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Lygia Clark
Bicho (Invertebrado, versão 01), 1960
aluminum
4 21/64 x 11 13/16 x 10 5/8 in (variable dimensions)
alumínio
11 x 30 x 27 cm (dimensões variáveis)

Exhibition Exposição
2014 Lygia Clark, The Abandonment of Art,
MoMA - Museum of Modern Art, New York.
Publications Publicações
Lygia Clark, The Abandonment of Art, p. 172,
MoMA - Museum of Modern Art, New York, 2014.
Certificate of Authenticity of work of the
artist Lygia Clark, from the Cultural Association
“O mundo de Lygia Clark” (The World of Lygia
Clark), Nº000452. Registered in Rio de Janeiro,
Brazil, September 04, 2003.

Lygia Clark (Belo Horizonte, Minas Gerais, 1920 – Rio de Janeiro, Rio de Janeiro, 1988)
began her studies in Brazil with Burle Marx and Zelia Salgado and, in Paris, in 1950, where
she studied under Fernand Léger, among others. Upon returning to Brazil and moving
to Rio, she joined Grupo Frente, led by Ivan Serpa. In the 1950s, her researches turned
to what the artist came to call an “organic line”, which appears at the junction between
two planes. Thus, she developed a series of works entitled “Unidade” (1958), going
beyond the limits of the surface of the painting and abandoning the use of traditional
frames, and even incorporating the side of her works as a central element. In 1959,
a turning point marked Brazilian art, and Lygia’s career: the Neoconcrete Manifesto
was published, which gave rise to neoconcretism in the country. Collectively signed
by Clark, Lygia Pape, Ferreira Gullar, Amílcar de Castro, Franz Weissmann, Reynaldo
Jardim and Theon Spanudis, the essay defended an artistic production that would
oppose the “rationalist exacerbation” of concretism. From there, the artist quickly
moved towards the non-representation and the overcoming of the medium of painting.
That was how the famous ‘Bichos’ were born: metal works made up of geometric plates
with parts articulated by hinges, made between 1960 and 1964, which could be freely
manipulated by the public.

Lygia Clark
Superficie Modulada, 1955
gouache on paper
7 43/64 x 4 59/64 in (17 29/32 x 13 25/32 in with frame)
guache sobre papel
19,5 x 12,5 cm (45,5 x 35 cm c/ moldura)

Exhibition Exposição
1997 Lygia Clark: Retrospective,
Fundació Antoni Tàpies, Barcelona, Espanha.
Certificate of Authenticity of work of the
artist Lygia Clark, from the Cultural Association
“O mundo de Lygia Clark” (The World of Lygia
Clark), Nº000432. Registered in Rio de Janeiro,
Brazil, September 04, 2003.

Cícero Dias
Immobile, 1958
oil on canvas
36 3/16 x 28 49/64 in
óleo sobre tela
92 x 73 cm

Exhibitions Exposições
2018 Cícero Dias: Decades of 1920-1960,
Simões de Assis, São Paulo, Curitiba, Brazil.
2017 Cícero Dias: A Poetic Journey,
CCBB Centro Cultural Banco do Brasil, Brasília,
São Paulo, Rio de Janeiro, Brazil.
2015 Cícero Dias: Reminiscent, Simões de Assis, Curitiba, Brazil.
2012 Cor e Forma III, Brazillian Constructive Art,
Simões de Assis, Curitiba, Brazil.
2006 Cícero Dias: Eight Decades of Painting,
Museu Oscar Niemeyer, Curitiba, Brazil.
1997 Cícero Dias: Retrospective Exhibition,
Casa França-Brasil, Rio de Janeiro, Brazil.
1958 Universal International Exhibition Brussels,
Brazil Pavilion, Brussels, Belgium.
Publications Publicações
Cícero Dias: Decades of 1920-1960, p. 81,
Simões de Assis, 2018.
Cícero Dias: A Poetic Journey, p. 147,
CCBB -Centro Cultural Banco do Brazil, 2017.
Cor e Forma III, Brazillian Constructive Art, p.56,
Simões de Assis, 2012.
Cícero Dias, p. 153, Edition Jean Boghici/Icatu,1997.

