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Statement | Carlos VIELMA

Carlos Vielma’s “A mechanical wilderness” presented a video installation inspired by The Million Year Picnic, the final short story from Ray
Bradbury’s post-apocalyptic science fiction The Martian Chronicles. In Bradbury’s timely dystopian tale, a family escapes Earth in an attempt to
rebuild their life on Mars.

The video was filmed in a ghost town in the middle of the desert, actually named Marte (“Mars” in Spanish), in the northeastern state of
Coahuila, Mexico, near where the artist was born. This town was abandoned when its inhabitants joined the region’s nascent automotive industry
in the early 1980s.

Vielma's rural adaptation of the story explores humanity’s relationship with technology, colonization, and human existence on planet Earth.
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This video installation is the central piece of the
exhibition. In the end of the story, the viewer's
figure is projected onto the screen.
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CARLOS VIELMA

“lt meant a lot to them, but it doesn't really mean a thing.”
This line, written by Carlos Vielma for the script of his video
work, My battery is low and it's getting dark (2022), serves
as the project’s conceptual anchor. Inspired by American
writer Ray Bradbury's short story The Million Year Picnic
(1946), Vielma's work captures the moment when symbols
built to carry meaning outlast the worlds that produced
them. The exhibition reads like an excavation site where
concrete poetry, found objects, and technological debris are
arranged like a speculative archaeology of a civilization that
has long faded. But the objects we encounter are distinctly
earthly and of our moment—tied to the overlooked materials
of everyday life and the built environments we call home.

At the center of this constellation of works is My
battery is low and it's getting dark (2022), a video that draws
its conceptual and narrative structure from Bradbury's
text. The piece is narrated from the perspective of a rover
wandering the seemingly abandoned desert terrain of
Marte, Coahuila, Mexico—a ghost town that shares a name
with Mars. Modeled after NASA's Opportunity Rover, which
explored the Red Planet from 2004 to 2018, it surveys Marte
with the same analytical lens, its trajectory unfolding as a
kind of field report. The rover delivers passages from The
Million Year Picnic as if they were log entries recording
its encounters with architectural ruins, gravestones, and
other evidence of former habitation. In Bradbury's story, a
family flees an Earth devastated by nuclear war, traveling to
Mars to start a new life—only to find the planet deserted.

In Vielma'’s version, Marte is found similarly depopulated,

a reality that both echoes and reframes Bradbury's fiction;
but the desolation of Marte emerges not from nuclear or
cosmic catastrophe, but from the outward migration of
residents seeking economic opportunity elsewhere. In
Coahuila, the automotive industry has created a landscape
of abandoned towns and skeletal infrastructures—a
consequence of Western car manufacturing companies
relocating to Saltillo, the capital of the state.

An infinite picnic (2025) is an installation work
of salvaged detritus arranged across a black mat and
presented as unearthed relics in the gallery. These
fragments also surface at pivotal moments in the video.

As the rover surveys the ruins of Marte, it encounters a
number of artefacts—a broken crucifix, a circuit board, and
children’s toys—that stand in for the spiritual, technological,
and economic systems that shaped humanity's ascent and
eventual downfall. Confronted with this evidence, the rover
concludes: “Science ran too far ahead of us. And the people
got lost in the mechanical wilderness.” Through its staging,
“A mechanical wilderness” adopts visual conventions

from archaeology and ethnography—Western disciplines
dedicated to examining the past—but repurposes them to
diagnose our present. Here, Vielma offers a study of the
West, its conflicted pursuit for technological progress and
planetary salvation, and its entanglements with labor and
resource extraction in the Global South.

Magic spell (2022), an engraved brass plate, explores
the role of meaning in the speculative aftermath of an
extinction. Displayed among the objects in An infinite
picnic and featured in the video, the work is inscribed with
columns and rows of letters that read as cryptic acronyms,
alongside a diagram of a nude man and woman. Attempting
to interpret these markings is an exercise in futility: the plate
functions as an inverted Rosetta Stone—one that withholds
meaning and resists the logic of decipherment. Magic spell
draws on the legacy of the Pioneer plaques—gold-anodized
disks launched into space in 1972 and 1973 aboard the
Pioneer spacecrafts—as well as the 1977 Voyager Golden
Records. These interstellar emissaries contain maps of our
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solar system, symbols describing the spacecraft, images
and audio recordings from Earth, and the same diagram of
nude humans seen in Vielma'’s work. Today, these cosmic
messages continue their journey across interstellar space,
carrying forward humanity's ambition to communicate with
extraterrestrial intelligence.

