKA VERZUTTI
Venus with Drawing / Vénus com Desenho, 2022
Detail [detalhe]



Erika Verzutti

Sao Paulo, Brasil, 1971

Erika Verzutti works with papier-maché, bronze, plaster, concrete, wax, acrylic and oil
paint, occupying the meeting place of painting and sculpture, in a comprehensive and
omnivorous practice. Her forms can spring from eggs, animals, fruits and vegetables,
as well as from an empirical manual molding process. The surfaces of her sculptures
are frequently rugged, scratched, furrowed and cut up. Her process encounters an
interplay between material properties and symbolic overtones, reprocessing both
modernist sculpture and vernacular construction. The artist connects an
archaeological temporality with the contemporary rhythm, like an infinite scroll,
through her tactile work that shelters disparate elements without hierarchizing them.
The network of allusion created by Verzutti’s sculptures produces a field of
resonances between the constructed figures and the cultural references that their

contours and silhouettes evoke.

Recent solo exhibitions include Sculptures Last Night, Pourquoi Paris?, Hotel Balzac,
Paris, France (2025); Sculptures With Wind, Fortes D’Aloia & Gabriel, Sdo Paulo, Brazil
(2025); The Life of Sculptures, LUMA Arles, Arles, France (2024); Notizia, ICA Milano,
Milan, Italy (2024); Erika Verzutti: New Moons, CCS Bard Galleries, Annandale-On-
Hudson, USA (2023); A indisciplina da escultura, Museu de Arte de S&o Paulo Assis
Chateaubriand, Sao Paulo, Brasil (2021) and Erika Verzutti, Centre Pompidou, Paris,
Franca (2019).

Verzutti’s work has been included in important public collections, such as Tate
Modern, London, UK; The Solomon R. Guggenheim Museum, New York, USA; Centre
Georges Pompidou, Paris, France; MASP - Museu de Arte de Sao Paulo Assis
Chateaubriand, Sdo Paulo, Brazil; Pinacoteca do Estado de Sdo Paulo, Sdo Paulo,
Brazil; MAM - Museu de Arte Moderna de Sdo Paulo, Séo Paulo, Brazil; Inhotim,
Brumadinho, Brazil; Carnegie Museum of Art, Pittsburgh, USA; Pinault Collection,

France.



Erika Verzutti
Ph Luisa Dorr

"The making of an artwork is like an egg being plopped. | have this
fantasy of making my work permanently “fertile” by creating a
forest of knowledge and affection out of which works would

blossom or be expelled or excreted.”

— Erika Verzutti






A new group of works, including Signals (2026), Breath! (2026), and To be rigid,
to flex (2026), extends Cass’s investigation into the making and unmaking of
geometry through a quieter, more contemplative register. Concrete elements
mark space in measured, rhythmic intervals, establishing a sense of order that is
gradually unsettled as sections begin to drift, tilt, or subtly diverge from one
another. What first appears as a stable system reveals itself as contingent, its

internal logic gently loosening over time.

Within this restrained field, small deviations accumulate, producing a spatial
experience that feels slightly unmoored, as if structure were subject to a slow,
internal sway. The works hold tension between fixity and release, where
geometry is not given but continually adjusted, tested, and undone. In an
atmosphere of suspension, form becomes attuned to duration and perception,

allowing space to register as something felt as much as constructed.



RODRIGO CASS

Breath!, 2026

Concreto, concreto branco e témpera sobre linho
[Concrete, white concrete and tempera on linen]
100x100x3cm [39.4x 39.4x1.2in]

USD 25,000 + applicable taxes [taxas aplicaveis]



RODRIGO CASS
Breath!, 2026




RODRIGO CASS

Signals, 2026

Concreto branco e témpera sobre linho

[White concrete and tempera on linen]
100x100x3cm [39.4x 39.4x1.2in]

USD 25,000 + applicable taxes [taxas aplicaveis]



RODRIGO CASS

To be rigid, To flex, 2026

Concreto, concreto branco e témpera sobre linho
[Concrete, white concrete and tempera on linen]

50x50.5x3cm[19.7x19.9x1.2in]

USD 15,000 + applicable taxes [taxas aplicaveis]



RODRIGO CASS
To be rigid, To flex, 2026



RODRIGO CASS
To be rigid, To flex, 2026



Rodrigo Cass

Sao Paulo, Brasil, 1983

Rodrigo Cass’s practice develops from a rigorous formal vocabulary focused on
structures, cuts, and discontinuities within the pictorial plane, unfolding into space
through canvases, reliefs, and video. His work brings together materials such as
concrete, fiberglass, and linen—often colored with tempera—in compositions where
planar surfaces extend into volumetric propositions. Having lived and trained within
the Carmelite order, Cass approaches abstraction as a means of investigating the
spiritual dimensions of color and form, in dialogue with the visions and mysteries of
the sacred. In his video works, projected onto sculptural supports, repetitive actions
unfold with measured cadence, gradually introducing processes of metamorphosis
in which materials shift states, accumulate, erode, or recombine. These sequences
lend duration to his inquiry into form, allowing transformation itself to register as a

physical and perceptual event.

His recent solo exhibitions include Rodrigo Cass: A Joyner/Giuffrida Visiting Artist
Program, Nevada Museum of Art, Nevada, USA (2025); libera abstrahere, Fortes
D’Aloia & Gabriel, Sdo Paulo, Brazil (2023); Figures, Gestures and Passages, Anthony
Meier Fine Arts, San Francisco, USA (2019); Espiritual-Vivente-Respira, Fortes
D’Aloia & Gabriel, Sdo Paulo, Brazil (2018); Mundo Vasto Mundo, Fortes D’Aloia &
Gabriel | Escritdrio Lisboa, Lisbon, Portugal (2018) and Até o Concreto, Fortes Vilaga,
S&o Paulo, Brazil (2016). Among his lates group shows is Estalo - 13° Bienal do
Mercosul, Porto Alegre, Brasil (2025).

The artist’s work has been included in important public collections, such as Centre
Georges Pompidou, Paris, France; TBA21 — Thyssen-Bornemisza Art Contemporary,
Vienna, Austria; MAM - Museu de Arte Moderna de Sdo Paulo, Sdo Paulo, Brazil;
Museu de Arte da Pampulha, Belo Horizonte, Brazil; Pinacoteca de Piracicaba,
Piracicaba, Brazil; Fundagdo R6mulo Maiorama, Belém, Brazil; Casa do Olhar Luiz

Sacilotto, Santo André, Brazil.



"Being revolutionary means using art, video and drawing to do
things that cannot be done in real life. This is the definition of the

word “revolution” that | like the most, a radical transformation.”

— Rodrigo Cass

Rodrigo Cass
Ph Eduardo Ortega
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