




Frente e verso, 2024
Alumínio e bexigas
98 x 12 x 7 cm

Frente e verso, 2024
Alumínio e bexigas
47 x 23 x 8 cm

Frente e verso, 2024
Alumínio e bexigas
100 x 23 x 9 cm

Frente e verso, 2024
Alumínio e bexigas

98 x 47 x 68 cm
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Frente e verso, 2024
Alumínio e bexigas

98 x 214 x 22 cm

Frente e verso, 2024
Alumínio e bexigas
90 x 60 x 53 cm
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Estrela, 2025
Escadas de alumínio
267 x 284 x 40 cm
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Embutido mexerica, 2012
Madeira e dobradiças
116,5 x 62 x 62 cm



4140

A mudança, 2005
Madeira, metal, borracha, tela plástica e dobradiças

210 x 360 x 140 cm
Coleção Instituto Inhotim, Brumadinho

O telhado, 1998
Telhas de barro, madeira e metal
120 x 600 x 400 cm
Coleção MAM São Paulo, aquisição  
Núcleo Contemporâneo MAM São Paulo, 2000
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Sem título, da série Carimbó, 2007
Serigrafia e litografia
35 x 141 cm
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Paisagem do meu quintal, 2024
Tinta acrílica sobre tela

154 x 242 cm

Estranho natural, 2024
Tinta acrílica sobre tela
201 x 244 cm



4746

A cereja, 2024
Tinta acrílica sobre placa de PVC

246 x 123 cm cada



Marepe nasceu em Santo Antônio de Jesus, município da Bahia, em 1970. É reconhecido pela pesquisa 
centrada na experiência pessoal e no afeto, que transmuta itens cotidianos em artefatos carregados 
de memória e comentário crítico sobre as dinâmicas sociais. Por meio de esculturas, fotografias, 
desenhos, instalações e ready-mades, ele explora a tensão entre o artesanal e o industrial, o local e o 
global, o subjetivo e o coletivo, criando situações que evocam, não sem um cândido senso de humor, 
tanto a especificidade das condições precárias da vida no interior da Bahia quanto uma poética de 
caráter universal com o poder de conectar públicos de diferentes origens.
 
Objetos como bacias, filtros de barro ou mesas de plástico aparecem reconfigurados através de gestos 
que revelam a beleza e a potência simbólica das coisas simples. Ao trazer esses elementos para o espaço 
expositivo, Marepe renova sua investigação sobre os limites entre arte e vida, criando um percurso que 
aponta para suas raízes em Santo Antônio de Jesus, ao mesmo tempo que convida o público a pensar 
sobre pertencimento, relações de trabalho, mudanças e a passagem do tempo.
 
Exposições individuais recentes incluem: Visão periférica, Anton Kern Gallery, Nova York, EUA (2024); 
Mergulho em grupo, Luisa Strina, São Paulo (2022); Estranhamente comum, Pinacoteca de São Paulo 
(2019); Suave na nave, Galerie Max Hetzler, Paris, França (2017); Armazém de mim, Luisa Strina, São 
Paulo (2015); Notícias da lagoa, Galerie Max Hetzler, Berlim, Alemanha (2014); Marepe, Anton Kern 
Gallery, Nova York, EUA (2013); Os últimos verdes, Luisa Strina, São Paulo (2010); Discompleto, Anton 
Kern Gallery, Nova York, EUA (2009); Veja meu bem, Tate Modern, Londres, Reino Unido (2007); Espelho, 
Museu de Arte Moderna de São Paulo (2007); Vermelho Amarelo Verde Azul, Centre Pompidou, Paris, 
França, e Museu de Arte da Pampulha, Belo Horizonte (2005); Sinho, Anton Kern Gallery, Nova York, EUA 
(2004); Casco de cavalo, Galeria ACBEU, Salvador (1995); A um palmo do nariz, Universidade Federal da 
Bahia, Salvador (1990).
 