Cícero Dias was an icon of Brazilian modernism, revealed in 1928 in his first exhibition in
Rio de Janeiro, standing out alongside Tarsila do Amaral and Di Cavalcanti (members of
the 1922 Modern Art Week). He moved to Paris in 1937 and got involved with Picasso,
Calder, Léger, Miró and the poet Paul Éluard, who wrote about him: “I met Cicero Dias, the
Brazilian, at Pablo Picasso’s, the Spanish. It is Paris that keeps their lights, their reason for
being: the light of Brazil, the light of Spain, the exuberance, the rigor.” Due the war, he settled
in Lisbon, and his work went through a radical change, with increasingly simpler lines and
the use of intense colors. He abandoned figuration and moved towards abstraction, with
geometric works of warm and luminous hues. After the war, Dias returned to Paris and
joined L´École de Paris and the Groupe Espace. He also joined the group of the newly
inaugurated Galerie Denise René, in 1947, where many of his exhibitions were held. “In
Brazil, the constructivist movement began only at the end of the 1940s. Its true pioneer
was Cícero Dias, who in 1946, in the French capital, began painting rigorously geometric
canvases”, said the critic Antonio Bento. In 1948, he painted, in Brazil, the first abstract
art murals in Latin America. From the 1950s onwards, he had an intense international
participation, like Venice and São Paulo biennials and museums exhibitions in Paris,
Washington, New York, São Paulo, Rio de Janeiro and Buenos Aires.

Judith Lauand
Untitled, 1964
oil on canvas
28 47/64 x 21 17/64 in
óleo sobre tela
73 x 54 cm

Judith Lauand (1922) is an important Brazilian painter and engraver, and was
a central figure in the concrete art movement in the country. She graduated in
1950 from the Escola de Belas-Artes de Araraquara, in the countryside of São
Paulo, where she studied painting and started creating figurative works like still
lifes and portraits. She moved to São Paulo in 1952, where she began to take
engraving classes and to experiment with the expanded possibilities of this
technique, moving toward abstraction. She became more aware of the European
avant-garde movements in 1953, while working as na educatorfor the 2nd São
Paulo Biennale and seeing works by Paul Klee (1879-1940), Piet Mondrian (18721944), and Alexander Calder (1898-1976). In 1955, she joined the Grupo Ruptura,
and became recognized as the only woman to officially integrate the group, which
also included names such as Waldemar Cordeiro (1925-1973), Geraldo de Barros
(1923-1998), and Luiz Sacilotto (1924-2003), among others. The interaction with
the concrete artists, both in the fields of visual arts and literature, encouraged
Lauand in her search for geometric forms, with mathematical precision and
reflection on the composition of lines, vectors and shapes.

Carmelo Arden Quin
Roa, 1950
lacquer on wood
17 3/8 x 20 7/8 in
laca sobre madeira
44 x 53 cm

Exhibition Exposição
2014 Carmelo Arden Quin: A Invenção Lúdica,
Simões de Assis, Curitiba, Brazil.
Publications Publicações
Carmelo Arden Quin: A Invenção Lúdica, p. 29,
Simões de Assis, Curitiba, Brazil, 2014.
Carmelo Arden Quin: Catalogue Raisonné, nº 297,
p. 222, L’Image et la Parole, 2008, Paris, France.

Carmelo Arden Quin was, in 1946, one of the founders
of the Madi Movement in Buenos Aires - one of the
most relevant artistic movements in Latin America. His
works represent an exponent production of the 1940s,
with the application of specific rules, such as the use of
geometry, polygonality, abstraction, movement, space
and color, with total freedom for the use of irregular
shapes. Throughout his life, Carmelo Arden Quin
exhibited individually and with the Madi group in galleries
and museums in Europe, the United States, and Latin
America, and today his work is part of the collections of
the main museums around the world.

Carmelo Arden Quin
L´Homme Aproximatif, 1949
lacquer on wood
27 x 15 7/8 in
laca sobre madeira
68,5 x 40 cm

Publication Publicação
Carmelo Arden Quin: Catalogue Raisonné, nº 256,
p. 219, L’Image et la Parole, 2008, Paris, France.

Carmelo Arden Quin
Forme et Relation, 1950
lacquer on wood
39 3/8 x 33 2/5 in
laca sobre madeira
100 x 85 cm

Publication Publicação
Carmelo Arden Quin: Catalogue Raisonné, nº 291,
p. 222, L’Image et la Parole, 2008, Paris, France.

