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Celebrating
25 Years

We are delighted to mark our 25th anniversary with a carefully
selected presentation of 25 works, to be unveiled on the opening
day of Art Basel. This gesture reflects both the breadth and
continuity of the gallery’s programme, including recent and
historical paintings, sculptures, photographs and a video by a
multigenerational group of artists that together embody the
intellectual and sensorial affinities that have shaped our identity.
Included in this celebratory display are a number of works that take
part in the Art Basel Exclusive program. This new initiative
preserves the live experience of the works over their digital images,

and therefore are not featured in our preview.

The booth features works by Anderson Borba, Barrdo, Leda
Catunda, Rodrigo Cass, Cerith Wyn Evans, Tatiana Chalhoub, Tiago
Carneiro da Cunha, Marcia Falcéo, Pélagie Gbaguidi, Lucia Laguna,
Sophia Loeb, Rodrigo Matheus, Beatriz Milhazes, Ernesto Neto,
Rivane Neuenschwander, Damian Ortega, Mauro Restiffe, Marina
Rheingantz, Valeska Soares, Gokula Stoffel, Iran do Espirito Santo,
Tadaskia, Antonio Tarsis, Janaina Tsché&pe, Yuli Yamagata, Erika

Verzutti and Luiz Zerbini.






Barrdo’s Isso, aquilo e o aquilo outro (2026) is constructed from fragments of
porcelain objects recombined into a dense assemblage in which plates, vessels,
and ornamental elements dissolve into a continuous and unstable body. Executed
entirely in blue and white, the sculpture evokes the chromatic vocabulary of
traditional Portuguese azulejaria, appropriating the visual language of decorative
tilework only to distort and reconfigure it through accumulation, compression, and
excess. Handles mutate into protrusions, floral motifs fold into amorphous volumes,
and glazed surfaces patterned with delicate designs are forced into abrupt and
improbable proximities. Stripped of their original functions, the porcelain fragments
no longer operate as domestic objects but as compositional units of color, texture,
and memory. Through epoxy assemblage, Barréo transforms the ornamental order
historically associated with decorative tradition into a dynamic form, producing an
ironic displacement in which cultural heritage becomes unstable, excessive, and

continuously mutating.



BARRAO

Isso, aquilo e o aquilo outro, 2026

Porcelain and epoxy resin [Louga e resina epoxi]
94 x 48 x 40 cm [37 x 18.9 x 15.7 in]

USD 35,000 + applicable taxes [taxas aplicaveis]



BARRAO
Isso, aquilo e o aquilo outro, 2026







Two wall reliefs by Anderson Borba expand the material and conceptual possibilities
of wood through surfaces enveloped in collaged layers of digitally manipulated
images. Combining carving, collage, oils, and varnishes, the artist transforms the
wooden structures into unstable compositions in which texture and image
continuously overlap and contaminate one another. Grooves, incisions, and
accumulated pictorial fragments interrupt the continuity of the forms, while
distorted photographic elements adhere to the volumes like membranes, producing
an ambiguity between organic matter and mediated representation. Rooted in a
process-oriented approach that merges sculptural tradition with contemporary
visual languages, Borba treats wood as a mutable material capable of absorbing
gesture, memory, and projection. In these works, the tactile density of the carved
surfaces collides with the artificiality and fragmentation of digital imagery,
generating abstractions that unsettle distinctions between surface and structure,

matter and representation.

Anderson Borba’s first institutional presentation in Scotland, The Unearthed, is on
view at CAMPLE LINE.
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ANDERSON BORBA

3 Fields, 2026

Wood and paper [Madeira e papel]

68 x114x6cm[26.8x44.9x2.41in]

USD 16,000 + applicable taxes [taxas aplicaveis]



ANDERSON BORBA
3 Fields, 2026
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Rodrigo Cass’ “Mystic Sigil”, is part of the artist’s investigation into the making
and unmaking of geometry through a quiet, 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. In
Sensitive Studies (2014), Rodrigo Cass reflects on time, persistence, and
erasure through repeated acts of writing and drawing on a chalkboard. Words
such as "manifesto” and “America” emerge interspersed with traced lines and
geometric forms, only to fade or disappear as the surface is gradually wiped
clean. Through accumulation and disappearance, the video piece transforms
drawing into a temporal process in which language, memory, and abstraction

remain unstable.