Entre suas exposições coletivas destacam-se: Amostra, Luisa Strina, São Paulo (2024); Chão da praça: 
obras do acervo da Pinacoteca, Pinacoteca de São Paulo (2023); Zustandsbericht, Kunstraum Potsdam, 
Potsdam, Alemanha (2023); Obscura luz, Luisa Strina, São Paulo (2022); Máquina lírica, Luisa Strina, São 
Paulo (2022); Encruzilhada, Museu de Arte Moderna da Bahia, Salvador (2022); O museu de Dona Lina, 
Museu de Arte Moderna da Bahia, Salvador (2021); Contos de Manhattan, Anton Kern Gallery, Nova York, 
EUA (2021); Samba na escuridão, Anton Kern Gallery, Nova York, EUA (2020).  

O artista já teve exposições individuais no MAM-SP, no Centre Georges Pompidou, Paris, e na Tate 
Modern, Londres. Seu trabalho também foi apresentado na Bienal de São Paulo (2004), Bienal de Veneza 
(2003), Bienal do Mercosul (2023, 1999), 3ª Bienal da Bahia, Salvador (2015), assim como exposições 
coletivas em museus importantes como o Museo Reina Sofia, Madri, Espanha.

Coleções das quais seu trabalho faz parte incluem: Tate Collection, Inglaterra; Ellipse Foundation, 
Portugal; CACI – Centro de Arte Contemporânea Inhotim; Museu de Arte Moderna de São Paulo; MoMA 

– The Museum of Modern Art, EUA.

MAREPE
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I have had the pleasure of knowing Marepe for over two 
decades. I’ve helped organize major exhibitions he has 
taken part in, both in Brazil and abroad – including the 
Bienal de São Paulo and the Venice Biennale.

But I believe it was in Paris that we shared our most 
memorable experience – during the Year of Brazil in 
France in 2005, when the Centre Pompidou invited 
him and presented a monumental installation by this 
singular artist. For months, we worked on vermelho – 
amarelo – verde – azul [red – yellow – green – blue], an 
unprecedented work inspired by the colors of the French 
building itself and by memories of his childhood in Santo 
Antônio de Jesus, Bahia.

This monumental piece wholly occupied the institution’s 
huge entrance foyer and was unanimously acclaimed by 
the public and critics alike.

Today, Marepe is presenting at Fundação Iberê the 
exhibition Um fio que ligue os mundos [A Thread to 
Connect the Worlds], his first solo show in our state, 
impeccably curated by Ricardo Sardenberg. The 
exhibition occupies our main entrance, the great Atrium of 
Fundação Iberê, and features works from various phases 
of Marepe’s distinguished career.

I am grateful to the collectors – both anonymous and 
named, including the couple Cacau and Gugu Steiner – as 
well as to gallerist Luisa Strina, the Museu de Arte Moderna 
de São Paulo, and Instituto Inhotim, for generously 
lending works to the exhibition. This collaboration made 
the show possible. 

To Marepe, our deepest gratitude.

EMILIO KALIL
Fundação Iberê

NOTES ON MAREPE
Ricardo Sardenberg

The power of Marepe’s work lies above all in how it 
compels us to reconsider categories that once seemed 
settled: What is art? What is popular culture? What is 
the periphery? What is the center? To what extent can 
an everyday object become a way of thinking? In his art, 

Marepe collapses these oppositions and reconfigures 
them – not into a reconciliatory synthesis, but into a field 
of productive tension.

A superficial reading might situate Marepe’s work within 
contemporary sculpture or installation, as though it 
could be fully captured by the art world’s conventional 
categories. But what is at stake in his practice is a 
reconfiguration of art’s very conditions – a silent yet 
incisive contestation of the regimes of visibility that have 
historically divided the “popular” from the “refined,” the 
“regional” from the “universal.” Like certain Ducham-
pian gestures reterritorialized through interpretations 
grounded in the Bahian recôncavo region, his objects shift 
the familiar into the realm of the strange and unsettling. 
The operation here does not involve a tropicalized ready-
made, but the construction of a symbolic system whose 
internal coherence is inseparable from its constitutive 
fracture: the tension between lived experience and formal 
structure, between utility and uselessness, between 
function and contemplation.

