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CIRCULAR is a sculpture made for the exhibition Travessias, the inaugural 
group show in Bela Maré, a former warehouse that has become Complexo da 

Maré’s – one of  Rio de Janeiro’s largest slums – first cultural center. The sculp-
ture is a rented bus in which the seats have been occupied by stacks of  ma-
terials used in building (bricks, cement, tiles, etc), all bought in local stores. 
These stacks are a reference to Helio Oiticica’s maquettes with no scale (the 

READY CONSTRUCTIBLE sculpture), i.e, maquettes that hold no analogic ref-
erence to any specific building. The bus has become a container and a display 
of  construction sites or buildings and has had its functionality – to distribute 

workforce around the city – reversed: a “city” is now being distributed by it. 
The city is reduced to commodities – and the citizen, to pure workforce.

Helio Oiticica’s Ready Constructible, 1978







Circular, rented bus, construction materials, variable dimensions, 2011



Figure of Conversion # 1 (sergio/sainsbury’s)
3 framed photographs, carpet, clothes, supermarket products
120 x 80 cm (carpet) 60 x 90 cm (big photo) 
20 x 30 cm (small photos) 
2011



Figure of Conversion # 2 (joana/dia)
3 framed photographs, carpet, dress, supermarket products

120 x 80 cm (carpet) 60 x 90 cm (big photo) 
20 x 30 cm (small photos) 

2011



Figure of Conversion # 3 (celau/casino)
3 framed photographs, carpet, clothes, supermarket products
120 x 80 cm (carpet) 60 x 90 cm (big photo) 
20 x 30 cm (small photos) 
2011



Figure of Conversion # 4 (bob/monoprix)
3 framed photographs, carpet, dress, supermarket products

120 x 80 cm (carpet) 60 x 90 cm (big photo) 
20 x 30 cm (small photos) 

2011



installation view at Rendez-Vous 11, Institut D’Art Contemporain,  Lyon, France. On the foreground rack with B.O. stacks 



                            Troco Grande ( Big Change)
installation project for an art fair

wood, shelves, coins, sales counter, catalogue
variable dimensions

2011

The Big Change interrogates the value of  art and 
money,by attempting to establish an absolute equiva-

lence between them. The project consists of  the
reproduction in small scale of  an Argos Store, with its 

3 main elements: a catalogue, sales desks and storage 
facility. However the product to be sold is

money itself: residual coins bought from people whom 
usually neglect small change because of  its low value. 
Viewers will be able to choose the quantity of  change 

they want to acquire from the
catalogue. The price is the exact face value of  the coins: 

money changed for money.



two hipotetical spreads of  the catalogue piece for Big Change



                                                     B.O.
(offers bulletin)

folder
28 pages, 24 x 30 cm

7000 copies, free distribution
2010

B.O. is  the abreviation of  Boletim de Ocorrência, the 
document that brazilian police  office provides as a proof  

or register of   crimes or accidents. 

This reference here is crossed with supermarket advertis-
ing, the most simple form of  product photography.

The 28 page folder shows 27 quotidian products with 
false bottoms inside of  them. This  “sculptural “ proce-

dure is commonly used to traffic illegal goods without 
public awareness. However, in B.O. these illegal products 

are absent, only a void – that potentially could contain 
them – is seem.

  
This  piece was the recipient of  the XI Funarte Marc Ferrez 

Photography Award, Rio de Janeiro, 2010.
 



spreads of  B.O.



spreads of  B.O.



Gallery of Values

This exhibition was held in Centro Cultural Banco do Brasil, the 
former headquarter of  Brazil’s oldest bank, which became a 

cultural center in 1980. The only permanent exhibition there  is a  
collection of  money, called Gallery of  Values.

An homonymous exhibition was made, gathering works where the  
relation of  image and value is never stable. 

Titles
empty film canisters, adhesive tape

variable dimensions
2007



Exhibition views with Jazida (divisória), [steel shelves, film canisters, neoprene, 210 x 480 x 84 cm, 2007] 



Oratory 
television cabinet, cement, newspaper clips, lamp
40 x 40 x 60 cm, 2010
A collection of  newspaper clips showing pictures from the police of  seized money is pasted into the walls of  a maquette of  a cave, built 
inside a tv cabinet.



Exhibition views with Jazida (divisória), Oratory and Fish Eye



Fish Eye
253 digital photographs animated in flash
(34 min), wood, monitor, dvd player
400 x 210 x 70 cm  
2009

Rede Globo’s (main brazilian tv channel) watermark 
is shooted and animated. A highly seductive image is 
formed, but also disturbing once that after a few min-
utes watching it, viewers perceive this logo is marked 
in his or hers own retinae.



views of  Fish Eye



Channel # 1
photography 90 x 90 cm  

2010

Six fake bottoms are sculpted 
in a tv monitor. Each photo-
graph is a “slice” or a fake 

bottom of  this television 
filled with hidden money.



Channel # 2
photography 90 x 90 cm  2010



Channel # 3
photography 90 x 90 cm  2010



Channel # 4
photography 90 x 90 cm  2010



Channel # 5
photography 90 x 90 cm  2010



Channel #  6
photography 90 x 90 cm  2010



Exhibition views with Real Funds and the series of  photographs Channels



Real Funds
7 security monitors, 7 dvd players, 7 ntsc videos, 6 minutes each, wood table 380 x 80 x 70 cm / 2008-2009

Each one of the seven Real bills has its details filmed (the very ones whose sum confers value to the bill) and showed in a security monitor.



exhibithion view with  Real Funds, False Bottom # 1 (fountain) and Channel # 1

detail with stairs of  False Bottom # 1 (fountain)



Fake Bottom # 1 (Fountain)]
Digital Prints, styrofoam, adhesive tape, wood, cement, bricks, water 
520 x 700 x 80 cm / 2010

 A gallery wall is duplicated, forming a fake bottom where piles of false money serves as stairs to a wishing well.



exhibithion map



still of  Provisional Heritage, Full HD video, 7’47”, 2010

Provisional Heritage is the result of  the artist’s incursion into a warehouse in London, UK, a couple of  weeks before its demolition. With 
the materials there available, Matheus has made scuptural actions, registered in photos and in a video. However, this documental reg-
ister is betrayed by a certain advertising aesthetics, applied to old objects and products out of  circulation, The project’s title refers to a 
certain value that might be used but only provisionally, once it can’t be exchanged. Such values or products (tomato soup and cofee in 
cans, tires..) are “consumed” before the site demolition finally erases them from our memory. Nevertheless, the meaning of  Heritage can 
also be understood as a set of  artistic procedures sampled from other artists ( robert smithson, hélio oiticica, gordon matta-clark, andy 
warhol, allan kaprow, artur barrio, etc), that by an urgent situation are actualized. This work was comissioned by the Fundação Bienal de 

São Paulo.



untitled (london map), photography, 60 x 90 cm, 2010



installation view



untitled, photography, 50 x 70 cm, 2010



detail of  Overturned Tires, 13 photographs displayed in a line, 20 x 30 cm each, 2010



installation view at 29th Sao Paulo Biennial, 2010



hot shots, 4 photographs, 100 x 140 cm, 2010







detail of  Fountains, 24 photographs displayed in a line, 18 x 24 cm each, 2010



installation views



The exhibition FF#2 aimed to create a false bottom in the rio de janeiro gallery Progetti (please see plant in following pages).  The stores of  the 
building were designed as mezzanines, leaving the bottom a 15 meters empty height from ground to ceiling. Two wood walls were built to isolate 
this opening, creating a partition in the gallery. In ground floor, a wall function as a screen for the video Drive Thru # 2. Viewers only realize the 
intervention in the second floor, where they have to cross a secret passage (that happens to be a fridge) to finally arrive at the white gallery space.

False Bottom # 2
excavated fridge, wood, white paint
variable dimensions
2010



exhibition plan

Untitled
fridge, cement, newspaper clips, lamps
150 x 70 x 60 cm, 2010



entrance to 1st foor                                                                                                                                                   passage to gallery

pieces of  the disassembled cars (please see drive thru # 2, following pages), stored in false wall, seem from the first floor 



Drive Thru # 2
video hdv, 17’17”
2009



stills of Drive Thru # 2
video HDV 17’17”

2009

Drive Thru # 2 uses the disassembling of  cars (most of  the cars are stolen in Brazil to sell its parts) as 
a sculptural procedure. Two Scorts (one golden 87 and one silver 86) have their pieces taken, paired to 
each other with scotch tape, to mount one car that is completely doubled (see “untitled” above). In the 
video, the descriptions of  the disassembling of  both cars are superimposed in one image, diverting its 
documentary purpose and also creating an erotic relation with man and machine.



First disarrange diagram
photograph, 80 x 80 cm

2009



Second disarrange diagram
photograph, 80 x 80 cm

2009



StereoDemo
book

62 laminated photographs, 30 x 45 x 6 cm
2009

StereoDemo is a sort of  catalog of  the pieces of  the scorts used in Drive Thru # 2. Each 
pair of  pieces is shooted in the same conditions (light & position), than their images are 
superimposed in one. Stereo stands for double and also for stereoscopy, but here is the 
same viewpoint for two similar, but different objects. 
 



spread of  StereoDemo



spread of  StereoDemo



Apprehension Table # 5 (crystal lines) 
plastic bags, bulbs, glass, wood

110 x 70 x 100 cm
2008



Untitled Demo
video NTSC 2’2’

2008



  Delivery
fiber, cement, bricks, acrylic ink

92 x 42 x 42 cm
2008



stills of  Delivery
video NTSC 20 min

2008



Untitled still of drive thru # 1 (rear view) 
photograph
30 x 40 cm

2007

                                                     
DRIVE THRU # 1

This video is based on a brazilian police 
procedure, where the policemen use 

their cars’ wagons or hoods as a “sup-
port” for confiscated goods photographs, 

that are taken by the local press. I was 
in a 2 month residency in Austin, Texas, 
and I decided to confiscate land. A first 
problem was posed: land can be a com-
modity but never an object. The solution 
found was to “objectify” land by packing 

it, in the same way drugs are packed. The 
video describes this packs of  dirt going 
through the car, that confiscates all the 

landscaspe, including a fence. Everything  
drives thru the car, that crosses a border 

without moving, remaining still.