Rodrigo Cass is currently the subject of Geometria Sensivel, his first solo show
in Portugal, at Brotéria, Lisbon and the Universidade Catdlica Portuguesa
School of Arts, in Porto. The artist will also feature in the 39th Panorama da
Arte Brasileira — Depois que tudo foi dito, [after all has been said] opening in

September at MAM - Museu de Arte Moderna de S&o Paulo.



RODRIGO CASS

mystic sygil, 2026

Concrete, white concrete and tempera on linen
[Concreto, concreto branco e témpera sobre linho]
60 x50x3cm [23.6 x19.7 x 1.2in]

USD 15,000 + applicable taxes [taxas aplicaveis]




RODRIGO CASS
mystic sygil, 2026
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Leda Catunda’s Terra Dourada (2025) represents the artist’s investigations into
soft sculpture and object-paintings. Framed in a plush velvet silhouette, a sun
shines on a profusion of golden droplet shapes, creating an image where depth
and landscape mingle with tactile surface effects. Catunda’s piece renders the
pastoral atmosphere an effusive arrangement of rhythmic elements, reaching
out from a still scene into the viewer’s space. Drawing on the visual voracity of
contemporary life, the artist creates haptic works that transform supports into
content, reprocessing textiles and the materials of consumer culture through
sensorial and pictorial excess. In Duas Gotas (2025), Leda Catunda presents a
composition formed by two drop-shaped textile surfaces bearing prints of
leaves and vine-like arabesques. The organic forms simultaneously evoke
droplets, insect wings — a recurring motif throughout the artist’s practice. By
combining imagery drawn from nature with industrial fabrics and decorative
patterns, Catunda creates a sensorial surface in which delicacy and artificiality

coexist.

Leda Catunda is featured in Futbol y Arte. Esa misma emocion at Museo Jumex,
Ciudad de México.



LEDA CATUNDA

Terra Dourada, 2025

Acrylic on tarp and velvet

[Acrilica sobre lona e veludo]

100 x 82 cm [39.4 x 32.3 in]

USD 60,000 + applicable taxes [taxas aplicaveis]
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LEDA CATUNDA

Terra Dourada, 2025






In Pdssaro-galho (2026), Tatiana Chalhoub develops a ceramic collage painting that
unfolds as an immersed and close-range view of nature, where forms appear
suspended between observation and transformation. Fragments of branches,
foliage, feathers, and organic contours traverse the surface in fluid transitions
between drawing and painting, allowing line, gesture, and empty space to guide the
composition’s movement. The work sustains an ambiguity between bird and branch,
as though vegetal and animal forms were slipping into one another through subtle
shifts of contour and rhythm. Chalhoub constructs a perceptual field in which
proximity dissolves distinctions between species, surface, and environment.
Through the interplay of ceramic fragments, painted passages, and open intervals of
space, the composition acquires a dynamic and atmospheric quality, evoking the

sensation of encountering forms in nature.



TATIANA CHALHOUB
Passaro-galho, 2026
Ceramic collage on high temperature glazed refractory plates

[Colagem de ceramica sobre placas refratarias esmaltadas em alta temperatura]
100 x70 cm [39.4 x 27.6 in]

USD 10,000 + applicable taxes [taxas aplicaveis]




TATIANA CHALHOUB
Passaro-galho, 2026






Drawing from the iconography of B-movies, comic books, and video games, Tiago
Carneiro da Cunha's Crush laranja/Orange crush (2025), combines the visual
language of animation with a sense of ironic humor. The works merge the critical
impulse of parody and caricature with an openly playful dimension of character
creation and supernatural scenes, while also harboring allegorical meanings, as if
we were facing a mythical repertoire of cosmic events. Tiago Carneiro da Cunha's
paintings deal with cosmic clashes between forces of nature and hybrid,

monstrous beings.



TIAGO CARNEIRO DA CUNHA

Crush laranja, 2025

Oil on canvas [Oleo sobre tela]

44 x33x4cm[17.3x13 x1.6in]

USD 8,000 + applicable taxes [taxas aplicaveis]




TIAGO CARNEIRO DA CUNHA
Crush laranja, 2025
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In Flare shrine after ‘Ptyx’...(2026) Cerith Wyn Evans captures a layered image
through overlapping translucent surfaces, reflections, and points of light, allowing
glare, transparency, and superimposition to become compositional elements. The
work functions as an homage to Stéphane Mallarmé’s Sonnet en X (often known as
the “Sonnet in Ix”), a poem whose dense constellation of images, sounds, and
linguistic echoes exemplifies the poet’s understanding of language as a material
and spatial form. Rather than serving solely as a vehicle for meaning, Mallarmé’s
poetry foregrounded the visual and structural dimensions of the page, generating
significance through the arrangement and interaction of discrete elements. Evans
approaches this legacy through photography, translating poetic procedures into a
visual register in which reflective surfaces and luminous scintillations establish a

field of relations across the image.