Marepe’s work is not concerned simply with 
representation; it works on perception, unsettling the 
aesthetic rules and categories established by European-
centered modernism. Ladders, basins, the two-wheeled 
folding baskets pulled by shoppers at Brazilian street 
markets – far from functioning as identitarian allegories – 
these all operate as formal agents that reorganize the field 
of the sensible. Marepe does with everyday objects what 
the constructivists did with lines and planes: he strips 
away their naturalness, breaks their practical function, 
and turns them into signs – now as an enigma.

Marepe’s poetics speak of a deep Brazil because they 
emerge from that very soil – without ever reducing 
it to ethnographic data. His work gains its power by 
avoiding literal representation and direct protest. 
Instead, it proposes a small-scale politics of form – an 
aesthetic resistance built into the very acts of combining, 
redirecting, and recoding objects. And in doing so, Marepe 
compels us – without preaching, without simplifying, 
without turning the work into a message – to rethink 
the very structure of the gaze directed at art – and, by 
extension, or rather, by reflection – at the world.

***

With this in mind, we can turn to Marepe’s biography – not 
to reduce the artist to his origins, but to understand how 
that rooted and peripheral origin is continually reworked 
into language.

ENGLISH VERSION

Marepe – an acronym for Marcos Reis Peixoto – was born 
on June 21, 1970, the day of the emblematic World Cup 
final in Mexico, when Brazil defeated Italy 4–1. That day, 
the Azteca Stadium held a crowd roughly equal to the 
current (2024) population of Santo Antônio de Jesus, 
the city in the Bahian recôncavo region where Marepe 
was born and where he still lives today. That 1970 World 
Cup final was also the first to be broadcast live, in color, 
via satellite to the entire world – a decisive moment 
when soccer became a massively popular spectacle 
worldwide. This coincidence can be read as a metaphor 
that sheds light on Marepe’s own work: rooted in the 
local, yet in constant dialogue with broader circuits, 
it likewise transmits – through images, objects, and 
gestures – a worldview shaped by cultural, economic, and  
symbolic flows.

Santo Antônio de Jesus is known for its large open-air 
market – described by Wikipedia as the cheapest in 
the region. More than a statistical curiosity, this market 
serves as an interpretive key to Marepe’s work. In the 
1990s, it began to be flooded with cheap, industrially 
manufactured goods, especially from China – globally 
produced items with local functions and destinations. 
This transformation of the market – from a place of local 
knowledge and creative solutions to a hub for global 
goods – creates tensions around authenticity, belonging, 
and cultural autonomy, and resonates directly in Marepe’s 
practice, which incorporates and re-signifies these objects 
in his visual language.

Like a modest but sensitive satellite, the market becomes 
a channel through which the world reaches the artist – 
and where, through the transitoriness of its goods, he 
rediscovers the persistence of a popular aesthetic that 
endures, even when diluted, translated, or absorbed. It 
is in this back-and-forth between the particular and the 
generic, the artisanal and the industrial, that Marepe’s 
poetics take shape: always attentive to the inflections 
of daily life, but fully aware of the planetary scale of the 
transformations underway.

 ***

Nowadays, when declaring oneself nomadic has become 
something of a trend among contemporary artists, always 
in transit and often invoking some supposed ancestral 
connection, Marepe deliberately turns this logic upside 
down by radically embracing the local. His practice is 
grounded, firmly anchored in his hometown and its 
immediate surroundings, where everyday life serves as an 
inexhaustible source of images, tensions, and meaning. In 

affirming this rootedness in “place,” Marepe subverts the 
prevailing logic of mobility as a value in itself, and instead 
proposes a form of permanence that is both productive 
and critically attuned.