This work was possible thanks to the sup-
port of  Fundação Iberê Camargo 2007 

grant and the Blanton Art Museum.



Untitled still of drive thru # 1  (front view)
photograph

90 x 120 cm
2007



Untitled still of drive thru # 1 (side view)
photograph

90 x 120 cm
2007



stills  of  Drive Thru #1
video, NTSC, 9 min 50 s

2007



photos 5A and 5B of  Constructive Demo
18 photographs

25 x 17 cm each
2008

Constructive Demo is the demonstration of  the 
most simple sculptural procedure of  Drive Thru #1: 

dirt packs that are unwrapped and whose content 
is passed thru a fence. The 18 photographs shows 
this action in aritmetical progression, from 1 to 9 

(see following pages).



view of  Constructive Demo installed at Sprovieri Progetti, London 2008



Apprehension Table # 3 (Fortress, english version) earth, adhe-
sive tape, glass, wood

180 x 100 x 110 cm
2008

view at exhibition Drive Thru #1 , in Sprovieri Progetti, London



Apprehension Table # 1 (Wall, english version) earth, adhesive 
tape, glass, wood

180 x 100 x 110 cm
2008

view at exhibition Drive Thru #1 , in Sprovieri Progetti, London



Apprehension Table # 2 (pyramid, english version) earth, adhesive 
tape, glass, wood

180 x 100 x 110 cm
2008

view at exhibition Drive Thru #1 , in Sprovieri Progetti, London



 Drive Thru #1 exhibition view at, 
Sprovieiri Progetti, London, UK

2008



                                                     
                 JAZIDA

In portuguese, Jazida means both grave 
and mine.

This work was made in collaboration 
with Rio de Janeiro’s Modern Art 

Museum, the film library of  which went 
through renovation. Due to conservation 

purposes, all the film canisters were 
replaced by plastic containers. These old 

canisters were kindly given to me. The 
museum also lent me a musty room in 
the basement, which I used as a studio 

for two months.

Given the resemblance of  the film 
canisters with coins, I took my makeshift 

studio for a mine. My work consisted 
of  digging, collecting, storing and 

distributing this worthless treasure.

bank # 1
photograph, 85 x 85 cm

2007



1st  Prospect Diagram : Twin Crystals
photograph, 100 x 100 cm

2007



2nd  Prospect Diagram : Cube Within Cube
photograph, 100 x 100 cm

2007



3rd  Prospect Diagram : Compensation Chamber
photograph, 100 x 100 cm

2007



Jazida
iron, neoprene, film canisters

5.40 x 7.20 x 2.40 m
2007



Jazida
installation views



Jazida
detail with aperture



Jazida
installation view



Jazida
installation view with 

the video  Open-end Funds



stills  of  Open-end Funds
video, NTSC, 13 min

2007



stills  of  Common Stocks
video, NTSC, 15 min

2007



bank # 2
photograph, 85 x 85 cm

2007

bank # 3
photograph, 85 x 85 cm

2007

bank # 4
photograph, 85 x 85 cm

2007

bank # 5
photograph, 85 x 85 cm

2007

bank # 9
photograph, 85 x 85 cm

2007

bank # 8
photograph, 85 x 85 cm

2007

bank # 7
photograph, 85 x 85 cm

2007

bank # 6
photograph, 85 x 85 cm

2007



deposit # 1
photograph, 80 x 90 cm

2007

deposit # 2
photograph, 80 x 90 cm

2007

deposit  # 3
photograph, 80 x 90 cm

2007

deposit # 4
photograph, 80 x 90 cm

2007

deposit # 9
photograph, 80 x 90 cm

2007

deposit # 7
photograph, 80 x 90 cm

2007

deposit # 6
photograph, 80 x 90 cm

2007

deposit # 5
photograph, 80 x 90 cm

2007



deposit # 8
photograph, 80 x 90 cm

2007



compensation chamber # 1
photograph, 90 x 90 cm

2007

compensation chamber # 2
photograph, 90 x 90 cm

2007

compensation chamber # 3
photograph, 90 x 90 cm

2007

compensation chamber # 4
photograph, 90 x 90 cm

2007

compensation chamber # 5
photograph, 90 x 90 cm

2007



Good Night

Good Night  is a video that simulates a closed circuit 
security camera. One monitor, split between nine 
screens, transmits scenes made at Centro Cultural São 
Paulo, where the work was exhibited.  On each screen, 
the artist and a friend blind the camera with flashlights. 
All nine screens are blinded and, for a minute, an image  
similar to a constellation is formed.
The flashlights are retired and everything returns to 
normal.

During the recordings I found a drawing of  a grid, 
whose extended lines generate a layered 8, the tradi-
tional symbol of  infinity.  

Escape Plan (diagram for Good Night)
photograph, 75 x 75 cm

2006



still  of  Good Night
video, NTSC, 13 min

2006



still of  Good Night
video, NTSC, 13 min

2006



stills of  Good Night, in chronological order



Drive-In

Installation in which a system of  interiors is short-circuited. Divided between two 
environments, the Gallery Novembro Arte Contemporânea and the subterranean 

parking of  the shopping mall where the gallery is located, Drive-in establishes an 
inversion between those two places. First, inside a Ford Belina 79, a cave is built, on 

whose walls a collection of  newspaper clippings (mostly showing horses in urban 
environments) is pasted. The rearview mirrors were exchanged with headlights, 

thereby lightning the interior.  An aperture on the back wall indicates the existence of  
a small, darkened chamber. 

The car seats were relocated to the gallery, where a movie is projected. Horses 
are seen from the interior of  a car, as if  “parked” in the subterranean garage. The 

equation between car, horse and cave develops in variations of  extended, monotonous 
scenes, never reaching final resolution.

Finally, three photographs attempt clarification. They document studies for the instal-
lation,  drawm with chalk on the walls of  the parking lot and erased after being photo-

graphed.



Drive-In
Ford Belina 79, bricks, cement, black velvet, newspaper clippings, headlights, 

variable dimensions
2005



Drive-In
acess door to the car/cave





Drive-In
view of  the wall inside the car, with a collection of  neswspaper clippings showing horses causing trouble in urban environment



Drive-In
frontal view, parked in the underground of  
Cidade Copacabana Mall



Drive-In
video installation

seen at Novembro Arte Contemporânea gallery



Drive-In
stills 

video NTSC 32 min
2005



cave < car < horse
from the series diagrams for drive-in

photograph
60 x 60 cm

2005



FDYH���FDU
from the series diagrams for drive-in

photograph
60 x 60 cm

2005



car C cave C horse
from the series diagrams for drive-in

photograph
60 x 60 cm

2005



Pastoral

Series composed of  videos, sculptures and photographs in which horses, an eques-
trian monument, and posts narrates the formation of  a peculiar food chain.

Pastoral # 1 (video 22 min) witnesses a night meal of  two horses grazing in a 
trash can. The same night, another horse licks the stone floor, its repetitive action 

seeming to find nothing but its own shadow (Pastoral # 2, video, loop).

In Rio de Janeiro, an equestrian monument begins to be restored. There, I made 
Fountain (horse turns lamp on, 21.04.2005), in which the lights of  the monument’s 

lampposts are relocated to the horse’s cooper belly . 

Another Fountain (to Lorenzato) is mounted: the light of  a lamppost is deposited on 
the ground, turning it upside  down. Trash is deposited around the lamp. Pastoral # 

3 (video 18 min) observes a horse that “drinks” in this fountain.
 



croquis of Fountain 
Praça Tiradentes, Rio de Janeiro

thanks to Fundação Parques e Jardins 



fountain (Pça Tiradentes, 21.04.05)
photograph
40 x 60 cm

2005



fountain (horse turns lamp on)
photograph
50 x 70 cm

2005



stills of Pastoral # 1
video NTSC

22 min
2005



stills of Pastoral # 2
video NTSC

ORRS��
2005



fountain (to Lorenzato)
photograph
55 x 80 cm
2005



stills of Pastoral # 3
video NTSC

22 min
2005



croquis to second fountain to lorenzato
2006

untitled painting of  Lorenzato (1900 - 1995)
acquired at the flea market

collection of  the artist



second fountain to lorenzato
photograph
60 x 80 cm
2006



Epitaph,
followed by Decisive Moments

For three years I collected a singular item of  news: situations in 
which,  by chance, a person did not die. I desired these images, 

this magic moment in which death is postponed by chance. 

I decided to make my own photographs.
The newspaper clippings were pasted on a cement slab, form-

ing an epitaph for a non-existing grave, a monument for life, 
Because in the end, it’s always the others who dies.



epitaph
cement, newspaper clippings

170 x 70 x 7 cm
2004

view at the exhibition Posição 2004, Parque Lage, Rio de Janeiro





horse turns lamp on
from the series decisive moments

photograph
20 x 30 cm

2003





the return of the dead alive
from the series decisive moments

photograph
24 x 32 cm

2003





silicon saves shot woman
from the series decisive moments

photograph
30 x 40 cm

2003





gonna die again
from the series decisive moments

photograph
15 x 20 cm

2003



On the construction of the great wall of china

I decided to continue the construction of  the world’s greater monument. Conscious of  my failure, I opted for the following method:

The constructor goes to the streets and collects stones, bricks or any construction remains. This material is taken to a photocopy machine, where 
500 copies are made, reproducing the ruins in a paper brick. On the back of  this brick is stamped the date, street and city where it was made. This 

action is repeated until the amount of  bricks is sufficient to start the construction of  a small wall.