CERITH WYN EVANS

Flare shrine after 'Ptyx'..., 2026

Photogravure [Fotogravura]

Framed [Emoldurada]: 55.2 x 46.8 x 3.5cm [21.7 x 18.4 x 1.5 in]
Unframed [Sem moldura]: 34.6 x 27 cm [13.4 x 10.6 in]

Edition of [Edicdo de] 1+ 1 AP | 1/1

GBP 12,000 + applicable taxes [taxas aplicaveis]






In a painting from Marcia Falcdo’s Monumentais series, the artist constructs a
visceral pictorial field in which mass, flesh, and corporeal expansion become central
compositional forces. Through dense accumulations of paint, saturated chromatic
intensities, and forceful gestures, the canvas acquires a physical presence that
seems to exceed its own limits, as though the image were continuously swelling,
compressing, and unfolding outward into space. Bodily suggestion never stabilizes
into clear figuration, instead emerging through folds, protrusions, ruptures, and
dense material passages that oscillate between abstraction and corporeal
evocation. The painting’s monumental scale amplifies this sensation of immersion
and confrontation, transforming the surface into a site where sensuality, excess
fragility, and tension coexist. Rather than depicting the body directly, Falcdo
translates its weight, volume, and affective charge into a turbulent painterly

language.



MARCIA FALCAO

Manipuladora I, da série Monumentais, 2026

Oil and oil stick on canvas [Oleo e bastdo oleoso sobre tela]
120 x 160 cm [47.2 x 63 in]

USD 35,000 + applicable taxes [taxas aplicaveis]



MARCIA FALCAO
Manipuladora I, da série Monumentais, 2026






In Radical healing (2026), Pélagie Gbaguidi constructs a turbulent pictorial field
in which bodies, gestures, and chromatic fragments emerge through processes
of accumulation, erasure, and transformation. Figures appear bringing their
hands toward their mouths, as though caught between speech, breath, silence,
or acts of care, while floating colored circles drift across the surface like
bubbles, cells, or suspended psychic forms. Working with pigments and acrylic
on cotton, Gbaguidi develops a layered composition marked by porous contours,
pulsing anatomies, and gestural interruptions. Giving Birth (2026) extends
Gbaguidi’s engagement with the body as a site of transformation, vulnerability,
and collective becoming. A cluster of figures gathers around a central form
suggestive of childbirth, their faces emerging and dissolving within a fluid field
of color and gesture. Birth appears here not as an individual experience but as a
shared condition, one that binds bodies to networks of care, dependence, and

mutual formation.

Pélagie Gbaguidi is featured in Uncanny Valley: The Presence of Absence at The
Fralin Museum of Art, University of Virginia, and Musafiri: Of Travellers and Guests
at HKW Berlin.



PELAGIE GBAGUIDI

Giving birth, 2026

Pigments and acrylic on canvas [Pigmento e acrilica sobre tela]
146 x 129 cm [57.5 x 50.8 in]

EUR 46,000 + applicable taxes [taxas aplicaveis]




PELAGIE GBAGUIDI
Giving birth, 2026







In Paisagem n° 185 (2026), Lucia Laguna constructs a fragmented pictorial field
in which domestic, vegetal, and architectural elements coexist within an
unstable spatial structure shaped by overlap, interruption, and displacement.
Faucets, hoses, foliage, birds, vessels, and fragments of furniture emerge across
the canvas as partial and discontinuous presences, suspended between
recognition and abstraction. Circular forms operate as apertures or framing
devices that punctuate the composition, while the looping orange hose
traverses the surface like a drawn line, simultaneously connecting and
destabilizing the painting’s internal geometry. The work’s vivid chromatic
contrasts and layered planes evoke the dense visual experience of the urban
landscape, where architecture, vegetation, infrastructure, and everyday objects

accumulate within shifting systems of perception.