Ascânio MMM
Triângulos 4, 1969
painted wood
39 3/8 x 39 3/8 x 6 6/8 in
madeira pintada
100 x 100 x 17 cm

Ascânio MMM was born in Fão, Portugal, in 1941, but has lived and worked
in Rio de Janeiro since 1959. He studied architecture and began to develop
his artistic work in 1966, while he was still at FAU; and, later on, in parallel, with
his architecture work. According to Ascânio, his education was fundamental
in structuring his research and career as an artist, always evidenced in the
relationship between sculpture, architecture, mathematics, and philosophy that
has been fixed as a central issue in his work. During the 1970s, his sculptures
were based on wooden slats modules painted in white, organized around an
axis, which develop progressions in vertical and horizontal twists, exploring the
question of light and shadow. From the 1990s onwards, he began to incorporate
other elements into his production - metal and color - without abandoning the
mathematical rationality that has always permeated his work.

Sergio Camargo was born in Rio de Janeiro in 1930 and studied
at the Academia Altamira in Buenos Aires under Emilio Pettoruti
and Lucio Fontana. He lived in Paris in the late 1940s, studying
with Gaston Bachelard and coming in contact with the work of
Constantin Brancusi, whose studio he frequently visited. He
returned to Brazil in 1953 and, in the following year, he exhibited
at the National Salon of Modern Art in Rio de Janeiro, whe he
also made his first figurative bronze sculptures. In 1961, he
returned to Paris, where he carried out his first experiments
with irregular structures in plaster, sand and fabric. In 1963, he
executed the first works of the series “Reliefs”, using wooden
cylinders to compose the piece. In the mid-1960s, he began to
work in marble, and in the 1970s began to produce his works
almost exclusively with this material.

Sergio Camargo
Untitled, 1980s
painted wood
14 7/9 x 8 6/8 x 7 4/8 in
madeira pintada
38 x 22 x 19 cm

Sergio Camargo
Untitled (#3208), 1968
painted wood
19 11/16 x 19 11/16 x 7 2/3 in
madeira pintada
50 x 50 x 19,5 cm

Publication Publicação
Sergio Camargo - Liber Albus, p. 179,
Cosac Naify, São Paulo, Brazil, 2014.

León Ferrari was one of the most important Argentine artists in the
recent history of Latin America. In his practice, he employed different
languages such as sculpture, drawing, calligraphy, collage, assemblage,
installation, and video. His work is marked by an intense process of
experimentation that reveals his character as a researcher and activist,
as well as the aesthetic investigation of language, the questioning of the
Western world, of the power and normatization that dictate the values
of Religion, Art, Justice, and the State. In the early 1960s, he began to
create metal sculptures. Gradually, he began to incorporate texture and
movement into his compositions by using plates of various sizes and
different materials, like glass bottles, cut-out images, and plastic objects.
In 1976, a military coup forced the artist and his family to leave Buenos
Aires and move to São Paulo. During his stay in Brazil, Ferrari joined the
local circuit of experimentalism, becoming involved in the process of
revitalizing language. During this period, he began working with videotext,
microfiche, postal art, and artist’s books, and also developed sound
sculptures on metal bars.

León Ferrari
Untitled, 1984
welded metal
29 1/2 x 14 3/8 x 14 3/8 in
metal soldado
75 x 36,5 x 36,5 cm

Willys De Castro
Pluriobjeto A6, 1988
acrylic on polished cedar wood
39 3/8 x 3 x 3 in ed. 1/10
acrílica sobre madeira de cedro polido
100 x 7,5 x 7,5 cm

Exhibition Exposição
1988 Aventuras da Ordem,
Gabinete de Arte Raquel Arnaud, São Paulo, Brazil.

Willys de Castro (Uberlândia, 1926 - São Paulo, 1988) was an important painter,
engraver, designer, set designer, costume designer and graphic artist. He worked
in various genres, which made him known for his multiple activities, but he
became celebrated in the Brazilian art history as a visual artist, his most extensive
phase of production and expression. In 1953, he began to execute constructive
works. The following year, with Hércules Barsotti (1914), he founded a graphic
design studio and took part in the Ars Nova movement. In 1958, he traveled to
Europe on a study tour and the following year, when he returned, he joined the
Grupo Neoconcreto in Rio de Janeiro, along with Hércules Barsotti, Ferreira Gullar
(1930), Franz Weissmann (1911 - 2005), Lygia Clark (1920 - 1988), among others.
Between 1959 and 1962, he produced the series Objetos Ativos, works that
explore the plane and volume as plastic elements. In this series, he explored the
subtle relation between shape, color, space and time, being one of the pioneers
in breaking away from the use of the two-dimensional surface of the canvas as a
medium for pictorial language.