Once ready, the sheets that compose the monument can be taken, spreading its parts for possible constructions.



on the construction of the great wall of china
off-set print from an original photocopy,

144 stacks of  paper A4, 500 sheets each
80 x 19 x 480 cm

2003/2004
view of  the exhibition at Museu de Arte da Pampulha



on the construction of the great wall of china
detail with the stamps



on the construction of the great wall of china
exhibition’s opening night

at Museu de Arte da Pampulha
2004



on the construction of the great wall of china
last day of  the exhibition at Museu de Arte da Pampulha



(dice)x

photograph
80 x 80 cm

2002

(dice)x

The drawing was found in a building whose 
construction was aborted. To me, this anonymous 
graffiti appeared as a sort of  map or diagram of  
the state of  that construction. How could one know 
the result of  a throw of  a dice in which all sides are 
transparent? 

Without any answers, I began experimental tests. 
I decided to throw the dice according to what I 
believed was that building’s transformation.
Follow the results.



dice throw nº 2
photograph

45 x 45 cm each (total 186 x 139 cm)
2002/2003



dice throw nº 3
photograph

45 x 45 cm each (total 186 x 139 cm)
2002/2003



ldice throw nº 6
photograph

45 x 45 cm each (total 186 x 139 cm)
2002/2003



dice throw nº 14
photograph

45 x 45 cm each (total 186 x 139 cm)
2002/2003



dice throw nº 17
photograph

45 x 45 cm each (total 186 x 139 cm)
2002/2003



dice throw nº 18
photograph

45 x 45 cm each (total 186 x 139 cm)
2002/2003



Project for a new illumination 

São Pedro de Alcântara’s Cathedral, in Petrópolis (the same cathedral that shelters Dom Pedro’s II grave) received a new illumination. 
In order to better exploit their power, floodlights were installed at ground level inside cement boxes. In this position, impurities such as 
insects attracted by the strong light began to accumulate on the surface of  the floodlights. This tiny interruption within the environment 

that surrounds the cathedral largely destroyed floodlights’ illumination. Shaded areas began to appear upon the cathedral’s façade. 
Astonished, I photographed the floodlights for a year. My work was interrupted by the threat of  a blackout in the country’s energy 

system. To spare energy, all national monuments went unlit. During this time, I decided to extend the work: I printed photographs of  
the floodlights in real scale and installed them inside boxes around Paço Imperial, as if  they were illuminating the building. A new 

illumination that projected shadows instead of  light.



Project for a new illumination
aerial view of   Paço Imperial during the exhibition

right, detail

23 photographs mounted in wood and cement boxes 
75 x 105 x 25 cm

2001



Project for a new illumination
23 photographs mounted in wood and cement boxes 

75 x 105 x 25 cm
2001



Project for a new illumination
23 photographs mounted in wood and cement boxes 

75 x 105 x 25 cm
2001



Project for a new illumination
23 photographs mounted in wood and cement boxes 

75 x 105 x 25 cm
2001



um branco som de espuma

A man tried to forget everything that afflicted him by throwing into the sea all the things that carried the marks of  his despair. His 
effort, however, was useless : the waves, a few days later, returned to the man and to his eyes all of  his things. Runnning, the man threw 
himself  at the sea, succumbed in his failure in trying to forget. Among the storytellers of  this fable, some say that even the man’s body 

wasn’t accepted by the sea, but was spit back on the same sand where his last steps where recorded.

Across
photograph, 40 x 60 cm

2000



untitled
photograph

 60 x 240 cm
1999/2000



untitled
photograph

 40 x 180 cm
1999



untitled
photograph
120 x 60 cm
1999/2000



untitled
photograph

 120 x 40 cm
1999/2000



untitled
photograph 
60 x 90 cm
1999



untitled
photograph
 60 x 90 cm

1999
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ŚĞ�ĂƌƟĐƵůĂƚĞƐ�ŽďũĞĐƚƐ�ĂŶĚ�ŝŵĂŐĞƐ�ŝŶǀĞŶƚĞĚ�ďǇ�Śŝŵ�ƚŽ�ŐĞŶĞƌĂƚĞ�ŬŶŽǁůĞĚŐĞ�ǁŚŝĐŚ�ĚŽĞƐ�ŶŽƚ�Įƚ�
ŝŶ�ƚŚŽƐĞ�ĮĞůĚƐ�ŽĨ�ƐƚƵĚǇ͘�dŚĞ�ƚǁŽ�ǁŽƌŬƐ�ƉƌĞƐĞŶƚĞĚ�ŝŶ�ƚŚĞ�ĞǆŚŝďŝƟŽŶ�Rendez-vous�ĂƌĞ�ďĂƐĞĚ�ŽŶ�
ƚŚŝƐ�ĂŐĞŶĚĂ�ŝŶ�ĐŽŶƐƚƌƵĐƟŽŶ͘

/Ŷ��͘K͘�;�ŽůĞƟŵ�ĚĞ�KĨĞƌƚĂƐ�΀�ƵůůĞƟŶ�ŽĨ�KīĞƌƐ΁Ϳ͕�ƉƌŽĚƵĐƚ�ŽĨ�ĚĂŝůǇ�ĐŽŶƐƵŵƉƟŽŶ�ĂƌĞ�ƐƚƌŝƉƉĞĚ�
ŽĨ�ŝƚƐ�ĞǀĞƌǇĚĂǇ�ƵƐĞ�ǀĂůƵĞ�ďǇ�ŵĞĂŶƐ�ŽĨ�ŝŶĐŝƐŝŽŶƐ�ĨƌŽŵ�ǁŚĞƌĞ�ŚĞ�ƌĞŵŽǀĞƐ�ŵĂƩĞƌ͕ �ŽƉĞŶŝŶŐ�ŝŶ�ŝƚ�
ĨƌĞĞ�ƐƉĂĐĞƐ�ǁŚŝĐŚ�ĂƌĞ�ƉƌĞƉĂƌĞĚ�ƚŽ�ƉŽƚĞŶƟĂůůǇ�ƌĞĐĞŝǀĞ�ĂŶĚ�ŚŝĚĞ�ĂŶǇƚŚŝŶŐ�ƚŚĂƚ�ŝƐ�ǁŽƌƚŚǁŚŝůĞ�
ƚƌĂŶƐƉŽƌƟŶŐ�ǁŝƚŚŽƵƚ�ďĞŝŶŐ�ŶŽƟĐĞĚ�;ƚŚĞ�ƌĞĨĞƌĞŶĐĞ�ƚŽ�ŵĞƚŚŽĚƐ�ŽĨ�ĚƌƵŐƐ�ƐŵƵŐŐůŝŶŐ�ŝŶƚŽ�
ƚĞƌƌŝƚŽƌŝĞƐ�Žƌ�ƉůĂĐĞƐ�ǁŚĞƌĞ�ƚŚĞǇ�ĂƌĞ�ĨŽƌďŝĚĚĞŶ�ŝƐ�ŚĞƌĞ�ǀĞƌǇ�ĐůĞĂƌůǇ�ƉƵƚͿ͘�dŚĞ�ĞǆĐŚĂŶŐĞ�ǀĂůƵĞ�
ŽĨ�ƚŚĞ�ŵĂƚĞƌŝĂů�ŝůůĞŐĂůůǇ�ĐĂƌƌŝĞĚ͕�ŐƌĞĂƚĞƌ�ƚŚĂŶ�ƚŚĞ�ŵĞƌĐŚĂŶĚŝƐĞ�ǁŚŝĐŚ�ŵĂǇ�ŶŽǁ�ƚƌĂŶƐƉŽƌƚ�ŝƚ͕�
ƐƵŐŐĞƐƚƐ�ƚŚĂƚ�ƚŚĞ�ĂŶŶƵůŵĞŶƚ�ŽĨ�ƚŚĞ�ƵƐĞĨƵůŶĞƐƐ�ŽĨ�ƐŽŵĞƚŚŝŶŐ�ĐĂŶ�ƉƌŽĚƵĐĞ͕�ĂƐ�ŝƚƐ�ĐŽƵŶƚĞƌƉĂƌƚ͕�
ƚŚĞ�ĐƌĞĂƟŽŶ�ŽĨ�ǁĞĂůƚŚ�ǁŚŝĐŚ�ŝƐ�ŶŽƚ͕�ŚŽǁĞǀĞƌ͕ �ƐŽĐŝĂůůǇ�ĂĐŬŶŽǁůĞĚŐĞĚ͘