Throughout her oeuvre, Laguna maintains a sustained dialogue with the history
of painting, absorbing and displacing references that range from modernist
abstraction to landscape traditions. In Paisagem n° 185, expanses of color and
spatial intervals reminiscent of color-field painting, recalling artists such as
Richard Diebenkorn or Barnett Newman, give way to a fractured and unstable
pictorial space closer to Cézanne’s constructive tensions, in which figure is

continually reorganized through shifts in perception.



LUCIA LAGUNA

Paisagem n° 185, 2026

Acrylic on canvas [Acrilica sobre tela]

180 x 140 cm [70.9 x 55.1 in]

USD 180,000 + applicable taxes [taxas aplicaveis]



LUCIA LAGUNA
Paisagem n° 185, 2026
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Cristiano Lenhardt’s Desfazer Para Ser VIl brings together dyed textiles and ceramic
elements in works that unfold between painting, sculpture, and object. Using fabric
as a pictorial ground, the artist allows pigments, weathering, humidity, and
prolonged exposure to act directly upon the material, producing spontaneous stains,
irregular tonal transitions, and unstable chromatic fields that register the passage of
time as an active compositional force. Against these softened and permeable
surfaces, ceramic forms emerge as structural interruptions, establishing tensions
between fluidity and containment, gesture and geometry, permanence and
transformation. Rooted in a process-oriented approach that incorporates both
industrial and manual procedures, the series activates associations with ritual,
landscape, and mineral presence through its earthy palette, tactile density, and
layered materiality. In these works, textiles cease to function as passive supports,
becoming instead absorbent surfaces in which chance, erosion, and accumulation

operate as constitutive elements of the image.



CRISTIANO LENHARDT

Desfazer para ser VIII, 2025

Oil, oil pastel, crayon and enameled ceramics on linen

[Oleo, pastel oleoso, giz de cera e ceramica esmaltada sobre linho ]
100 x 100 cm [39.4 x 39.4 in]

USD 18,000 + applicable taxes [taxas aplicaveis]




CRISTIANO LENHARDT
Desfazer para ser VIil, 2025
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In Figura solitaria (2026), Rodrigo Matheus uses acrylic threads on fabric to
construct a suspended landscape in which a thin horizon line, a pale blue sky,
and an anonymous floating form emerge through subtle shifts of texture and
weave. The synthetic threads accumulate into condensed surfaces that oscillate
between image and object, producing a spatial ambiguity in which the scene
appears simultaneously distant and materially immediate. Rather than stabilizing
into a clearly identifiable landscape, the composition remains deliberately
indeterminate, as though the floating form were suspended between geological
fragment, artificial structure, and atmospheric apparition. In this body of work,
the material loses its utilitarian function to operate as painting, textile, and relief,
transforming synthetic matter into a sensitive surface animated by light, density,

and tactile vibration.



RODRIGO MATHEUS

Figura solitaria, 2026

Acrylic threads on fabric [Fios de acrilico sobre tecido]
Emoldurada [Framed]: 51 x 66.5 x 11 cm [20 x 26.1 x 4.3 in]
USD 12,000 + applicable taxes [taxas aplicaveis]



RODRIGO MATHEUS
Figura solitaria, 2026
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Beatriz Milhazes’s A ordem dos sons da vida Il (2024) unfolds her ongoing
investigation into color, abstraction, and rhythm through a composition constructed
from the layering of different types of paper, floral patterns, arabesques, and diverse
graphic elements. The work foregrounds a central procedure within her practice:
the construction of dense, pulsating surfaces in which visual fragments are
accumulated, displaced, and reorganized into complex structures of repetition and
contrast. Printed cutouts, circular forms, and decorative motifs coexist in an
unstable balance between order and excess, articulating references that traverse
ornamental traditions, popular culture, modernist abstraction, and tropical
imaginaries. Between formal precision and visual exuberance, Milhazes produces a
vibrant surface in which ornament asserts itself as an autonomous language and
organizing force within the composition. Throughout the artist’s oeuvre, collage and
painting operate in continuous dialogue, with each medium informing the logic and
materiality of the other. Fragments gathered through cutting, layering, and
juxtaposition often function as compositional generators, later translated into

painted form through processes of transfer and accumulation.

