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Ile Sartuzi. A still from All Fixed, Fast-Frozen, 2025. Video, 4K, color and sound.
313", Courtesy: llé Sartuzi
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In his first solo exhibition at Galeria Luisa Strina, Ilé Sartuzi presented
a series of conceptual works, mostly consisting of contract drafts in-
tended for potential buyers to sign. Titled Contrato (Contract), the show
included the documentation of an agreement between the artist and
Luisa Strina, one of Brazil's most respected and long-standing galler-
ists. The agreement stipulated that Strina was strictly forbidden from
entering the exhibition space for the entire duration of the show. Instead,
she was permitted to learn only about it indirectly through security
cameras that transmitted real-time footage to a monitor installed at her

desk, along with photographs, texts, or even rumors and gossip —but
never in a direct manner. Like most of the other works included in the
exhibition, Vista/Vista restrita (View/Restricted View) (2025) employs
the format of the contract to prompt areflection on the power dynamics
currently at play within the art system —in this particular case, those
that regulate the exchange between artist and gallerist.

In other works by Sartuzi, the focus shifts toward the relationship
between artist and collector. Here again, the artist seeks to subvert the
established status quo. A striking example in this senseis Furto (Theft)
(2025), an artwork that consists of an action in which the artist steals
something from the collector who purchases the piece. At the moment of
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signing, the collector neither knows nor will ever know exactly what the
artist will take, or when it will happen, yet remains in a state of anticipa-
tion. According to Brazilian legislation, any contract based on a criminal
act is considered null and void, and the artist himself acknowledges that
—1in this instance— the agreement lacks any legal validity. Sartuzi also
points out that a contract presupposes, to a great extent, a reciprocal
trust between the parties involved, and it i1s presumably this very pact
of trust which serves to crystallize the underlying dynamics of power
that interests him the most.

“Conceptual artists are mystics rather than rationalists,” wrote Sol
LeWitt in his Sentences on Conceptual Art (1968). In the context in
which Sartuzi’'s work unfolds, while it never fully ventures into the
mystical realm, it certainly does not confine itself to a purely rational
or detached analysis of the art system, the power dynamics among
its various actors, the mechanisms that regulate its functioning, or
the processes involved in the valorization of artworks. All of these
aspects are addressed in more or less direct ways throughout the
exhibition.

Examples include the contracts that foresee the acquisition of a
painting which the artist commits to delivering within a period of five
years, such as Aposta (cinco anos) (Bet [Five Years]) (2025-2030), or
only after his death, as in Aposta (post mortem) (Bet [Post Mortem])
(2025-7). Yet, in the case of Sartuzi, we can never be entirely certain,
to paraphrase Frank Stella, whether "what you see is what you see.”
Quite the contrary: it could be said that what truly matters always lies
outside the field of vision. The gallerist cannot see the exhibition itself,
the collector does not know what will be stolen (or whether it has already
been stolen), and the painting being acquired cannot be seen either.

In keeping with this approach, another central interest in Sartuzi's
practice and poetics is the magician’s trick that makes something disap-
pear right before our eyes, even when it is plainly in view. In the video All
Fixed, Fast-Frozen (2025), for instance, we see the hands of a magician
making small spheres of ice vanish and then reappear inside glasses,
in a reinterpretation of the classic sleight-of-hand trick. The use of ice,
and perhaps even the type of action, which is often performed on the
street, evokes the mythical Bliz-aard Ball Sale (1983), whereby David
Hammons sold snowballs on the streets of New York in the middle of
winter. But the most direct reference is probably to another work by
Sartuzi himself, not included in this exhibition: Sleight of Hand (2024).
The piece consisted of the temporary appropriation of a coin belonging
to the British Museum, taken by the artist during a guided tour. He left a
replicainits place and placed the original in one of the museum’s dona-
tion boxes. Some people claim that Sartuzi returned a second replica
rather than the original coin. In its correspondence with the artist, the
museum itself subtly hints at this doubt. Beyond this, and beyond the
broader discussions regarding the legitimacy of an encyclopedic mu-
seum with imperial roots such as the British Museum, which formed
one of the starting points for the artist’s conception of the action, what
seems essential to highlight is how, in Ilé Sartuzi's work, everything
appears to be hidden right in front of our noses. In street magic tricks,
often the audience focuses its attention on the movement of the magi-
cian's hands, while someone else slips by unnoticed, stealing wallets,
phones, and watches. In much the same way, it is entirely possible that
what we are seeing, what the artist induces and seduces us to look at
and to question, is, at bottom, nothing more than a trap, a decoy that
fulfills the precise function the artist desires: to divert our attention
away from what truly matters.
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