�Ǉ��ƉŚŽƚŽŐƌĂƉŚŝŶŐ�ƚŚĞƐĞ�ŽďũĞĐƚƐ�ĂŶĚ�ŝŶƐĞƌƟŶŐ�ƚŚĞŝƌ�ŝŵĂŐĞƐ�ŝŶƚŽ�ƚŚĞ�Ăƌƚ�ĮĞůĚ͕�DĂƚŚĞƵƐ�ZŽĐŚĂ�
WŝƩĂ�ĐƌĞĂƚĞƐ�ƚŚĞ�ŵĞĂŶƐ�ƚŽ�ŐƌĂŶƚ�ƚŚĞŵ�ʹ�Ăƚ�ůĞĂƐƚ�ƌĞŐĂƌĚŝŶŐ�ƚŚĞŝƌ�ĞǆŝƐƚĞŶĐĞ�ĂƐ�ĂŶ�ŝŵĂŐĞ�ĂŶĚ�
ĚĞƐƉŝƚĞ�ƚŚĞ�ƐŽĐŝĂů�ŝŶƚĞƌĚŝĐƟŽŶ�ĞǀŽŬĞĚ�ďǇ�ƚŚĞŝƌ�ŶĞǁ�ƵƐĂŐĞ�Ͳ͕�Ă�ŐƌĞĂƚĞƌ�ĞǆĐŚĂŶŐĞ�ǀĂůƵĞ�ƚŚĂŶ�
ǁŚĞŶ�ƚŚĞǇ�ǁĞƌĞ�ŽƌĚŝŶĂƌǇ�ĐŽŵŵŽĚŝƟĞƐ͘�,ŽǁĞǀĞƌ͕ �ǁŚĞŶ�ĚŝƐƚƌŝďƵƟŶŐ�ƚŚĞƐĞ�ŝŵĂŐĞƐ�ĨŽƌ�ĨƌĞĞ�
;ĂƐƐĞŵďůĞĚ�ŝŶ�ƉƌŝŶƚĞĚ�ĨŽůĚĞƌƐ�ĂƐ�ĚŝƐĐŽƵŶƚ�ŐŽŽĚƐ�ŽīĞƌĞĚ�ŝŶ�ƐƵƉĞƌŵĂƌŬĞƚƐͿ͕�ŽŶĐĞ�ĂŐĂŝŶ�ŚĞ�
ĂŶŶƵůƐ�ƚŚĞ�ǁŽƌƚŚ�ŽĨ�ƚŚĞ�ŵŽĚŝĮĞĚ�ƉƌŽĚƵĐƚƐ͘�ZŽĐŚĂ�WŝƩĂ�ĚĞŵŽŶƐƚƌĂƚĞƐ�ʹ�ƚŚƌŽƵŐŚ�ŽƉĞƌĂƟŽŶƐ�

ǁŚŝĐŚ�ĂƌĞ�ƉƌĞƐĞŶƚĞĚ�ĂŶĚ�ĞǆƉůĂŝŶĞĚ�ďǇ�ŝŵĂŐĞƐ�Ͳ͕�ƚŚĞ�ĂƌďŝƚƌĂƌǇ�ŶĂƚƵƌĞ�ŽĨ�ƚƌĂĚĞĚ�ǀĂůƵĞƐ�ŝŶ�
ƐŽĐŝĞƚǇ͕ �ĚĞƉĞŶĚĞŶƚ�ŽĨ�ƐŚĂƌĞĚ�ĐŽŶǀĞŶƟŽŶƐ�ĂŶĚ͕�ƐŝŵƵůƚĂŶĞŽƵƐůǇ͕ �ŽĨ�ƚŚĞ�ƉŽǁĞƌ�ƚŚĂƚ�ƐŽŵĞ�ŚĂǀĞ�
ƚŽ�ĐŚĂŶŐĞ�ƚŚĞŵ͘

/Ŷ�ƚŚĞ�ƐĞĐŽŶĚ�ǁŽƌŬ�ƉƌĞƐĞŶƚĞĚ�ŝŶ�ƚŚĞ�ĞǆŚŝďŝƟŽŶ�ʹ�ƉĂƌƚ�ŽĨ�ƚŚĞ�ƐĞƌŝĞƐ�&ŝŐƵƌĂƐ�ĚĞ��ŽŶǀĞƌƐĆŽ�
;�ŽŶǀĞƌƐŝŽŶ�&ŝŐƵƌĞƐͿ�ʹ͕�ƚŚĞ�ĂƌƟƐƚ�ƐŚŝŌƐ�ƚŚĞ�ĨŽĐƵƐ�ĨƌŽŵ�ƚŚĞ�ĐŽŵŵŽĚŝƚǇ�ŝƚƐĞůĨ�ƚŽ�ƚŚĞ�ĨĂĐƚ�
ƚŚĂƚ�ŝƚ�ŝƐ�ĐŽŶƐƚĂŶƚůǇ�ŵŽǀŝŶŐ�ĨƌŽŵ�ƉŚǇƐŝĐĂů�ĂŶĚ�ƐǇŵďŽůŝĐĂů�ƉůĂĐĞƐ͘�/Ŷ�ƚŚĞ�ƐĞƌŝĞƐ͕�ŐƌŽƵƉƐ�ŽĨ�
ƉŚŽƚŽŐƌĂƉŚƐ�ŽŶ�ƚŚĞ�ǁĂůů�ĂŶĚ�ŽďũĞĐƚƐ�ƐĞƚ�ŽǀĞƌ�ƚŚĞ�ŇŽŽƌ�ĂƐƐŽĐŝĂƚĞ�ƚŚĞŵƐĞůǀĞƐ�ƚŽ�ŽƌŐĂŶŝǌĞ�
ŶĂƌƌĂƟǀĞƐ�ŽĨ�ĞǆĐŚĂŶŐĞ�ŽĨ�ƉŽƐŝƟŽŶƐ�ĂŶĚ�ŵĞĂŶŝŶŐƐ͕�ƐƵďǀĞƌƟŶŐ�ƚŚĞ�ŽƌĚĞƌ�ŝŶ�ǁŚŝĐŚ�ŽŶĞ�ĞǆƉĞĐƚƐ�
ƚŚĂƚ�ƚŚŝŶŐƐ�ŝŶ�ƚŚĞ�ǁŽƌůĚ�ďĞ�ǀŝƐƵĂůůǇ�ƉƌĞƐĞŶƚĞĚ͘�/Ŷ�ĞĂĐŚ�ŐĂƚŚĞƌŝŶŐ�ŽĨ�ƚŚƌĞĞ�ŝŵĂŐĞƐ͕�ŽŶĞ�
ĚĞƐĐƌŝďĞƐ�Ă�ƉĞƌƐŽŶ�ĐĂƌƌǇŝŶŐ�ƉůĂƐƟĐ�ďĂŐƐ�ĨƵůů�ŽĨ�ƉƌŽĚƵĐƚƐ�ǁŚŝĐŚ�ĂƌĞ�ďŽƵŐŚƚ�ĂŶĚ�ĐŽŶƐƵŵĞĚ�
ŝŶ�ĞǀĞƌǇĚĂǇ�ůŝĨĞ�;ĨŽŽĚ͕�ŚǇŐŝĞŶĞ�ŝƚĞŵƐ͕�ĂŵŽŶŐ�ŽƚŚĞƌ�ƉƌŽĚƵĐƚƐ�ŶĞĐĞƐƐĂƌǇ�ƚŽ�ƚŚĞ�ƌĞƉƌŽĚƵĐƟŽŶ�
ŽĨ�ůŝĨĞͿ�ĂŶĚ�ĂŶŽƚŚĞƌ͕ �ŽĨ�ŝĚĞŶƟĐĂů�ƐŝǌĞ͕�ĐĂƉƚƵƌĞƐ�ƚŚĞ�ŵŽŵĞŶƚ�ŝŶ�ǁŚŝĐŚ�ƚŚĞ�ďĂŐƐ�ĂƌĞ�ƉůĂĐĞĚ�ŽŶ�
ƚŚĞ�ŇŽŽƌ͕ �ƐŝƚƵĂƟŽŶ�ǁŚĞŶ�ƚŚĞ�ĐŽŶƐƵŵĞƌ�ĚĞƚĂĐŚĞƐ�ŚŝŵͬŚĞƌƐĞůĨ�ĨƌŽŵ�ƚŚĂƚ�ǁŚŝĐŚ�ƚŚĞǇ�ǁŝůů�ǇĞƚ�
ĐŽŶƐƵŵĞ͘�/Ŷ�ƚŚĞ�ƚŚŝƌĚ�ĂŶĚ�ůĂƌŐĞƐƚ�ƉŚŽƚŽŐƌĂƉŚ�ŽĨ�ĞĂĐŚ�ŽĨ�ƚŚĞ�ŐƌŽƵƉƐ͕�ƚŚĞ�ďĂŐƐ�ǁŚŝĐŚ�ǁĞƌĞ�
ƉƌĞǀŝŽƵƐůǇ�ĨƵůů�ŽĨ�ƚŚŝŶŐƐ�ĂƌĞ�ŶŽǁ�ĞŵƉƚǇ͕ �ĐŽŶŶĞĐƚĞĚ�ƚŽ�ĞĂĐŚ�ŽƚŚĞƌ�ďǇ�ĂŶ�ĂĚŚĞƐŝǀĞ�ƚĂƉĞ�ĂŶĚ�
ĨŽƌŵŝŶŐ͕�ŝŶ�ƚŚŝƐ�ǁĂǇ͕ �Ă�ŚƵŐĞ�ǀĞƐƐĞů͘�/Ŷ�ŝƚƐ�ŝŶƚĞƌŝŽƌ͕ �ƚŚĞ�ƉĞƌƐŽŶ�ǁŚŽ�ĐĂƌƌŝĞĚ�ƚŚĞ�ďĂŐƐ�ŝƐ�ŶŽǁ�
ƵƉƐŝĚĞ�ĚŽǁŶ�ĂŶĚ�ŶĂŬĞĚ͘