Beatriz Milhazes: gravuras do acervo da Pinacoteca de Sdo Paulo is on view at at
Edificio Pina Estagdo — Pinacoteca de Sao Paulo, bringing together 27 prints
produced between 1996 and 2019.
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BEATRIZ MILHAZES

A Ordem dos Sons da Vida 111, 2024

Collage of various papers on paper [Colagem de papéis variados sobre papel]
102 x 112.5 cm [40.2 x 44.3 in]

Upon request [Sob consulta]
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BEATRIZ MILHAZES

A Ordem dos Sons da Vida Ill, 2024






In Bicho de parede szeb - insepa 7 (2026), Ernesto Neto brings together crochet,
bamboo, and wood in a wall sculpture that simultaneously evokes organism,
architecture, and ritual structure. Suspended through systems of tension, fitting, and
support, the work recalls the presence of an insect in motion, as though the form
were slowly attaching itself to or climbing across the wall. Textile membranes
stretched between rods and pegs generate an unstable system of weight, balance,
and suspension in which soft, flexible materials remain in continuous dialogue with
rigid structural elements. Central to Neto’s practice, the fusion of constructed form
and organic life dissolves distinctions between body, shelter, and environment,
bringing the sculpture close to a kind of biomorphic architecture. Between
transparency, porosity, and material tension, the work activates relationships of
connectivity and interdependence, transforming the structure into a sensitive

organism in which balance and transformation remain inseparable.

Neto’s immersive, large-scale installation SunForceOceanLife (2021) is on view at

the Museum of Fine Arts, Houston.



ERNESTO NETO

szeb - insepa 7,2026

Cotton thread crochet, bamboo and wood

[Croché de barbante de algod&o, bambu e madeira ]
230 x 110 x 22 cm [90.5x 43.3 x 8.7 in]

USD 70,000 + applicable taxes [taxas aplicaveis]



ERNESTO NETO
szeb - insepa 7,2026






Since 2019, Rivane Neuenschwander has developed a body of work using
handmade dolls to represent figures drawn from the contemporary political
imaginary. In The Unsubmissive (2025), the artist brings together three characters
— a bat modeled after Bernie Sanders, a capybara evoking Che Guevara, and a
black panther associated with Angela Davis — each embodying positions of
resistance within a polarized social landscape. Through these figures,
Neuenschwander constructs a constellation of counter-hegemonic voices that
confront authoritarianism, nationalism, economic inequality, and the erosion of
collective rights. Tempestuous Lover (2026) develops a new aspect of the artist’s
engagement with memory, and emotional experience. The work is based on
drawings made by teenagers under their school desks, which the artist
reinterprets through different materials and formal strategies. Rather than
focusing on childhood—often central to her practice—the work turns to the more
unstable emotional terrain of adolescence, marked by melancholy, desire, and

dramatic self-expression.

Rivane Neuenschwander is featured in A velvet ant, a flower and a bird at the lan
Potter Museum of Art, University of Melbourne, and in Nature, The Architect at the

Museo de Arte Moderno de Buenos Aires.



RIVANE NEUENSCHWANDER

As Insubmissas | The Unsubmissive, 2026

Mixed media [Materiais diversos]

Variable dimensions [Dimensdes variadas]

USD 70,000 + applicable taxes [taxas aplicaveis]
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Pdéscldsica (2025), by Damian Ortega, transforms glass bottles into a sculptural
mask in which fragmentation, transparency, and precariousness converge within a
structure that appears simultaneously ritualistic and improvised. The work forms
part of the artist’s broader and ongoing investigation into masks as sculptural
devices capable of absorbing social, symbolic, and psychological projections
through the transformation of ordinary materials. Assembled through processes of
accumulation, fitting, and material tension, the industrial containers lose their
utilitarian function to acquire an ambiguous presence between archaeological
artifact, urban residue, and totemic figure. Necks, curves, and translucent surfaces
reorganize themselves into a composition that oscillates between face and
abstract assemblage, while variations in color and reflection produce an unstable
interplay between opacity and luminosity. Through the recombination of bottle
fragments into a precarious and continuously mutating form, Ortega produces an
ironic tension between contemporary systems of consumption and ancestral ritual

structures.

Damian Ortega is currently the subject of matéria e energia, a major survey show at
MASP - Museu de Arte de Sdo Paulo, and presents Planets: Battle, Paper, his first
exhibition in China, at Art Matters, Hangzhou.