The ancestral connection that drives Marepe’s creative 
work is neither mythical nor transcendental, but built 
from an open-minded memory rooted in childhood 
experiences. As the son of a mother who taught art 
in elementary school and a father who worked in the 
construction supply trade, he draws on an inner repertoire 
of deeply personal references, transforming them into 
sources of creative force. Memories of childhood, of 
popular festivals, and of the open-air market environment 
seem, in his work, to offer a silent homage to his parents.

Each object he constructs bears a link to that origin: 
fragments of a childhood that reasserts itself in the 
present – not as frozen memory, but as a continuous 
impulse toward invention. Instead of seeking the global, 
Marepe allows the global to reverberate in the local – and 
the local, in turn, projects itself as a micropolitical model 
of resistance and creation. His work stands as a political 
and poetic gesture of permanence in an emphatically 
transitory world, where everything is destined for 
obsolescence and forgetfulness.

***

In his art, Marepe traces the material and symbolic 
transformations that have marked Brazil since the 1990s 
– particularly those shaped by the Real Plan and its 
aesthetic and social aftershocks. The Real Plan turned 
out to be more than a set of economic measures, as it 
reshaped daily life in subtle but profound ways, creating 
a new way of seeing objects, practices, and spaces. It 
is as if before the Real Plan there was one Brazil, and 
after this neoliberal turning point there was another: a 
country that, as it entered the flows of global financial 
capitalism, experienced abrupt deindustrialization while 
also being flooded by the logic of massified, homogenized 
consumption.

The white plastic chair may well be the ultimate icon 
of this new worldview. Seen everywhere from weekend 
barbecues and birthday parties to events at churches, 
public squares, and backyards on the urban periphery, 
it emerged as a silent symbol of globalization – cheap, 
impersonal, stackable, synthetic. Like a ghost of modernist 
design, stripped of any designer’s vision, it embodied the 
logic of replacement and disposability. Alongside it came 
LED Christmas decorations, Chinese-made goods in street 
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markets, the standardization of colorful tarps and plastic 
buckets. An aesthetic transitoriness took hold, marked by 
obsolescence and a loss of connection to local production, 
but also symbolizing one’s entry into the mass consumer 
market, and in that sense, a trophy of social ascent.

It is within this new material ecosystem that Marepe’s 
work takes on its critical power. By bringing these 
objects – basins, carts, chairs, bicycles, ladders, Christmas 
decorations – back into the scene not as leftover 
remnants, but as active signs of an affective economy, 
the artist gives new meaning to the gesture of the ready-
made. Whereas Duchamp removed the object from its 
functional context to insert it into the art circuit, Marepe 
moves in the opposite direction: he reinscribes the artistic 
object within the realm of necessity. That’s why, instead 
of a readymade, Marepe playfully proposes the idea of a 
necessáire – the things one needs in order to live. Here, 
art is not separate from life; it emerges from the tension 
between memory and precarity, between creativity and 
scarcity, between local and global – in short, a celebration 
of how things look when you see them from the heart of 
the periphery.

Ricardo Sardenberg is a curator, editor, and art critic. A graduate 
of NYU, he served as director of Zabriskie Gallery in New York and 
Galeria Camargo Vilaça in São Paulo, and has worked with the 
Pinacoteca do Estado de São Paulo and Inhotim. He founded 
Editora Cobogó in Rio de Janeiro and Projeto Vênus in São Paulo, 
now Galeria Sardenberg. He has curated exhibitions of artists such 
as Cildo Meireles and Wesley Duke Lee, and represented Art Basel 
in Brazil for 15 years.

MAREPE

Marepe was born in 1970 in Santo Antônio de Jesus, a 
municipality in the state of Bahia. He is widely recognized 
for an artistic investigation rooted in personal experience 
and emotional resonance, through which everyday items 
are transfigured into artifacts steeped in memory and 
critical reflection on social dynamics. In his sculptures, 
photographs, drawings, installations, and ready-mades, 
he explores tensions between the artisanal and the 
industrial, the local and the global, the subjective and the 
collective. His works often present situations infused with 
a candid sense of humor and evoke both the precarious 
conditions of life in Bahia’s hinterlands and a universal 
poetics that resonates across different backgrounds.