dŚĞ�ƉŽƐŝƟŽŶ�ŽĨ�ƚŚĞ�ĮƌƐƚ�ƚǁŽ�ŝŵĂŐĞƐ�ŝŶ�ĞĂĐŚ�ŐƌŽƵƉŝŶŐ�ĂůƌĞĂĚǇ�ƐƵŐŐĞƐƚƐ�Ă�ĚŝƐƚĂŶĐĞ�ĨƌŽŵ�ƚŚĞ�
ǀĂƐƚůǇ�ĂĚŽƉƚĞĚ�ŶŽƌŵ�ŽĨ�ƚŚĞ�ǀŝƐƵĂů�ƌĞƉƌĞƐĞŶƚĂƟŽŶ�ŽĨ�ĂŶ�ĞǀĞŶƚ͖�ƚŚĞ�ǁĂǇ�ŝŶ�ǁŚŝĐŚ�ƚŚĞǇ�ĂƌĞ�
ĚŝƐƉůĂǇĞĚ�ĮƐƐƵƌĞƐ�ƚŚĞ�ĐŚƌŽŶŽůŽŐŝĐĂů�ŽƌĚĞƌ�ŽĨ�ƚŚĞ�ƵŶŝŵƉŽƌƚĂŶƚ�ĂŶĚ�ĂďƐƵƌĚ�ĂĐƟŽŶ�ƚŚĞǇ�ĨŽƌŵ�
ǁŝƚŚ�ƚŚĞ�ƚŚŝƌĚ�ƉŚŽƚŽŐƌĂƉŚ͘�dŚĞ�ĐŽƵƌƐĞ�ŽĨ�ƚŚĞ�ĚŝƐĂƉƉĞĂƌĂŶĐĞ�ŽĨ�ƚŚĞ�ĐůŽƚŚĞƐ�ǁŚŝĐŚ�ĚƌĞƐƐĞĚ�ƚŚĞ�
ƉĞƌƐŽŶƐ�ĂŶĚ�ƚŚĞ�ŵĞƌĐŚĂŶĚŝƐĞ�ƚŚĂƚ�ǁĞƌĞ�ŝŶ�ƚŚĞ�ďĂŐƐ�ƚŚĞǇ�ŚĞůĚ�ŝƐ�ŶŽƚ͕�ĨƵƌƚŚĞƌŵŽƌĞ͕�ƐƵďũĞĐƚ�ŽĨ�
ĂŶǇ�ƌĞĨĞƌĞŶĐĞ͕�ĐŽŶƐƟƚƵƟŶŐ�Ă�ŐĂƉ�ŝŶ�ƚŚĞ�ŶĂƌƌĂƟǀĞ�ǁŚŝĐŚ�ŝƐ�ŶŽƚ�Ăƚ�ĂŶǇ�ƟŵĞ�ĞǆƉůĂŝŶĞĚ͘��Ɛ�ŝƐ�ŶŽƚ�
ŐŝǀĞŶ�ƚŚĞ�ĐůĂƌŝĮĐĂƟŽŶ�ŽŶ�ŚŽǁ�ƉĞƌƐŽŶƐ�ĐĂŶ�ŽĐĐƵƉǇ�ƚŚĞ�ƉůĂĐĞ�ŽĨ�ƚŚĞ�ĐŽŽŵŽĚŝƟĞƐ�ƚŚĞǇ�ǁĞƌĞ�
ŽŶĐĞ�ƚƌĂŶƐƉŽƌƟŶŐ͘

dŚĞ�ƌĞůĂƟŽŶ�ŽĨ�ƚŚĞ�ŝŵĂŐĞƐ�ŽŶ�ƚŚĞ�ǁĂůů�ǁŝƚŚ�ƚŚĞ�ŽďũĞĐƚƐ�ŽǀĞƌ�ƚŚĞ�ŇŽŽƌ�ŝŶ�ĨƌŽŶƚ�ŽĨ�ƚŚĞŵ�
ŽŶůǇ�ĞŶŚĂŶĐĞƐ�ƚŚĞ�ĂƌƟƐƚ Ɛ͛�ŝŶƚĞŶƟŽŶ�ƚŽ�ĞǆƚƌĂĐƚ͕�ĨƌŽŵ�ƚŚĞ�ĞǆĂŵŝŶĂƟŽŶ�ŽĨ�Ă�ĐŝƌĐƵŝƚ�ďǇ�Śŝŵ�
ŝŶǀĞŶƚĞĚ͕�ŬŶŽǁůĞĚŐĞ�ŽŶ�ƚŚĞ�ŶĂƚƵƌĞ�ŽĨ�ĞǆĐŚĂŶŐĞƐ�ǁŚŝĐŚ�ŚĂǀĞ�ĂƐ�ƉƵƌƉŽƐĞ�ƚŚĞ�ŐĞŶĞƌĂƟŽŶ�
ĂŶĚ�ĚŝƐƚƌŝďƵƟŽŶ�ŽĨ�ǁĞĂůƚŚ͘�WůĂĐĞĚ�ŽŶ�ƚŚĞ�ŇŽŽƌ͕ �ĞĂĐŚ�ƉŝĞĐĞ�ŽĨ�ĐůŽƚŚĞƐ�ƚŚĂƚ�ǁĞƌĞ�ƵƐĞĚ�ďǇ�ƚŚĞ�
ƉĞƌƐŽŶƐ�ŝŶ�ƚŚĞ�ƉŚŽƚŽŐƌĂƉŚƐ�ŝƐ�ĮůůĞĚ͕�ǁŚĞƌĞ�ďĞĨŽƌĞ�ǁĞƌĞ�ƚŚĞ�ďŽĚŝĞƐ͕�ďǇ�ĐŽŵŵŽĚŝƟĞƐ�ƚŚĂƚ�
ǁĞƌĞ�Ͳ�ŝŶ�ƚŚĞ�ĮƌƐƚ�ŝŵĂŐĞƐ�ŽĨ�ĞĂĐŚ�ŐƌŽƵƉŝŶŐ�Ͳ�ŝŶƐŝĚĞ�ƚŚĞ�ďĂŐƐ�ƚŚĞǇ�ĐĂƌƌŝĞĚ͘�tŚĞŶ�ĞǆƚĞŶĚŝŶŐ�
ƚŚĞ�ƉŚŽƚŽŐƌĂƉŚĞĚ�ŶĂƌƌĂƟǀĞƐ�ƚŽ�ƚŚĞ�ŽďũĞĐƚƐ�ƚŚĂƚ�ǁĞƌĞ�ƚŚĞŝƌ�ŵŽĚĞůƐ͕�DĂƚŚĞƵƐ�ZŽĐŚĂ�WŝƩĂ�
ĐŽŶǀĞƌƚƐ�ƚŚĞ�ŝŵĂŐĞ�ŝŶƚŽ�Ă�ƚŚŝŶŐ�ĂŶĚ�ŵĂŬĞƐ�ƉĞŽƉůĞ�ĨƌŽŵ�ƉƌŽĚƵĐƚƐ͕�ĞǆŚŝďŝƟŶŐ͕�ǁŝƚŚŽƵƚ�ŝŶ�ĂŶǇ�
ŵŽŵĞŶƚ�ǁŝůůŝŶŐ�ƚŽ�ĞǆƉůĂŝŶ�ŝƚ͕�ƚŚĞ�ŝĚĞĂ�ŽĨ�ŝŶĚŝīĞƌĞŶƟĂƟŽŶ�ĂŵŽŶŐ�ĚŝīĞƌĞŶƚ�ƚŚŝŶŐƐ͕�ĐĞŶƚƌĂů�
ƚŽ�ƚŚĞ�ĞƐƚĂďůŝƐŚŵĞŶƚ�ŽĨ�Ă�ŐĞŶĞƌĂů�ĞǆĐŚĂŶŐĞ�ǀĂůƵĞ�ďĞƚǁĞĞŶ�ĚŝīĞƌĞŶƚ�ĐŽŵŵŽĚŝƟĞƐ�ʹ�ŵĂŬŝŶŐ�
ŶŽƚĞƐ�ĨŽƌ�Ă�ŶĞǁ�ƉŽůŝƟĐĂů�ĞĐŽŶŽŵǇ͘
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OPENINGS: MATHEUS ROCHA PITTA
By Irene V. Small

(artforum, summer 2011)

FOR ALL THE MYSTERY of the commodity—its “phantasmagoria,” as Walter 
Benjamin put it, or its “magic and necromancy,” per Karl Marx¹—its convertibility is 
surely its most spectacular sleight of hand. Commodities are at once solid things and 
ineffable potentialities, static objects and relational forces spinning within dizzyingly 
complex circuits of trade. Commodities convert from brute matter to dematerialized 
value with unsettling ease. But they are also sites of conversion in which wildly in-
commensurate entities (the yield of the laboring body, the symbolic weight of culture, 
and the texture of social relations) become equivalent and congeal into units of mon-
etary exchange. In the art fair, the supermarket, and the stock exchange alike, the law 
of the market converts everything to price. 
Rio de Janeiro–based artist Matheus Rocha Pitta’s most recent work—B.O., or Bole-

tim de Ofertas (Offers Bulletin), 2010—takes shape within this delirium of convert-
LELOLW\��$�IRXUWHHQ�SDJH�Á\HU�RIÀFLDOO\�ODXQFKHG�WKLV�0D\�DW�63�$UWH��%UD]LO·V�ODUJHVW�
art fair, B.O.�LV�PRGHOHG�RQ�WKH�FRXSRQ�FLUFXODUV�RQH�ÀQGV�VWDFNHG�QHDU�VXSHUPDUNHW�
HQWUDQFHV�DQG�VWXIIHG�LQ�WKH�SRVWER[�ZLWK�WKH�PDLO��:LWK�WKHLU�ÁRULG�FRORUV��FKHDS�
newsprint, and jostling, last-minute appeals, such circulars stage the built-in obso-
lescence of the commodity in a familiar parade of glistening produce and crisply 
JHRPHWULF�SDFNDJHV�ZKRVH�FRQWHQWV�DUH�VXEMHFW�WR�WKH�YRODWLOLW\�RI�LQÁDWLRQ��H[SLUD-
tion, and decay. In the pages of the coupon circular, products merrily proclaim their 
use-value at the same time that they broadcast their commodity status with the shriek 
of ninety-nine-cent deals. 