DAMIAN ORTEGA

Posclasica, 2025

Glass on maché paper and kraft paper [Vidro sobre papel maché e papel kraft]
29x28x19cm[11.4x 11 x7.51in]

USD 35,000 + applicable taxes [taxas aplicaveis]



DAMIAN ORTEGA
Posclasica, 2026







In Melnikov #2 (2015) and Pampulha (2010), Mauro Restiffe transforms
architectural space into a dense visual field articulated through light, reflection,
and spatial ambiguity. Windows, walls, glass surfaces, and structural lines
become suspended between documentation and abstraction, producing
compositions in which architecture appears both rigorously constructed and
perceptually unstable. In the image of the Melnikov House, sharp contrasts of
light and shadow emphasize the geometric clarity of the Constructivist interior,
while traces of artistic labor lend the space a silent and temporal dimension. In
Pampulha, reflections of surrounding foliage spread across the glass panes of
the Museu de Arte da Pampulha, dissolving distinctions between interior and
exterior, building and landscape. Across both works, Restiffe employs
monochrome photography to heighten textures, reflections, and subtle
gradations of luminosity, transforming architecture into a site where material

structure and atmospheric experience continuously intersect.



MAURO RESTIFFE

Pampulha, 2010

Gelatin silver print [Fotografia em emulséo de prata]

Framed [Emoldurada]: 65 x 97 x 5 cm [25.5 x 38.1 x 1.9 in] | Unframed [Sem moldura]: 62 x 94 cm [24.4 x 37 in]
Edition of [Edicdo de] 5+ 2 AP | 4/5

USD 12,000 + applicable taxes [taxas aplicaveis]



MAURO RESTIFFE
Pampulha, 2010



Iran do Espirito Santo



In Vaso cheio (2013), Iran do Espirito Santo condenses optical precision and
conceptual displacement into a granite sculpture reduced to the elementary
geometry of a cone. Executed at the scale of an ordinary vessel yet stripped of all
descriptive detail, the work establishes a paradox between title and form: while the
object no longer resembles a conventional vase, its polished circular surface
suggests the tension of a liquid filled precisely to the brim.The dense opacity of
granite contrasts with the illusionistic suggestion of fluidity produced by the
reflective top plane, destabilizing distinctions between solid and liquid, abstraction
and representation, object and image. The work also engages the problematics of
simulacrum and ideal form that traverse much of the artist’s oeuvre. Although the
sculpture approaches a purified geometric condition, the material density, weight,
and veining of granite continually interrupt the possibility of complete abstraction or
perfect equivalence between object and idea. Rather than arriving at an idealized
form detached from matter, Vaso cheio insists on the irreducible presence of
materiality itself, exposing the tension between conceptual precision and the
physical contingencies that resist it.



IRAN DO ESPIRITO SANTO

Vaso cheio, 2013

Granite [Granito]

26 x15x15cm [10.2 x 5.9 x 5.9 in]

Edition of [Edicdo de] 3+ 1 AP | 1/3

USD 40,000 + applicable taxes [taxas aplicaveis]



IRAN DO ESPIRITO SANTO
Vaso cheio, 2013






Valeska Soares’ Campo minado [minefield] (1989) is a historical work in which the
artist addresses formal questions of sculpture, such as weight, gravity, and
apparent suspension, through metaphorical and material tension. White feathers
burst from beneath a cast iron sphere in a silent explosion seemingly frozen in
space and time, transforming opposing physical properties into a precarious
image of violence and fragility. Crossing semantic associations with the sensory
qualities of matter, Soares constructs a composition in which density and
lightness, compression and dispersal, permanence and ephemerality remain in
unstable balance. The work’s suspended stillness intensifies its latent dramatic
charge, as though the instant of impact or rupture had been indefinitely
prolonged. Through minimal means, Minefield condenses bodily vulnerability,
contained force, and poetic ambiguity into a sculptural image that appears both

monumental and accidental.

Valeska Soares is featured in Rhapsody: Works from the Cooper Rosenwasser

Collection at the Berkeley Art Museum and Pacific Film Archive.



VALESKA SOARES

Campo Minado, 1989

Feathers and cast iron [Penas e ferro fundido]
Variable height [Altura variavel]

30x30x30cm [11x11x11in]

USD 150,000 + applicable taxes [taxas aplicaveis]



VALESKA SOARES
Campo Minado, 1989







Two paintings by Gokula Stoffel unfold as luminous landscapes in which linen
mounted on woodboard becomes the ground for scenes configuring both
atmosphere and apparition. Through iridescent surfaces and opaline finishes, the
artist dissolves contours into fluid transitions of light, allowing forms to liquefy and
disperse across compositions animated by subtle glimmers and chromatic
vibrations. In the first work, a solar landscape emerges through warm tonalities and
radiant fields of color that evoke heat, expansion, and vegetal abundance, while the
second shifts into a nocturnal register in which stars punctuate a vaporous sky and
diffuse luminosity settles over the scene like mist.