In his art, Marepe reconfigures everyday objects – 
washbasins, clay water filters, plastic tables – through 
gestures that reveal the beauty and symbolic power 
of simple things. By bringing these elements into the 
exhibition space, he deepens his investigation into the 
boundary between art and life, tracing a path that leads 
back to his roots in Santo Antônio de Jesus while inviting 
viewers to reflect on belonging, labor, change, and the 
passage of time.

His recent solo exhibitions include: Visão periférica, Anton 
Kern Gallery, New York, USA (2024); Mergulho em grupo, 
Luisa Strina, São Paulo (2022); Estranhamente comum, 
Pinacoteca de São Paulo (2019); Suave na nave, Galerie 
Max Hetzler, Paris, France (2017); Armazém de mim, Luisa 
Strina, São Paulo (2015); Notícias da lagoa, Galerie Max 
Hetzler, Berlin, Germany (2014); Marepe, Anton Kern 
Gallery, New York, USA (2013); Os últimos verdes, Luisa 
Strina, São Paulo (2010); Discompleto, Anton Kern Gallery, 
New York, USA (2009); Veja meu bem, Tate Modern, 
London, UK (2007); Espelho, Museu de Arte Moderna de 
São Paulo (2007); Vermelho Amarelo Verde Azul, Centre 
Pompidou, Paris, France, and Museu de Arte da Pampulha, 
Belo Horizonte (2005); Sinho, Anton Kern Gallery, New 
York, USA (2004); Casco de cavalo, Galeria ACBEU, 
Salvador (1995); A um palmo do nariz, Universidade 
Federal da Bahia, Salvador (1990).

His recent group exhibitions include: Amostra, Luisa 
Strina, São Paulo (2024); Chão da praça: obras do 
acervo da Pinacoteca, Pinacoteca de São Paulo (2023); 
Zustandsbericht, Kunstraum Potsdam, Potsdam, 
Germany (2023); Obscura luz, Luisa Strina, São Paulo 
(2022); Máquina lírica, Luisa Strina, São Paulo (2022); 
Encruzilhada, Museu de Arte Moderna da Bahia, Salvador 
(2022); O museu de Dona Lina, Museu de Arte Moderna da 
Bahia, Salvador (2021); Contos de Manhattan, Anton Kern 
Gallery, New York, USA (2021); Samba na escuridão, Anton 
Kern Gallery, New York, USA (2020).

The artist has had solo exhibitions at MAM-SP, Centre 
Georges Pompidou in Paris, and Tate Modern in London. 
His work has also participated in the São Paulo Biennial 
(2004), the Venice Biennale (2003), the Mercosul Biennial 
(2023, 1999), and the 3rd Bahia Biennial, Salvador (2015), 
as well as in group exhibitions at important museums 
including the Museo Reina Sofía, Madrid, Spain.

His work figures in various important collections, 
including: Tate Collection, England; Ellipse Foundation, 
Portugal; Centro de Arte Contemporânea Inhotim (CACI); 
the Museu de Arte Moderna de São Paulo, Brazil; and the 
Museum of Modern Art (MoMA), New York, USA.
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A Thread That Connects 
Worlds, 2002
Wood, laminated paper, steel 
wool, cheese, needles and 
thread spool
Variable dimensions 
Private collection,  
Belo Horizonte

p. 12-13
Wind Beds, 2010
Folding bed, artificial feathers 
and hinges
108 x 196 x 97 cm each

p. 14-15
Metamorphosis, 2010
Metal basins and wooden 
supports
380 x 70 x 70 cm
Collection Cacau and Gugu 
Steiner, São Paulo