6WULSSHG�RI�WKH�EXV\�FKDWWHULQJ�RI�DGYHUWLVLQJ�FRS\�DQG�SKRWRJUDSKHG�LQGLYLGXDOO\�
against a dense felt ground, the foodstuffs, sanitary products, and household items 
pictured in Rocha Pitta’s B.O. are left to act out this drama of solicitation on their 
own. Like those in the coupon circular, the identity of the commodities pictured in 
B.O. is conveyed primarily by the formal conventions of packaging: stackable tins 
RI�VDUGLQHV�ZLWK�WKHLU�WKLQ�PHWDO�OLGV��FROXPQDU�WXEHV�RI�FUHDP�ÀOOHG�FRRNLHV��URXQG�

discs of cheese. Yet in Rocha Pitta’s images, the enticing containment of the packaged 
product—all surface, buoyancy, and the promise of future reward—gives way to a 
pathos of bodily affect (a ham sweats with condensation, a wedge of cheese droops 
under the weight of its own rind). In addition, the external surfaces are breached and 
UHFRQÀJXUHG�WR�FUHDWH�D�VHULHV�RI�fundos falsos (false bottoms)—concealed recep-
tacles for drugs (or other contraband goods) that have themselves disappeared. Thus, 
a six-pack of yogurt containers holds smaller, similarly shaped foil voids invaginated 
within; a roll of toilet paper is splayed open to reveal a hidden cavity; a sausage is 
sliced in half and hollowed out, its interior lined with protective plastic wrap. These 
are vessels that appear to have exhausted their role within the circuits of consump-
tion. Ruptured and repurposed, their use-value migrating from the advertised content 
of the packaged foodstuffs to that content’s ability to package and conceal yet another 
value—that of the absent drugs—B.O.’s emptied commodities are consummate imag-
es of depleted value. And it was precisely as images that the products were introduced 
into yet another circuit of consumption, that of the art fair. Here, in a market designed 
WR�FRQYHUW�LPDJHV�IURP�V\PEROLF�WR�ÀQDQFLDO�YDOXH��B.O.�HQDFWHG�RQH�ÀQDO�GLVSODFH-
ment, since the circular itself was distributed for free. 

IN THE 1970S, seminal works of Conceptual art such as Cildo Meireles’s “Inser-
WLRQV�LQWR�,GHRORJLFDO�&LUFXLWV�µ�������KDUQHVVHG�WKH�FLUFXODWRU\�ÁRZV�RI�H[LVWLQJ�
economic and political systems in order to interfere with their reproduction of power. 
By printing political messages on Coke bottles or banknotes and reinserting them 
into circulation, Meireles recast the work of art as a parasitic attachment upon the 
network itself. As such, the material evidence displayed in the gallery or museum, as 
Meireles has observed, was intended to be merely “a relic, a reference, a sample” of 
the work’s embeddedness within the circuit at large.² While such networks seemed 
DW�WKH�WLPH�SULPDULO\�FORVHG�LQ�FKDUDFWHU��WKH�HIÀFDF\�RI�0HLUHOHV·V�ZRUN��DIWHU�DOO��
GHSHQGHG�RQ�D�VWDEOH�DQG�LGHQWLÀDEOH�WDUJHW��EH�LW�WKH�FDSLWDOLVW�FRUSRUDWLRQ�RU�WKH�DX-
thoritarian state), the power interests at work within today’s global economy operate 
within an increasingly diffuse informational landscape dominated by Internet-based 
transactions and complex electronic relays. Not only do commodities exist as images 
within networks of images, but value is often produced through circulation in and of 
LWVHOI��,Q�UHVSRQVH�WR�WKH�PXWDWLRQ�DQG�VSUDZO�RI�WKLV�QHZ�YLUWXDO�ÀHOG��WKH�LPSHUDWLYH�
for many contemporary artists hinges on identifying blind spots in the mechanisms 
that link various networks of communication and exchange to structures of power. If, 
in other words, Meireles enacted a shift from object to system, artists such as Rocha 



Pitta concretize nodal points normally invisible within a system’s multiplying frames. 
One tactic of this strategy, as seen in B.O.’s advertisements of loss, is to hollow out 
dead zones from within a given market’s circulatory desires. Another, meanwhile, in-
volves hijacking images from symbolic and economic networks and spatializing them 
in installations, photographs, or performative actions—in short, art—not in order to 
suspend their operations, but rather to unleash alternate potentialities of experience 
and cognition otherwise foreclosed. 

Indeed, Rocha Pitta has described his process as one of “apprehension,” with its 
GRXEOH�YDOHQFH�RI�´WR�WDNH�KROG�RU�FRQÀVFDWHµ�DQG�´WR�XQGHUVWDQG�RU�SHUFHLYH�µ�)RU�
example, in creating his 2008 exhibition “Drive Thru #1,” part of an ongoing investi-
gation that involves sculptural interventions on or within cars, Rocha Pitta proceeded 
IURP�DQ�LPDJH�JHQUH�FRPPRQ�LQ�%UD]LO³SKRWRJUDSKV�RI�FRQÀVFDWHG�GUXJV�GLVSOD\HG�
LQ�D�SROLFH�FDU��5HSURGXFHG�DG�LQÀQLWXP�RQ�WHOHYLVLRQ�VFUHHQV�DQG�WDEORLG�SDJHV��VXFK�
photographs are trophies of a system of power in which authority and governance are 
intimately tied both to virtual regimes of visibility and to the actual physical bound-
aries of territories of control. In these press images, illegal commodities withdrawn 
from material circulation are reintroduced for consumption in the media, where they 
function as dematerialized emblems of the law. The police image, then, stands as a 
ÀJXUH�RI�FRQYHUVLRQ�EHWZHHQ�PDWWHU�DQG�LPDJH��DQG�RI�WKH�FLUFXLWV�RI�PHDQLQJ�HDFK�
engenders through its use. 

In Rocha Pitta’s show, such images were not replicated but rather were reimagined 
as a video sequence in which the suppressed narratives of this process of conversion 
are made manifest. In the video Drive Thru #1, 2007, a stalled car (the ostensible 
stage for the police image) becomes a border crossing in reverse: Rather than the car 
crossing the border, the border moves through the car in the form of literal dirt shov-
eled from front to back. Having rendered the symbolic as base material, this dirt was 
then packaged in units mimicking those used for drug transport and arranged on three 
“Apprehension Tables,” 2008, which framed the video within the gallery. The demar-
cation of territory as a limit of the law was thus translated and apprehended in a move 
that, in the terms with which Jacques Rancière described the practice of “dissensus” 
LQ�WKHVH�SDJHV��´ERWK�FURVVHV�WKH�ERXQGDULHV�DQG�VWRSV�WUDIÀF�µó�

ACROSS THESE PROJECTS, Rocha Pitta works in two registers: a phenomeno-
logical mode in which knowledge and narrative are made spatial and visceral, often 
E\�ZD\�RI�VLWH�VSHFLÀF�LQWHUYHQWLRQV��DQG�D�QRQ�VLWH�PRGH�LQ�ZKLFK�LPDJHV�DQG�RE-

jects are referential fragments displaced from a larger world. Though conceptually 
distinct, these two modes often operate in tandem within a single project. The strategy 
RULJLQDWHG�LQ�5RFKD�3LWWD·V�ÀUVW�VROR�JDOOHU\�H[KLELWLRQ��´'ULYH�,Q�µ�KHOG�DW�1RYHPEUR�
Arte Contemporânea in Rio de Janeiro in 2006. Here, the viewer’s experience was 
split between the venue’s commercial space, located in a former antique store in one 
of Rio’s oldest shopping malls, and an underground parking garage, accessible by a 
pedestrian ramp in the shape of an ovoid spiral carved out of the building’s center. In 
the gallery, three displaced car seats and a video projection of three horses standing 
in the mall’s cavernous parking lot made up a makeshift cinema. The video had been 
shot through the windshield of a parked car and mimicked the view implied by the ac-
tual seating arrangement. The familiarity of these coordinates, however, was emptied 
out by the video’s static frame and lack of action—which together evoked the mecha-
nized surveillance of closed-circuit television. 

Two stories below, meanwhile, the viewer found a parked car, lights on and doors 
open, but little else: the scene of the video, in other words, but none of its contents. 
Rather than satisfying the viewer’s desire to encounter the “parked” horses that con-
stitute the video’s purported subject, Rocha Pitta offered up its frame—the physical 
car from which the video had been shot—and revealed this structure as yet another 
representational device. Upon entering the car, the viewer found that the entire back 
of the vehicle was bricked in to form a kind of vault. Lined with newspaper clip-
pings with images of horses, the chamber obliquely evoked both the gallery above 
(with its own series of enigmatic images) and the darkened cavern of the parking lot 
itself. Any attempt to secure such analogies through empirical observation, however, 
was systematically frustrated. As the viewer retraced her path back to the gallery up-
stairs, along the winding loops of the ramp, the experience of the underground cavern 
retreated in memory. By the time the viewer reached the video installation, it once 
again appeared to refer to a primary scene in the parking lot below—a scene whose 
presence, of course, was never delivered but was continually deferred. 