Rubem Valentim
Composição, 1961
acrylic on canvas
15 6/8 x 11 6/8 in
acrílica sobre tela
40 x 30 cm

Exhibitions Exposições
2018-2019 Mother Africa: Pierre Verger e Rubem
Valentim, Galeria Berenice Arvani, São Paulo, Brazil.
2014 Histórias Mestiças, curated by Adriano
Pedrosa, Instituto Tomie Ohtake, São Paulo, Brazil.
2010 Afro Moderns: Journeys Through The Black Atlantic,
curated by Tanya Barson & Peter Gorschluter, Tate, Liverpool, England
and Centro Galego de Arte, Santiago de Compostela, Spain.
Publication Publicação
Afro Modern: Journeys Through The Black Atlantic, p. 122,
Tate, Liverpool, England.

Rubem Valentim (Salvador, 1922 - São Paulo, 1991) was a self-taugh artist whose
production began in the early 1940s. Between 1946 and 1947 he participated in
the renewal of the arts scene in Bahia. He lived in Rio de Janeiro after 1957, where
he came in contact with the Umbanda – in Bahia, he only knew the Candomblé.
It was also in Rio that he moved toward a concrete and abstract production: he
got to see Hélio Oiticica’s “metaesquemas”, which influenced him to abdicate
figuration. Thus, Valentim devoted himself to an increasingly geometric painting
with simplified shapes, symmetrical tendencies, and stylized compositions. His
constructive language distanced his work from an exotic perspective of AfricanBrazilian religions, while still keeping its roots – symbols such as the Machado
de Xangô, for example, can be identified throughout his pieces, as his own
iconography. Valentim lived in Rome between 1963 and 1966, after winning the
international travel award at the Salão Nacional de Arte Moderna (National Salon
of Modern Art). Upon returning to Brazil, he lived in Brasilia and his production
expanded into sculptures, murals and other medium, seeking a synthesis of what
interested him poetically and plastically, in what he called “Riscadura Brasileira”
(Brazilian Tracing).

Rubem Valentim
Relevo Emblema, 1979
acrylic on wood
19 6/8 x 27 4/8 x 1 5/8 in
acrílica sobre madeira
50 x 70 x 4 cm

Exhibitions Exposições
2018-2019 Mother Africa: Pierre Verger e Rubem Valentim,
Galeria Berenice Arvani, São Paulo, Brazil.
2016 A Pintura Pulsa, Galeria Berenice Arvani, São Paulo, Brazil.
2001-2002 Rubem Valentim: Light’s Artist,
Pinacoteca do Estado de São Paulo, São Paulo,
Museu de Arte Moderna da Bahia, Salvador e
Museu Nacional de Belas Artes, Rio de Janeiro, Brazil.
1994 Rubem Valentim Construção e Símbolo,
Centro Cultural Banco do Brasil, Rio de Janeiro, Brazil.
1992 Bahia Emblemas e Magia, Memorial da América Latina,
São Paulo, Brazil.
1980 Variações Meta-Signicas Visuais de Rubem Valentim,
Fundação Cultural do Distrito Federal, Brasília.
Publications Publicações
Rubem Valentim Construção e Símbolo, p. 55,
Centro Cultural Banco do Brasil, Rio de Janeiro, Brazil, 1994.
Variações Meta-Signicas Visuais de Rubem Valentim, p. 10,
Fundação Cultural do Distrito Federal, Brasília, Brazil, 1980.

Emanoel Araujo is a fundamental figure in expanding and renewing
perspectives on Afro-Brazilian art. Influential in many aspects,
besides being an artist, Araujo also had great institutional relevance
as the founder of the Museu Afro Brasil - the only Brazilian museum
exclusively dedicated to the production of black artists - and
director of the Pinacoteca de São Paulo, in addition to his work
as a collector, curator, critic, cultural manager, and museologist.
Today, he is one of the most important living artists in the history
of contemporary art in the country, with a unique research on AfroBrazilian identity and culture.