p. 16
Acoustic Head, 1996
Metal basin, rubber and hinges
90 x 37 x 70 cm

p. 17
Acoustic Head, 1995
Photography
49 x 72 cm

p. 18-19
Sweet Sky of Santo Antônio – 
Series A, 2001
Photography
15 x 10 cm each

p. 20
Samambaia, from the series 
The Oil is Ours, 2014
Plastic tables
240 x 68 x 68 cm

p. 21
What Are You Hungry For?, 
2008
Pots and paint
295 x 73 x 58 cm

p. 23
Jewelry Stand, 1996
Wooden, velvet and metal 
jewellery stand
187 x 75 x 75 cm

p. 24
Protective Connections, 2020
PVC pipes, stainless steel chair 
and glass sphere
183 x 166 x 304 cm

p. 27
Rio Fundo, 2012
Rubber camera, wooden table 
and glass bottle containing  
Rio fundo cachaça
70 x 180 x 165 cm

p. 29
Stalagmites, 2005
25 metallised acetate rolls
185 x 190 x 100 cm

p. 30
Front and Back, 2024
Aluminium and bladders
99 x 76 x 30 cm

p. 31
Front and Back, 2024
Aluminium and bladders
98 x 54 x 58 cm

p. 32
Front and Back, 2024
Aluminium and bladders
98 x 12 x 7 cm

Front and Back, 2024
Aluminium and bladders
47 x 23 x 8 cm

Front and Back, 2024
Aluminium and bladders
100 x 23 x 9 cm

p. 33
Front and Back, 2024
Aluminium and bladders
98 x 47 x 68 cm

p. 34
Front and Back, 2024
Aluminium and bladders
98 x 214 x 22 cm

p. 35
Front and Back, 2024
Aluminium and bladders
90 x 60 x 53 cm

p. 37
Star, 2025
Aluminium stairs
267 x 284 x 40 cm

p. 38-39
Stuffed Tangerine, 2012
Wood and hinges
116,5 x 62 x 62 cm

p. 40
The Move, 2005
Wood, metal, rubber, plastic 
mesh and hinges
210 x 360 x 140 cm
Collection Instituto Inhotim, 
Brumadinho 

p. 41
The Roof, 1998
Clay tiles, wood and metal
120 x 600 x 400 cm 
Collection MAM São Paulo, 
acquired through Núcleo 
Contemporâneo MAM São 
Paulo, 2000

p. 42-43
Untitled, from the series 
Carimbó, 2007
Screenprint and lithograph
35 x 141 cm

p. 44
My Backyard's Lanscape, 2024
Acrylic on canvas
154 x 242 cm

p. 45
Natural Stranger, 2024
Acrylic on canvas
201 x 244 cm

p. 46-47
The Cherry, 2024
Acrylic on PVC board
246 x 123 cm each

LIST OF WORKS

All works reproduced in this 
publication are courtesy of 
the artist and Galeria Luisa 
Strina, São Paulo, except 
where otherwise noted in 
the captions.



MAREPE

UM FIO QUE LIGUE
OS MUNDOS

EXPOSIÇÃO

Curadoria
Ricardo Sardenberg

Design gráfico
Adriana Tazima

Montagem
Concreção

Seguro
Howden Brasil  

Transporte
Alke

Laudos técnicos
Ellen Röpke Ferrando  
Mariana Onofri 
Rita Torquete

Produção e Realização
Fundação Iberê

CATÁLOGO

Coordenação editorial
Gustavo Possamai

Texto
Ricardo Sardenberg

Tradução
John Norman

Revisão de texto
Beatriz Caillaux

Projeto gráfico
Pomo Estúdio

Fotografias
Direitos reservados, p. 11-13, 41  
Édouard Fraipont, p. 2, 4, 14-16, 
18-20, 24-25, 28-35, 38-39, 42-47, 
contracapa  
EstúdioEmObra, p. 21-23, 26-27, 36-37  
Galeria Luisa Strina, p. 48  
Marepe, p. 17, capa  
Pedro Motta, p. 40

Impressão
Ideograf

Edição 2025 
© Fundação Iberê

Página 48: O artista Marepe em São 
Paulo, c.2002. 