In constructing the exhibition as a circuit rather than a site, Rocha Pitta’s “Drive-In” 
solicited an itinerant viewer, one whose perambulations, pauses, expectations, and 
recollections formed, if not quite a narrative thread, an experiential thickness that 
linked its various parts. Indeed, if the mise-en-scènes of the gallery and the parking 
lot continually redirected the viewer to another time, another space, it was during 
the transit between the two that the viewer perceived these relays and diversions as 
content to be experienced in the absence of the work itself. Walking along the mall’s 
ramp, surrounded by a profusion of antique stores with goods whose value is derived 



precisely from their being out of time, the viewer was active, mobile, and eminently sit-
uated in time and space. Yet it was also during this interval that the residual experience 
of one environment was converted into anticipation of the next. Conversion, in other 
words, gained a spatiotemporal dimension, a slowness and an amplitude that could be 
viscerally felt. 

If the magic of the commodity lies in the imperceptibility of its transmutations and its 
value in the promise of future exchange, the structuring interval at the heart of “Drive-
In” offered another calculus of effects. It rendered conversion into phenomenological 
experience as a potentiality carved out of the work itself. Like the nested cavities of the 
false bottoms in the B.O. circular, this interval is a void that surges forth, paradoxically, 
DV�D�ÀJXUH�RI�YDOXH��6XFK�DQ�LQWHUYDO�VXJJHVWV�WKDW�ZH�PLJKW�GR�ZHOO�WR�LQKDELW��UDWKHU�
than resist, the commodity’s vertigo of convertibility, and rupture its grip from the in-
side. 
Irene V. Small is an assistant professor of modern and contemporary art history at the 

University of Illinois, Urbana-Champaign. 
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Provisional Circuits

,Q� WKH� ODVW�VFHQH�RI� WKH������*HUPDQ�¿OP�Kuhle Wampe or Who Owns 
the World?, written by Bertolt Brecht, a group of working- and middle-class 
passengers in a train engage in a heated discussion after learning that the 
Brazilian government had burned 11 million kilos of coffee in order to keep 
PDUNHW�SULFHV�XS��7KH�ÀDJUDQW�LUUDWLRQDOLW\�RI�WKH�SRVW������ZRUOG�HFRQRP\�
thus becomes symptomatic of an ideological divide, since all passengers 
deplore the waste but most of them nevertheless fail to recognize it as an 
integral part of the capitalist mode of production. However, it is precisely as 
one passenger turns to a nationalist rhetoric that the political bankruptcy of the 
nation-state vis-à-vis capitalist forces becomes dialectically evident, bringing 
the events across the Atlantic to shed a light on the passengers’ oppressed 
existence within the political coordinates of their own country. In short, 
Brecht could still mobilize waste as a scandalous political catalyst against 
the complicity between national governments and capital. But what to say 
RI�WKH�FXUUHQW�VLWXDWLRQ��ZKHQ�LQWHUQDWLRQDO�ÀRZV�RI�FDSLWDO�DUH�VR�GLVSHUVHG�
within the everyday fabric of liberal democracies and overproduction itself is 
assimilated in the guise of enforced obsolescence?

The problem is not really that overproduction and waste are invisible. 
As a matter of fact they are actually ubiquitous, but to render them in 
meaningful ways is now a seemingly Herculean task. Even when they 
are presented as traumatic – as in apocalyptic warnings – they tend to be 
cynically or ideologically disavowed. As Benjamin Buchloh has argued ‘any 
spatial relations one might still experience outside of these registers of the 
overproduction of objects and of electronic digitalization now appear as 
mere abandoned zones, as remnant objects and leftover spaces, rather than 
DV�HOHPHQWDU\�JLYHQV�IURP�ZKLFK�QHZ�REMHFW�UHODWLRQV�FRXOG�EH�FRQ¿JXUHG�
in sculptural terms in the present.’1� %\� GH¿QLQJ� KLV�Provisional Heritage 
project, which took place in an abandoned factory in East London, as a series 
of ‘sculptural actions’, Matheus Rocha Pitta thus mobilizes a broad repertoire 
of media and procedures in order to address this particular deadlock. This is 
�� �%HQMDPLQ�+��'��%XFKORK��¶'HWULWXV�DQG�'HFUHSLWXGH��WKH�6FXOSWXUH�
of Thomas Hirschhorn’, Oxford Art Journal, vol. 24, no. 2, 2001, p. 43.

no mere sign of eclecticism, but the recognition of the need to engage with 
multiple articulations of the sensible.

Paradoxically enough, nothing in this wasteland scenario is truly wasted, 
just like no sculptural material arrives to the scene ex nihilo (like so many 
everyday commodities that are shipped worldwide). There are photographic 
registers not only of the pile of tires covering an abandoned car, but also 
of the empty spots these tires leave behind, signalled by indexical imprints. 
Sculptural action thus involves material displacements that, in this case, 
become visual events in themselves. The video is set in motion by the spilling 
of canned tomato soup and coffee drink, in a fortuitous nod to Kuhle Wampe. 
Like the tires, the car and a plethora of random objects, the cans were stocked 
in the factory, as if temporally frozen between uselessness and obliteration 
– the site lies right next to the 2012 Olympic Stadium and will give way 
to a housing redevelopment project by Ikea, that quintessential supplier of 
serial domesticity. The gesture of spilling the liquids is as repetitive as Andy 
Warhol’s claimed habit of eating Campbell’s soup for lunch on a daily basis. 
However, in contrast to Warhol’s mechanic cultivation of boredom, there is 
something rather obscene about this stash of mass-produced obsolescence. 
These cans are shiny and new – just like Warhol’s – and yet, their content is 
expired and toxic. This is brand-new waste, a token of failed circulation. 

The video crucially reverses those terms so as to make failure itself 
circulate. In this sense, dumping those expired goods is tantamount to 
critically reclaiming them. The sink drains, into which they are poured, do 
QRW�IXO¿O�WKHLU�XVXDO�IXQFWLRQ�RI�WDNLQJ�UHIXVH�RXW�RI�VLJKW��,QVWHDG��WKH\�DOORZ�
the liquids into an alternative circuit, dictated by their very material thickness 
�DQG� FRORXUIXO� EDVHQHVV��� $V� LQ� 5REHUW� 6PLWKVRQ¶V� ÀRZ� SLHFHV�� ZKDW� LV�
crucial is what happens after the material is poured. Only that in Provisional 
Heritage, instead of a material enactment of entropy (which is already in play 
everywhere one looks), this aftermath leads to a commentary on the relay 
between materiality and image, and between experience and representation. 
The slow advance of the soup, for instance, brings small-scale debris and 
portions of dirty ground into attention. And all the reclaimed objects in 
Fountains are smeared by either soup or coffee, as if this marked their own 
entry into that provisional circuit. In one sequence, cans that are piled inside 



a TV monitor spill their contents over the panel in a striking metaphor of 
those relays. The registers of ‘overproduction of objects’ and ‘electronic 
GLJLWDOL]DWLRQ¶�DUH�OLWHUDOO\�VKRUW�FLUFXLWHG�LQ�D�FRQÀLFW�RI�WDFWLOH�WH[WXUHV�WKDW�
uncannily evoke a bodily affect.

The sculptural in Rocha Pitta’s works is often mediated by photography 
DQG�¿OP��EXW�WDNHV�DQG�VKRWV�DUH�DOZD\V�SODQQHG�DQG�RU�VWDJHG��,Q�WKLV�ZD\��WKH�
artist makes an ironic reference to the aesthetics of advertising, in contrast to 
the point-and-shoot approach to image making he had adopted very early on in 
his career. This rejection of a documental modus operandi thus questions the 
regime of image and object production implicit in the practice of photography. 
The abandoned site is apprehended (in the cognitive sense) not as a single 
represented space, but by proxy, as an inventory of apprehended goods (in 
the legal sense – Rocha Pitta is fascinated by how the Brazilian police often 
GLVSOD\V�WKH�JXQV�DQG�GUXJV�LW�FRQ¿VFDWHV�VR�WKDW�WKH\�FLUFXODWH�DV�LQVWLWXWLRQDO�
propaganda in newspaper photographs). Following the clear allusion to 
Warhol’s serigraphs in Hot Shots, some of the objects in Fountains resemble 
ruined versions of Rocha Pitta’s references, such as Hélio Oiticica’s Bólides 
or works by Donald Judd, and invite further associations by the viewers. 
Importantly, then, photography takes part in constituting a space not because 
it is able to render it realistically, but because it short-circuits memory and 
representation. The experience of space Rocha Pitta proposes lies precisely in 
this gap between the double valence of ‘apprehension’ and is reminiscent of 
Smithson’s suggestion that ‘to reconstruct what the eyes see in words, in an 
“ideal language” is a vain exploit. Why not reconstruct one’s inability to see?’2

The whole project actually struck Rocha Pitta as a kind of reverse artistic 
residency, since, as he puts it, he went to London in order ‘to deal with problems 
usually associated with us [Brazil]’, such as economic stagnation and urban 
decline. His transnational foray thus blurs the symbolic borders between so-
FDOOHG�GHYHORSHG�DQG�GHYHORSLQJ�XQGHUGHYHORSHG�QDWLRQV�DQG�EUHDNV�ZLWK�WKH�
deceptive teleology implicit in those verbal tenses, which place the former as 
the evolutionary destiny of the latter. In his experience, London and Rio de 
Janeiro unexpectedly face each other like two mirrors (it is no coincidence that 
�� �5REHUW�6PLWKVRQ��¶,QFLGHQWV�RI�0LUURU�7UDYHO�LQ�WKH�<XFDWDQ·��LQ�
Robert Smithson: the Collected Writings. Berkeley : UC Press, 1996, p. 130.

both cities are facing rapid urban changes, partly motivated by the Olympic 
Games). The mise en abyme HIIHFW�WKDW�WKLV�PHWDSKRU�HYRNHV�LV�D�¿W�UHPLQGHU�
of how some of the best Brazilian art in the last decades has intervened in 
PRGHUQLVW�DQG�ODWH�PRGHUQLVW�DHVWKHWLFV�SUHFLVHO\�E\�UHMHFWLQJ�¿[HG��HVVHQWLDO�
LGHQWLWLHV��$�VLJQ�WKDW�FXOWXUDO�ÀRZV�DFURVV�WKH�$WODQWLF�±�DV�LQ�VR�PDQ\�VWRULHV�
RI�ZDVWHG�FRIIHH�±�DUH�D�NH\�SODWIRUP�IRU�WKH�FULWLFDO�UHFRQ¿JXUDWLRQ�RI�SUHVVLQJ�
issues in current artistic production.