GOKULA STOFFEL

Forest, 2026

Qil on linen on woodboard

[Oleo sobre linho sobre painel de madeira]
50x40cm[19.7 x 15.7 in]

USD 6,000 + applicable taxes [taxas aplicaveis]
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In Untitled (2025), Hiroshi Sugito constructs a composition in which vertical
bands of green traverse delicate streaks of white, evoking a meteorological
phenomenon glimpsed through two curved forms that simultaneously recall
architectural arches, porticos, or a constructed vantage point overlooking a
turbulent atmosphere. The painting operates within an unstable threshold
between abstraction, landscape, and perceptual memory, articulating images
that seem to emerge slowly from the surface without ever fully settling into
definition. Working with acrylic and pigment on paper and canvas, Sugito builds
rarefied chromatic fields in which collage procedures, repetition, and subtle
tonal shifts produce a continuous sense of temporal and spatial suspension. The
curved structures function less as fixed architectural elements than as framing
devices that guide the gaze toward an atmospheric landscape in constant

transformation.
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HIROSHI SUGITO

[Acrilica e pigmento sobre papel e tela]

Acrylic and pigment on paper and canvas
194 x130x3cm [76.3x 51.1x 1.11in]

Sem titulo | Untitled, 2025

USD 55,000 + applicable taxes [taxas aplicaveis]



HIROSHI SUGITO

Sem titulo | Untitled, 2025






In humanly human e a serpente Il (2026), Tadaskia constructs a suspended painting,
hanging from a wooden stick. The unstretched canvas acquires the presence of a
provisional body or banner, emphasizing gravity, tension, and physical vulnerability.
Oil, oil stick, and metallic paste accumulate across the surface in dense passages
interrupted by razor incisions and scraped marks, allowing forms to surface through
abrasion as much as through painting itself. A figure appears gradually within these
layers, almost as a double of a primordial human presence, emerging through cuts,
and exposed traces left by the blade. At moments the composition thickens into
compressed accumulations of matter; elsewhere it opens into zones of breath and
suspension, as though the figure were learning to detach itself from the background
while simultaneously risking disappearance again. Between error and precision,
opacity and exposure, the painting unfolds as a site of continual becoming, where
the image remains inseparable from processes of rupture, hesitation, and

transformation.

Tadaskia, recipient of the 2025 K21 Global Art Award, presents her site-specific

installation at K21 in Disseldorf



TADASKIA

humanly human e a serpente I, 2026

Oil, oil stick and metalic paste on canvas and stick

[Oleo, bast&o oleoso e pasta metalica sobre tela e graveto]

Canvas [Tela]: 185 x 116.5 cm [72.8 x 45.8 in]

Overall dimensions [Dimensdes totais]: 185 x 200 cm [72.8 x 78.7 in]
USD 35,000 + applicable taxes [taxas aplicaveis]




TADASKIA

©
Al
o
N
(]
-’
c
[
o
f
(]
(7]
©
(]
c
©
£
=3
L
>
c
o
£
=]
I



et
3

b "1_,._,};;&4

e




Antonio Tarsis’s Untitled (Catastrophe orchestra #1) (2025 — 2026) brings together
fragments of matchboxes, wood, and paper in a composition that stages a
choreography of collapse through the tension between matter, rhythm, and
memory. Drawing on his broader practice of reprocessing quotidian materials as
both compositional and critical devices, Tarsis mobilizes objects chosen precisely
for their fragility, exposing the visible effects of time, erosion, and loss through
their faded tones, brittle surfaces, and broken textures. These materials become
sites for ressignification through assemblage, abstraction, and suggestion, as
layers of visual accumulation transform them into metaphors for the instability of
both individual and collective memory. The work proposes a process in which
destruction and renewal remain inseparable, foregrounding the volatility of
everyday matter as a reflection of the precarious cycles of survival that shape

contemporary life.