As obras reproduzidas neste catálogo 
são cortesia do artista e da Galeria Luisa 
Strina, exceto quando creditado na 
respectiva legenda.

Todos os esforços foram feitos para 
identificar os detentores dos direitos 
autorais das imagens aqui reproduzidas. 
Eventuais falhas ou omissões serão 
corrigidas em futuras edições.

CONSELHEIROS

Jorge Gerdau Johannpeter
Presidente
Arthur Bender Filho
Arthur Hertz
Beatriz Bier Johannpeter 
Celso Kiperman
Dulce Goettems
Fernando Luís Schüler 
Hermes Gazzola
Isaac Alster 
Joseph Thomas Elbling
Júlio Cesar Goulart Lanes 
Lia Dulce Lunardi Raffainer 
Livia Bortoncello
Nelson Pacheco Sirotsky
Renato Malcon 
Rodrigo Vontobel 
Sérgio D’Agostin
Wagner Luciano dos Santos Machado 
William Ling

Conselho Fiscal
Carlos Cesar Pilla 
Carlos Tadeu Agrifoglio Vianna
Gilberto Schwartsmann
Heron Charneski
Ricardo Russowsky
Volmir Luiz Gilioli

Diretores
Justo Werlang
Diretor-Presidente

Ingrid de Kroes
Vice-Presidente

Rodrigo Azevedo
Vice-Presidente
Anna Paula Vasconcellos Ribeiro
Cesar Paz
Fabio Chemello
José Luiz de Mello Canal
Marcelo Bezerra de Mello Marinho
Mathias Kisslinger Rodrigues
Pedro Dominguez Chagas

EQUIPE

Diretor-Superintendente
Emilio Kalil

Superintendência-Executiva
Robson Bento Outeiro

Secretaria Executiva
Nara Rocha

Comunicação e Imprensa
Roberta Amaral

Design e Plataformas Digitais
José Kalil

Administrativo/Financeiro
Luciane Zwetsch
Guilherme Collovini

Programa Educativo
Lêda Fonseca, consultoria pedagógica
Ilana Machado, coordenação 
Juliana Corrêa, assistente de coordenação
Brenda Leie, Eduarda Cartagena, 
Eduarda Fassina Silva, Gabrielle Aguiar Lopes, 
Leonardo Hoppe Zillmann,
Leonardo Miguel Ramos, Raphaelle Cardoso 
e Yasmin Lima, mediação

Acervo/Ateliê de Gravura
Eduardo Haesbaert
Gustavo Possamai 
Nina Sanmartin
Jonathas Rosa dos Anjos

Consultoria Jurídica
Silveiro Advogados

Gestão do Site e TI
Machado TI

Produção
Vítor Daniel Rosa

Conservação e Manutenção
Lucas Bernardes Volpatto
Arnaldo Henrique Michel
Alisson Folletto

Receptivo
Iury Fontes dos Passos
Laura Palma



S244

Catalogação na publicação: Marcela Peters Perlott - CRB10/2511

Marepe: um fio que ligue os mundos/  texto e 
curadoria Ricardo Sardenberg – Porto Alegre:  
Fundação Iberê Camargo, 2025
             
56 p.: il. color. ; 20,8 x 29 cm.
 
Catálogo da exposição realizada na  
Fundação Iberê de 23 de agosto de 2025 
a 15 de março de 2026
Catálogo em edição bilíngue: português e inglês
Tradução John Norman
ISBN 978-85-89680-94-3

1. Artes plásticas. 2. Arte contemporânea. 3. Marepe. 
4. Peixoto, Marcos Reis.  I. Sardenberg, Ricardo 
II.  Fundação Iberê Camargo.  III. Marepe.
IV. Marcos Reis Peixto. V. Título.                                                
                                                                                    

CDU 73(81)