Sérgio Bruno Martins
text written for the exhibition Provisional Heritage, at Sprovieri,

London march 2011



Allegorical Portrait of an Epoch in Transit
Luiz Camillo Osório

The denomination site-specific has emerged in contemporary art to describe 
monumental sculptures installed in urban spaces or nature that assume 

this insertion as the poetic destination of  the work of  art. Art, in this case, 
ceases to be an autonomous object and installs itself  in a place, inhabiting it. 
Matheus Rocha Pitta’s recent exhibition at Gallery Novembro, situated in the 

shopping mall on Rua Siqueira Campos, refers transversally to this bond with 
the specificity of  a site. The title Drive-in suggests a transit to the interior of  a 

place created by the artist which is at the same time real and fictional.   

The work begins inside a subterranean parking lot. It is not a common parking 
lot. It is a kind of  concrete swamp, a cave full of  marks, vestiges of  a decaying 

city.  Inside, one encounters a Ford 79 transformed into a miniature gallery, 
its seats stripped and rear-window substituted with brick walls. Inside the car, 
the artist displays newspaper clippings of  horses lost in the city. Everything is 

precarious. Estrangement is absolute.

It is curious to note that the interest of  the parking lot lies more in its temporal 
experience than its spatial context. Time as weight and texture is displaced to 

the gallery above. It is as if  the artist had invited us to enter inside the time 
that passes through the parking lot. On the way to the gallery space, we feel the 
tension between the marked time of  the parking lot and the suspended time of  

the mall. The trajectory of  this circuit is also interesting.
Inside the gallery, barely lit and transformed into a miniature cave, we 
encounter a concrete slab, brute and gray, upon which two newspaper 

clippings with images of  wrecked cars in a city in ruins are pasted. A red 
string emerges from this slab and traverses the wall. On the opposite side are 
three photographs of  the parking lot, or better, of  its detonated walls, almost 

archaeological and marked with abbreviated drawings and graffiti made by 
the artist. These photographs return to the subjacent theme of  the symbiosis 

between horse and car, parking lot and swamp.

The environment created in the video installation is a poetic summation of  the 
elements exhibited in Drive-In. Extended scenes of  the parking lot are shot 

from the inside of  the car as horses walk slowly and surrealistically through the 
surrounds. Nothing more happens in this metaphysical theater, where dream 
and reality are mixed and time seems suspended and decelerated. Matheus 

Rocha Pitta’s site specificity assumes the parking lot as the stage of  the 
imaginary crossing between the non-site of  the Ford and the non-time of  the 

horses, that is, where ruin and nature confound each other. It is the allegorical 
portrait of  an epoch in transit.    

review published in O Globo, February 12th 2006

jornal O Globo, 12 de fevereiro de 2006



Matheus Rocha Pitta
Novembro Arte Contemporânea, Rio de Janeiro

The year 1979 marked the return of  democracy to Brazil after fifteen years of
military dictatorship. It was also the year in which the rural vehicle Belina, by
the Ford Motor Company, was first presented. This automobile was notable
for its interior space, and it was especially appreciated by growing families
during the prosperous 1970s. This kind of  confabulation and association of
information was present in Matheus Rocha Pitta’s installation Drive-In, in
different layers of  meaning and reference, sometimes intentional and taken
from the theory and history of  art, at other times fortuitous and linked only in
the viewer’s imagination. As expected, the Belina ’79 was also a part of  this
work. In his first individual show in a gallery, the artist superimposed
procedures and discourses, combining videos, photographs, site-specific
materials, sculpture, representation, and reality in a grid that enveloped the
space of  the exhibition and opened up to the viewer’s own references,
inviting one to add personal threads to the metaphorical weaving in process.

Rocha Pitta’s work was installed in two spaces of  a traditional antiques
shopping center in Río de Janeiro. The first was a contemporary art gallery in
a commercial neighborhood characterized by the age of  the objects
available; the second space was in the underground parking garage of  the
same shopping center. Inside the gallery, a video monitor on a car seat
showed horses “parked” in the underground area; the views were fixed and

varied in length and were recorded from inside an automobile with the
headlights used for lighting. The camera/automobile/horse equation was
distorted inside the parking garage, and one felt invited to unmask the
strange relationship established between the three elements. How did the
horses end up there? Why were they filmed? The almost incidental
appearance of  the image, its questionable quality, and its circumstantial
lighting made one think of  a possible documentary, of  images found in
archives, or of  more or less absurd possible uses for horses in parking
garages—besides the range of  art-historical references to Pedro Américo and
Janis Kounellis.

In what was the stage for his video, the underground space, the artist parked
the Belina. The whole back section of  the automobile was closed off  with
bricks and concrete. Inside the grotto/car, the back seat was removed; it was
not clear if  it was the one provided for visitors to sit on while watching the
video in the gallery. On the walls of  the car/cavern, the artist exhibited his
collection of  newspaper clippings about horses and weird horse-related
news: “Calvary to save an agonized horse,” “Stolen horses cross Avenida
Paulista,” and others; a Prada ad; and equestrian magazines. These
clippings were pasted directly onto the concrete wall in the car, referring to
Plato’s cave projections as well as to adolescent bedroom walls pasted with
magazine images of  pop and TV idols. The car’s rearview mirrors were
replaced with intense spotlights that shone into the garage. A hole was
opened on the wall and the resulting black-velvet camera could only be
touched by one hand at a time. “Strange image and strange prisoners,” one
might say, as Glaucus paraphrases Plato in the myth of  the cave.

What was generated by the artist’s proposition was at least one double
conundrum provoking a short circuit: the object of  a stationary automobile
transformed into a cave; the video of  moving horses confined inside another
cave. However, before confronting the horses or descending to the
automobile, one found a discreet surprise at the entrance to the gallery. The
artist darkened the typically well-lit space of  the art gallery, and one could
see with difficulty a series of  photographs. Rocha Pitta photographed chalk
drawings superimposed on evocative textures found on the walls of  the
shopping center’s garage. Described at the end of  a review or starting the
exhibition in the gallery, these images inverted the discourse’s logical order,
and the strategies of  inversion and discontinuity traversed the whole
exhibition. The diagrams inscribed on the walls of  this third cave alluded to
the methods that pervade the work. Represented there schematically were: a)
the articulation between the exhibition spaces; b) the articulation of  object
and image; c) the articulation of  theme and representation. These images
were part study, part commentary. For the artist, they were “conceived
anthropological documents. We can call them ‘studies a posteriori.’”

Rodrigo Moura, may 2006
published in ArtNexus # 61



Jazida

 Viewers walking into Matheus Rocha Pitta’s exhibition at Galeria Millan face a large 
white neoprene box  (7.2 m x 4.5 m x 2.4 m) that mimics the white cube shape of  the surrounding gallery. 

This installation’s title, Jazida (2007), meaning both tomb and mine in Portuguese, directly points to 
the entire exhibition’s contrasting of  the destruction of  the obsolete - the tomb - with the potential of  

anachronistic material for new use and meaning - the mine.

 Rocha Pitta’s white box contains metal shelves with 700 gold-coloured film canisters resembling 
giant coins that the Rio de Janeiro Museum of  Modern Art was about to discard because the film inside 

them had decomposed to the point of  toxicity. The room the canisters were stored in was also facing 
extreme consequences of  neglect: thick mould covered the walls because of  water leaking from the 

building’s air conditioning system. Common Stocks (2007), an aurally and visually meditative video, 
centres on the poetics of  such decay: the air conditioning’s dripping water landing on the brightly lit 

canisters forming shimmering, golden pools. 
Common Stocks’ and other piece’s monetary and banking titles strengthen the canisters’ other 

role as symbols of  currency, symbolism forging direct comparisons between gallery storage and a bank, 
a bank whose contents in this case are ironically falling apart rather than appreciating. Like Common 
Stocks, Prospection Diagrams (2007), a series of  three colour photographs, and the video, Open-End 

Funds (2007), find beauty in neglect.  Through extreme close-ups, the mould growing on the walls forms 
bubbling, off-white, almost painterly organic abstractions.  

Certainly, such aesthetics of  aging and found abstraction are excessively used Modernist 
photographic tropes. However, Rocha Pitta’s installation bears a conceptual intricacy transcending such 

clichés. Consider how he adds crayon drawings to the fungus-covered walls he photographs, tiny cube 
configurations certainly indicating, in the same way the neoprene box does, the white cube, but also 

enclosures of  all kinds – from graves to bank safes.
Such references critique not so much what the conventional gallery space encloses but the 

operating systems behind these cubes. Matheus Rocha Pitta reveals how as a result of  institutional 
mechanisms and realities - technological obsolescence, funding shortages and exhibition choices – 

museums can act as tombs or banks holding forgotten works of  art. However, this initial institutional 
critique is buoyed by Rocha Pitta optimistically demonstrating that what lies dormant in the vaults of  

crumbling institutions is ripe for re-presentation.
- Earl Miller

(unpublished review)
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