ANTONIO TARSIS
Sem titulo | Untitled (catastrophe orchestra #1), 2025-2026

Matchboxes, wood and paper [Caixa de fosforos, madeira e papel]
80 x124cm [31.5x48.8in]

USD 32,000 + applicable taxes [taxas aplicaveis]



ANTONIO TARSIS
Sem titulo | Untitled (catastrophe orchestra #1),2025-2026






In Traumstille (2025), Janaina Tschédpe unfolds a panoramic pictorial surface in
which figuration, landscape, and abstraction remain in a continuous state of
transformation. The viewer is subtly invited to enter the painting’s shifting spatial
logic, as horizons tilt, elements appear to rotate, and forms emerge only to
dissolve again within the surrounding chromatic field. Through expansive,
physically charged gestures articulated alongside vivid palettes that evoke
vegetal, aquatic, and geological registers, Tschipe produces images that recall
less the representation of nature than the transcription of its rhythms, pulsations,
and internal dynamics. Rather than describing recognizable components of the
natural world, the painting translates processes of growth, erosion, flow, and
metamorphosis into non-descriptive visual elements capable of suggesting
unstable and non-rational perceptual states. Between painterly materiality and
oneiric atmosphere, the piece functions as a kind of dream register in which the
vitality of nature is transformed into a continuously mutable mental and imagetic

space.

Conversations with the sea, Tschépe’s first major solo show in the UK, is on view at
Hastings contemporary.



JANAINA TSCHAPE

Traumstille, 2025

Oil and oil stick on linen [Oleo e bast&o oleoso sobre linho]
218.4x406.4x5.1cm [86 x 160 x 2 in]

USD 225,000 + applicable taxes [taxas aplicaveis]



JANAINA TSCHAPE
Traumstille, 2025






Erika Verzutti’s relief White Night (2024) expands the artist’s investigation into
the tactile and imagetic possibilities of bronze through furrowed surfaces that
bring painterly processes into dialogue with sculptural presence. Matter appears
simultaneously modeled, excavated, and painted, producing dense fields in
which gesture, texture, and volume remain in constant tension. A characteristic
feature of Verzutti’s formally omnivorous approach, abstract, organic, and
landscape references coexist without ever fully stabilizing into a single image.
White Night vaguely evokes a mineral landscape, as though geological
formations, terrestrial reliefs, or sedimented natural structures were emerging

from the metallic matter.



ERIKA VERZUTTI

White Night, 2024

Oil on bronze [Oleo sobre bronze]

56 x45x 6 cm[22 x 17.7 x 2.4]

Unique [Unica]

USD 45,000 + applicable taxes [taxas aplicaveis]



ERIKA VERZUTTI g
White Night, 2024






In Obake (2026), Yuli Yamagata constructs a layered assemblage in which bone,
cotton, wire, acrylic, plastic, siliconized fiber, and painting converge into a body-
like surface articulating both seduction and latent menace. At its center, a real
bone functions as a material anchor around which disparate elements
accumulate, evoking an uncanny organism assembled from heterogeneous parts.
Flowers, padded forms, and looping wires extend outward from the pictorial field
into three-dimensional space, producing the sensation of organs, appendages,
or vegetal growths emerging beyond the limits of the support. Suspended
between painting and sculpture, the work assumes the presence of an alien

body whose internal logic remains elusive.



YULI YAMAGATA

Obake, 2026

Bone, cotton, wire, acrylic, plastic, siliconized fiber and chassis
[Osso, algodéo, arame, acrilica, plastico, fibra siliconada e chassi]
60x39x14cm[23.6x15.3x5.5in]

USD 8,000 + applicable taxes [taxas aplicaveis]




YULI YAMAGATA
Obake, 2026






In Igarapé (2026), Luiz Zerbini transforms a cluster of rocks into a vibrating and
unstable landscape animated by saturated color, rhythmic patterning, and optical
intensity. Characteristic of the artist’s practice, organic forms dissolve into
intricate networks of lines, reflections, and chromatic displacements that blur
distinctions between geology, vegetation, and hallucinated perception. The rocks
appear simultaneously solid and fluid, as though their mineral surfaces were being
continuously reabsorbed into pulsating fields of light and color. Through densely
layered brushwork and recurring motifs, Zerbini constructs an environment in
which natural elements become charged with sensorial and psychic energy,
evoking altered states of perception without relinquishing their material

presence.



LUIZ ZERBINI

Igarapé, 2026

Acrylic on canvas [Acrilica sobre tela]

160 x 160 cm [63 x 63 in]

USD 160,000 + applicable taxes [taxas aplicaveis]
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LUIZ ZERBINI

Igarapé, 2026
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