These hopeful gestures echo a long-standing human
desire to project meaning into the cosmos and search for
itin return. Vielma turns to this impulse in My battery is low
and it's getting dark (2025), an LED work installed directly
in the gallery’s street-facing windows, presenting the
phrase in glowing red text. It is widely, though inaccurately,
believed to be the Opportunity Rover's last words before a
dust storm on Mars caused it to permanently lose contact
with Earth in 2018. In reality, the line is paraphrased from
a sentimental interpretation of the data transmitted by
the rover in those final moments. Capturing the public’s
imagination with its uncanny humanization of a machine,
the phrase circulated online and in media, its meaning
altered and amplified through repetition and collective
retelling. Casting the gallery in a deep red glow evocative
of the Red Planet and of a warning, the work distills the
exhibition's broader interest in how symbols and messages
drift and mutate over time—echoing the essay’s opening
reflection that what once held meaning may, in the end,
mean nothing at all.

From these aftermaths of meaning, the exhibition
weaves together three overlapping temporalities. On one
level is Bradbury's mid-century fiction, with its vision of
planetary ruin—an allegory of Earth. On another is the
mission of the Opportunity Rover, which positioned Mars
as a place within humanity’s reach. And the third level is
the investigation at the heart of Vielma's exhibition, where
the landscapes of northern Mexico and its histories of
migration take on the atmosphere of speculative worlds
and science fiction. Across these layers, the exhibition
turns towards what lingers after life recedes from view:
what remains are the traces of meaning that settle into the
environment, quietly recording histories that may, or may
not, be legible into the future.

The quest for lifeforms beyond Earth reveals less

about these otherworldly beings than it does about
ourselves. Martians, and the imagined futures they
symbolize, become containers for our own desires: the
promise of technological ascension, deliverance from
ecological collapse, and a way to better understand
ourselves. But perhaps, there is no one at the far edges of
the cosmos—only our reflection staring back. Nearing the
end of the video, the rover encounters a mirrored monolith
that returns its probing gaze. Its instruments of conquest—
surveying, image capture, and specimen extraction—are
turned inward, making us the subject of its examination.
In this moment, Vielma pulls back the curtain: we are the
Martians, wandering through our mechanical wilderness,
searching not for alien civilizations, but for meaning after
the end of our own.

Noor ALE | Curator, art historian, and writer whose exhibitions and roles
span international contemporary art institutions. Her curatorial practice
examines the convergences of contemporary art with land relations,
cosmologies, and geopolitics. She is an associate curator at the Moody
Center for the Arts at Rice University.

Claudia MATTOS | Curator and writer whose research focuses on the
intersections of art, global politics, and emergent technologies, with

a particular interest in global histories of media and performance art.
She is an associate curator at the Moody Center for the Arts at Rice
University.
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The technological environment that underpins
contemporary life has become as closely
connected to our daily existence as the natural
environment. In this technological setting,
artificial structures do not stand in contrast to
nature. They serve, much as natural systems
do, as part of the infrastructure that supports
daily life. And just as the natural environment
can be seen as intertwined with accumulated
human experience and knowledge, we now
continually access the information woven into
our technological environment by glancing at
our mobile devices, even when much of that
information proves unnecessary.

The installation “A mechanical
wilderness” by Carlos Vielma presents,
as its title suggests, a vision of humanity’s
disappearance within a technological
environment of its own making. The work was
inspired by a ghost town in Mexico known
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as Marte (meaning “Mars”) because of its
landscape. This ghost town is located near
the artist's mother’s hometown. For the artist,
the landscape of that site elicited memories
of Ray Bradbury's science fiction classic The
Martian Chronicles (1950), which Vielma
employed as a source text for the work.

The Martian Chronicles is a collection
of short stories Bradbury wrote in the 1940s,
assembled to form a single chronicle set
on Mars. The original edition comprised 26
stories set between 1999 and 2026. In later
years, the timeline was adjusted so as to
begin in 2030, and the book was republished.
Vielma'’s work draws on the final chapter, The
Million Year Picnic. It is surely not coincidental
that, in the original edition, this chapter takes
place in 2026.

The work comprises two exhibition
spaces. When the element intended to
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be viewed or read from outside TOKAS is
included, it unfolds in three stages. On the
two windows of the gallery, red LED signs
reading “MY BATTERY IS LOW"... and ..."AND
IT'S GETTING DARK" are installed so they
can be seen from outside the venue. These
messages invite visitors into the installation
in the first space, assembled from discarded
materials collected in the Mexican ghost
town. In the adjacent space, cordoned off by a
curtain, a video work drawing inspiration from
The Million Year Picnic is shown.