Emanoel Araujo
Xangô, 2021
wood, automotive paint, glass, axe, mask and beads
86 5/8 x 23 6/8 x 3 1/8 in
madeira, tinta automotiva, vidro,
machado, máscara e miçangas
220 x 60 x 18 cm

Emanoel Araujo
Adivinha quem vem para o jantar, 2021
wood, automotive paint, wooden objects,
stainless steel, beads, led lights and glass discs
86 6/8 x 24 7/8 x 4 in
madeira, tinta automotiva, objetos de madeira,
aço inox, miçangas, led e discos de vidro
220 x 63 x 10 cm

Deoscóredes Maximiliano dos Santos (Salvador, Bahia,
1917 - Idem, 2013) was a sculptor, writer and religious leader,
affectionately known as “Mestre Didi”. The artist started
executing ritual objects in his childhood and, soon, he learned
to manipulate materials, shapes and objects from the oldest
practitioners of the cult of the Orisha Obalúayé. Making use of
natural materials such as shells, seeds, leather, palm tree veins
and leaves, etc., the artist has an inexhaustible production,
perpetuated in constant renewals. His works are like a union
of ancient wisdom, the living expression of continuity and
historical permanence in the creation of a new aesthetic that
unites past and present, the ancient to the contemporary,
abstraction to figuration, forms composed sometimes as
totems, sometimes as intertwined curves. His sculptures, in
their core, are the synthesis of the relationship between man
and the sacred that holds the intimate spirit of things and how
they intertwine the wisdom of the sacred and the profane.

Mestre Didi
Catisal - Sasará Ati Ibiri Meta, 1968
palm tree trunk, painted leather, shells and beads
24 3/8 x 7 4/8 x 4 6/8 in
24 x 8 3/8 x 8 3/8 in
tronco de palmeira, couro pintado, conchas e miçangas
62 x 19 x 12 cm
61 x 21x 21 cm

Mestre Didi
Opa Esin Meta Kesi - Segundo cetro da três lanças, 2002
palm tree trunk, painted leather, shells and beads
74 1/8 x 23 5/8 x 9 7/8 in
tronco de palmeira, couro pintado, conchas e miçangas
188 x 60 x 25 cm
Exhibition Exposição
2018 This is black stuff: 130 years of the Abolition of Slavery,
curated by Emanoel Araujo, Museu Afro Brasil, São Paulo.
Publications Publicações
This is black stuff: 130 years of the Abolition of Slavery, p.178,
curated by Emanoel Araujo,Museu Afro, São Paulo, Brasil, 2018.

Niobe Xandó (Campos Novos Paulista, 1915-2010) was a self-taught
artist with over five decades of production. The deviation from any
clear-cut artistic current or movement is possibly the only consistent
characteristic in her trajectory. After the initial contact with the
figurativism and the short phase of her “Flores Fantásticas” (Fantastic
Flowers), Xandó carefully developed the search for a writing based on
signs and symbols, creating a new form of communication between
verb and image. During a brief period residing in Bahia, Xandó
recognized the deep-rooted African influence in the Brazilian national
culture, creating masks and totems. Against the trends of concrete art
and, soon, the conceptual art of the 1970s, Xandó was never affiliated
to any movement. What was always of interest to the artist was the
mutation of beings and their signs.

Niobe Xandó
Untitled, 1967
oil on canvas
43 5/16 x 39 3/8 in
óleo sobre tela
110 x 100 cm

Zéh Palito first became involved with street painting, murals,
and graffiti in the countryside of São Paulo, an activity that
strengthens local communities and addresses pressing social
issues. His interest in this public aspect of painting led him
to expand his research to other countries, making trips and
spending time in Africa and the United States. Combining
his academic training as a designer and the experiences of
painting murals, he further expanded his studies on color,
technique, composition, and vectorization, resources that still
influence his choices in his current pictorial language. Often, the
starting point for his works is the representation of ethnic and
social minorities, with emphasis on the presence of black and
indigenous people, in environments surrounded by elements
that are reminiscent of Brazilian tropicalism, with a strong
presence of fruit and fantastic hues. In parallel, he also makes
use of a very media iconography, including images of sneakers,
clothes and brands, cars and other objects.

Zéh Palito
I swam against their waves, 2021
acrylic on canvas
63 x 49 2/8 in
acrílica sobre tela
160 x 125 cm

Zéh Palito
A Primeira Vista, 2021
acrylic on canvas
63 x 47 3/8 in
acrílica sobre tela
160 x 120 cm

Gonçalo Ivo was born in Rio de Janeiro in 1958. He graduated as na
architect from Universidade Federal Fluminense, and studied in 1976 with
Aluísio Carvão and Sérgio Campos Melo at the Museum of Modern Art,
in Rio de Janeiro, where he later taught from 1983 to 1986. In 1984 he
participated in the anthologic exhibition “Como vai você, Geração 80?”
(How are you, Generation 80?) at the Escola de Artes Visuais do Parque
Lage, in Rio de Janeiro, being the first artist of his generation to have a solo
show at the Museu de Arte Moderna do Rio de Janeiro in 1994. His work
has been exhibited in Brazilian and international museums and has also
been in prestigious national and international galleries.