The Martian Chronicles traces a history
that begins with humanity’s exploration
of Mars, encounters with Martians, and
the conflicts that emerge between them,
followed by the extinction of the Martians,
the colonization of Mars, and a global nuclear
war on Earth. The fact that all of this unfolds
within only twenty-seven years now reads as

CARLOS VIELMA

VWIRREANT, KEADIEREKNEAD ALEE
WIRDOHRWRBEE WS EENBEINTL
b, ZND. BAE2TEEWVWIREET, EVWHDDH
BETEFEWICRELLONG, [EAFEET =y
T, LBk S N E ICHB(ELAHIRA
OFREN. NBOREEZ) vy, KEAELT
OEAFEBICADIFLVESLOBRENERET
BMETH D, (ERTIE. NEANDAKEEHIKT
DIZEFENT, BBERSIHERADPKEAE
LTESEBRETIEVIZAN=U =P, XX
IDId—-RMay eERIND, ZhidEk. 2
OERP. KEFEROBRATHINBLIIC
BIEERABAZZET. ABREOHRER LR
RTBHDICHE-TWVWD, ZOEKTIE, [KEF
KREIDEREETHZ [BEAFEEI=v I | DERH

DF+T52—TH2[BLEZREY LES] (There
Will Come Soft Rains) D RER L VA H LN
Vo ZIZ TR, HEFHOABAEOHRT, #
WEIPEDSORIL—T 1 &K RRERN L
AP I ND, PO THTHREERICEHS
NHIROBERBN DD DIESEEE LT L —
M, NEBRERICI-TERBEFRIN. ABD
BEEDIELES,

F—-T=ZTDN=UTlE, 7= —-C-UF—
JERZN) =% 1 =Ty D[2001FFEHD
R (1968)ICH A L RINA FEINI-ZENFBONT=,
T3E FHA(BIVEREDEBE ARDE
kz2H oD 272001 FE~]| DI -2 ILE
59D NEOHEILTELTDRZ—F w1 ILRH,
[BREEIZy7]ICHF5KEBICM S/~ Ik

DOIYRE, ZOERDRBICEIZ T BNER
EF—Tr—FvTTBRLIICRELSN,
FATHAZICE>TRBENERICENZEND
EVWSF AR, TATHT—MOATF4 7T —MC
BOWTHLDPSHVWS N, IR HENFREED
EABHDTIEHZID, KETIEZORBEDH
MEOFINS, AM=UFTULTDOFEELTH,
FRICHRIICERBE(ERERICE)ZTDIOL
BoTWZENEIRICHEK ST,

BhE | ¥al—&— Eifi- FTEHT 1968F £ N,
NTTA>&—032 =4 -3 -t 2—[ICClI-BIRE AN
SHEDY, EEFEE. FERRENT2025F3AF TR
£, HENDHHLERERIC. [AE— N E2-ME FE
/S T—h*AF47](2023). [evala Wb 315 HET51%]
(2024)%3&,

Picnic in a mechanical wilderness | HATANAKA Minoru | opeNSITE 10 Jury member

remarkably prescient. The chapter The Million
Year Picnic tells the story of a human family
that leaves a decimated Earth, settles on
Mars, and decides to restart human history,
identifying as Martians and looking toward a
future a million years ahead. In Vielma's work,
the story of Earth’s people losing their home,
becoming Martians, and beginning history
anew after colonization in space and nuclear
war on Earth, connects to the landscape of
the Mexican ghost town. At the same time,
the work presents a world without humankind
by reinterpreting the original story as if seen
from the perspective of a Mars rover. In this
sense, it occupies a narrative space similar

to There Will Come Soft Rains, the chapter
that precedes The Million Year Picnic in The
Martian Chronicles. The penultimate chapter
depicts a post-apocalyptic setting in which,
after nuclear war has eliminated humanity,
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only machines continue their routines
unchanged. A plaque engraved with coded
information that had been attached to a
space probe as a self-introduction from Earth
is (mis)read by a Mars rover, and a redefinition
of the human race begins.

At the opening talk, it was mentioned
that the work was also inspired by Arthur C.
Clarke and Stanley Kubrick's 2001: A Space
Odyssey. Indeed, the Star Child that appears
in the film’s final scene, an evolved form of
humanity following an encounter with an alien
presence or with God, seems to overlap with
the image of the family reflected in the water
in The Million Year Picnic. It also resonates
with the viewer’s own figure, filmed in real
time, that appears at the end of Vielma's video
work.