Gonçalo Ivo
Cosmogonia/Terra, 2021
tempera, oil, collage and golden leaf on linen
70 4/5 x 47 1/4 x 1 2/4 in
têmpera, óleo, colagem e folha de ouro sobre linho
180 x 120 x 4 cm

Juan Parada
Neutrino’s Journey , 2021
glazed ceramic on aluminum
56 1/3 x 59 x 2 1/3 in
cerâmica vitrificada sobre alumínio
143 x 150 x 6 cm

Juan Parada began his research in ceramics in 2003. Since then, he has
been working with installations, sculptures, urban interventions and spatial
insertions. A significant part of his production are the “Geometric Reliefs”,
which present a particular interest of the artist in graphic-sculptural issues
he explores in reliefs on the two-dimensional plane of the wall. According
to Parada, these are experiences of progression and flow of geometric and
organic forms, arising from structural solutions and natural phenomena. In his
production, references to generative forms are also added, both in micro and
macro scale, in volumes that act in a mathematical logic, in which patterns
emerge from modified algorithms.

The dutch artist Frank Ammerlaan (Sassenheim,
Netherlands, 1979) takes a special interest in questions
such as the potential of his materials, the effect of color,
the suggestion of time and space, and above all, the
tension between the presence of physical matter and
the suggestion of an ephemeral experience. His singular
approach to painting leads him to produce pieces through
different practices and techniques, employing scientific
procedures and deeply researching the nature of the
materials he uses. Ammerlaan’s work fits much more
squarely into a very different tradition from modernism:
that of alchemy as an act of creation. Ammerlaan
very deliberately combines elements of modernism
with Abstract Expressionism’s fascination with lyrical
transcendence, for example, along with an interest in new,
untested techniques and materials. Creation: that’s what
matters to Ammerlaan – the search for new materials and
new forms, in order to create unprecedented experiences
for the viewer.

Frank Ammerlaan
Untitled, 2021
lead
49 2/8 x 40 1/8 x 2 3/8 in
chumbo
125 x 102 x 6 cm

Frank Ammerlaan
Untitled, 2021
lead
49 2/8 x 39 3/8 x 4 6/8 in
chumbo
125 x 100 x 12 cm

Marina Weffort, in her artistic practice, differs fundamentally
from what is expected from textile art, since her work is
marked by an exercise ofconstruction through subtraction
and juxtaposition. With no great artifices, including in the way
the pieces are presented (as they are attached with small nails
directly on the wall or in discreet acrylic boxes), these works
make use of the structured rigor of the chosen material - premade voile cloths. The repertoires of tears and removal of matter
generate, in a familiar way, images, volumes and textures in the
plane of the textile wefts that the artist manipulates, in an inverse
constructive logic: Weffort unravels these fabrics at the limit
of their total dismantling, straining compositional elements of
fullness and emptiness, surface and depth, light and shadow.
However, although preferred, textiles are not the artist’s only
explored medium; in parallel, she also works with other materials,
including watercolors and installations.

Marina Weffort
Untitled, 2021
fabric and pins
20 1/8 x 16 2/8 x 1 2/8 in
tecido e alfinetes
71 x 61 x 5 cm

Julia Kater elaborates her work guided by a thematic axis: visual
improbability. Through photography, she captures fleeting moments,
catches ephemeral events, revealing details that would normally go
unnoticed because they are modest or absolutely banal. The artist’s
research starts from the contemplation of something larger than
the human scale: from nature and its immensity; and, at the same
time, from the emptiness provided by the passage of time. With this
dimension in mind, Kater also makes use of other medium, producing
installations and objects through which she elaborates thoughts and
unfolds issues such as memory, collective imaginary, and erasure
– the cause of the gradual loss of most truths. These themes are
recurrent in her audiovisual pieces, in which sound becomes an
additional layer of information.

Julia Kater
Untitled, 2021
photo collage on paper
26 1/3 x 22 in
colagem de fotografia sobre papel
67 x 56 cm
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