The technique of incorporating viewers
into a work through a live camera has a long

history in video and media art and can even
be regarded as a classical methodology. What
was most striking here, however, was how
effectively it operated as a storytelling device.
Because it aligns so closely with the work’s
content, it draws the audience into the world
of the work with extraordinary clarity and
impact.

HATANAKA Minoru | Curator, critic of music and art. Born
in 1968. Involved with the NTT InterCommunication Center
[ICC] prior to its opening in 1996, serving successively

as Senior Curator and later as Head of the Curatorial
Department, before departing the institution at the end

of March 2025. Recent exhibitions: “Tribute to RYUICHI
SAKAMOTO: Music/Art/Media,” 2023, “evala: Emerging
Site/Disappearing Sight,” 2024.
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{Magic spell)

ZENSNABERDOTL— b
Engraved brass plate
29x45 cm

2022

{An infinite picnic) (detail)

WOLEDT7 I RATILIb
Found objects on board

#4 XF]% | Dimension variable
2022
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Daddy had a funny look in his eyes
How far are we going Dad?
A million years kids.
Look! There is a dead City
Who used to live there Dad?
Where are they now?
Science ran too far ahead of us too quickly,

and the people got lost in a mechanical wilderness.

Are they all dead?
What do they look like?
You will see
Listen...Listen carefully,
they might be around

CARLOS VIELMA

(Storyboard) (My battery is low and it's getting dark) (video still)

HicT7 oI F IR
White acrylic on black paper Digital video
18x27cm 5'18"
2021 2022
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[Here the homeland begins] Museo de Arte Contemporaneo de
Monterrey(MARCO), > 7L —. X¥>a({ER]

[An infinite picnic] Lawndale Art Center. Ea—X k> 741 H{ERE)
[Lost filmJLTRL. X¥> 3> 7 (BE)

[White lagoon]Glassell School of Art at the Museum of Fine Arts.
Ea—Xb TAUHERE)

Bemis Center for Contemporary Arts. 2 </\, ZAUH (LT F LX)
[Urban paradox] Public sculpture in Monterrey’s Macroplaza. Las
Artes Monterrey, €27 L—, X%>a(JIL—TE)

The Core program at the Museum of fine Arts, Ea—X k> 7XU 7
(LYFrR)

Skowhegan School of Painting and Sculpture, XA7kE—4> 74
A (LYFLR)

[AMEXICA | The loft. The Servais family collection. 7' xytJL (¥
W—=TE)

[Sound +]Museo Anahuacalli, *¥> 2351 (JIL—T &)

Casa Wabi, 7TV MIXALF4—R AF3a(LYFLR])

Member of the National System of Creators (SNCA)

AX VOB LIERS

Young Creators fellowship

AF T ABIFLY) AF D IEL L= MTE S (FONCA) 2@ U TIRE

www.carlosvielma.info

Trained as an architect, Carlos Vielma is a Mexican visual artist who explores the

aesthetics of contemporary ruins and their reconstruction through fiction. His

paintings, videos, and installations deal with subjects such as migration, borders,

landscapes, and monuments. He is currently interested in art as it relates to

public spaces.

Major activities
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2025

2025
2025

2024

2023

2023-2025

2023

2021

2021
2020

“Here the homeland begins” Museo de Arte Contemporéneo de
Monterrey (MARCO), Mexico [Solo exhibition]

“An infinite picnic” Lawndale Art Center, Houston, United States
[Solo exhibition]

“Lost film” LTRL, Mexico City [Solo exhibition]

“White lagoon” Glassell School of Art at the Museum of Fine Arts,
Houston, United States [Solo exhibition]

Bemis Center for Contemporary Arts, Omaha, United States [Resi-
dency]

“Urban paradox” Public sculpture in Monterrey’s Macroplaza, Las
Artes Monterrey, Mexico [Group exhibition]

The Core program at the Museum of fine Arts, Houston, United
States [Residency]

Skowhegan School of Painting and Sculpture, Skowhegan, United
States [Residency]

“AMEXICA" The loft, The Servais family collection, Brussels [Group
exhibition]

“Sound +" Museo Anahuacalli, Mexico City [Group exhibition]
Casa Wabi, Puerto Escondido, Mexico [Residency]

Major grants

2019, 2025

2012

Member of the National System of Creators (SNCA)
Awarded by the Mexican government

Young Creators fellowship

Awarded by the Mexican government through FONCA
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Carlos VIELMA “A mechanical wilderness”
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