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Viexpo 72
l. Art and Architecture

It is through 17th and 18th century painters
like Claude Lorraine or Canaletto that we may
identify a first link toward understanding the work
of Leonardo Portus. With the former, architecture
takes on the guise of an ambiguous, powerful myth
that the Greco-Roman ruins evoke most poignantly.
For Lorraine, as well as for dozens of other painters
who used architectural images of the Greco-
Roman world, the age of antiquity represented the
moment of greatest material and cultural splendor
in all of history, and fell into decline only because of
its lack of piety and utter moral lassitude.

In those days, these ruins served as a kind
of warning, just as the profusely painted skulls of
the 17th century constituted the memento mori, the
sign that everything in life was transient, Roman
ruins served to alert contemporary civilization that

even the greatest and most powerful cultures,
both materially and militarily, could also crumble
if they lost their sense of purpose in the world.
The architectural ruin, in those days, was a double
sign: on one hand it represented wistfulness and
aesthetic nostalgia and on the other it served as a
moral lesson. Canaletto revealed something very
similar in his paintings which feature vistas that are
like indulgent souvenirs of a city —Venice—that was
decades beyond its prime.

The 19th century Romantics had a similar
relationship to the past, but their ideal was the
Middle Ages. The images dreamed up by Kaspar
David Friedrich are imposing, sublime visions.
Ancient cathedrals or cemeteries, believed the
Romantics, were reflections of an age in which the
spirit hovered far above the material miseries of
earthly life. During the turbulent times of the 19th
century, that past seemed to offer a secure, stable
refuge from a society that, as far as the men of the
day were concerned, seemed destined to fall apart.



The medieval world evoked by the novels of
SirWalter Scott orthe paintings of Delacroix seemed
to rest upon a series of values that the present had
crushed. The evocation of this material legacy as
such, acquired a relevance that was more than
merely aesthetic—it was an attempt to embrace
the spirit of an age by living among its buildings and
objects. This, at least in part, explains the nature of
the works by Friedrich, William Morris and the Pre-
Raphaelites, all of whom experienced modernity as
a conflict between the spiritual nature of man and
his forcible submission to the laws of capitalism
and bourgeois politics. Through this rendezvous
with the past, these artists criticized the conditions
of a present that they perceived as decadent and
destructive. The medieval world, in contrast, was
a lost paradise that offered complete communion
between the worker and his products. It was like
an entirely newborn realm where work provided
people with remuneration that was both material
and spiritual. It was a world where machines and
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profits had not disassociated people from their
proper relationship to things. It was a world, as
Marx would have put it, free of alienation.

For contemporary artists as well as for
their forebears, architecture represents more than
just a decorative detail. Architecture, for them,
is the maximum expression of quest for cultural
materialization. A building can say more and with
greater precision, than a painting can say about
the society that built it. Creators know this, which
is why architecture is perceived as the principal
representation of power. Unlike artists from the
17th to the 19th centuries, contemporary artists’
relationship to this discipline is one of suspicion.
Buildings are more than just their presence. Often
they are giants—corporate, impersonal giants as
in the photographs by Andreas Gursky, or else
totalitarian giants, as suggested by the images
of all those artists who, in our age, reproduce the
classics of “international style” through various
different media.



Therelationship between art and architecture
today is a complex one, as it was in the Baroque
age, a period that many contemporary artists seem
attracted to, in a deliberate sense. With resources
that grow more plentiful every day, some of them
have branched out and decided to try their hand
at doing architecture—and this has happened to
such a degree that it is now extremely common for
artists to create interiors or to work on houses and
buildings in some way. In all these cases we can
venture to say that there certainly exists a general
consensus about the meaning of power implicit in
architecture, which is questioned both by the ways
in which it conditions how we live as well as by its
commemorative relationship to power.

There are artists who, with the economy of
resources implied by visual representation, are
focused on the same task. One example already
mentioned is Gursky whose broad panoramic
images have the power to conquer architecture
by reducing it, by making it intelligible. Buildings,

objects and people acquire an illusory appearance
in these images. The camera allows us to
decipher what the eye, subjected to architecture’s
monumental scale, only senses through intuition:
the abstract design that presides over all visible
reality. That illusion is inverted in the work of artists
who build and photograph models to scale. Reality
appears as an ambiguous space that can be
manipulated in two ways in these cases: through
the manipulation of the model and the manipulation
of the photograph. This dual artificiality remains
suspended in doubt, the same doubt that inspires
us as we contemplate certain spaces in the city.
The work of Leo Portus exemplifies a
number of things we have just identified. His
artistic output is deeply influenced by architecture
and most especially by traces of local architecture,
and much like the artists previously mentioned,
his point of departure is a deliberate reduction of
space. Portus makes miniatures of things as a way
of “explaining” them. His principal format is the



architectural relief, a more organic deviation of the
architectural model.

Il. The relief and its place in history

Mounted as a three-dimensional form of
documentation, Portus’s architectural reliefs
question historical memory, alluding to the bias
and even the simplicity inherent in any explanatory
model. In this sense, he has chosen a very
particular form of representation. As a kind of
anecdotal projection of the architectural model,
the architectural relief exaggerates everything that
the architectural model exhibits in a more synthetic
way. If the architectural model serves as a kind of
“serious” and even scientific model of architectural
design, the relief is something entirely different—an
impressionistic, literary version of architecture.

As a counterpoint to the objective ambitions
of the architectural model, the architectural relief
offers a subjectivity that is epidermic, sensitive and
even sentimental at times -when it attempts, as do

many representatives of the genre, to focus on the
infinite accidents of architecture. The architectural
relief, in this sense, becomes a multiplication
of all that is accidental in architecture while the
architectural model seems more like a project
in which we may see quite clearly how time and
inhabitants determine the destiny of the dwelling.
The end result is an almost hand-crafted testimony
of sorts—a three-dimensional postcard of time and
memory, achieved through an art form that is as
mimetic as it is anecdotal.

Perhaps we can summarize the problem by
saying that the architectural model is a “science”,
while the architectural relief is a form of “art.” If we
were to shift this statement into the area of history,
as Portus does to some degree, his work would be
less analogous to the treaty and more comparable
to a chronicle or an essay. Each building crafted
by the artist would ultimately reveal a plot far more
complex than its own construction or appearance
might suggest. The dwellings selected by the artist
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are symptoms of a history that makes its presence
felt in the buildings that he creates—the history of
the “constructive state”, so to speak. The Chilean
state, its housing policies, its great public works or
its limited private construction projects all reflect
the spirit of an age—that of the 1960s and 70s,
when the administrations in place led historical as
well as political enterprises.

The movements known as Revolucién en
Libertad (Revolution in Freedom) and Via Chilena
al Socialismo (Chilean Path toward Socialism)
materialized their urban dreams through an
institutional structure, the initials of which almost
seem to stem from a dead language. CORMU, the
Corporacion de Mejoramiento Urbano (Corporation
for Urban Improvement), created under the Frei
Montalva administration, professed the following
goals, among others: “To plan for areas of
urbanization, urban improvement and community
equipment in every area of national territory.”1
The Exposicion Internacional de la Vivienda
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(International Housing Exhibition), also known
as Viexpo, was organized under the adherence
of this governmental agency which answered to
the Ministry of Housing and Urban Affairs during
the administration of the UP2, and attempted
to broaden the scope of these institutions and
make them more dynamic. The Viexpo program
coincided with the construction of the UNCTAD®
building; both were projects that brimmed over
with ideological and utopian enthusiasm.

In Portus’s work, specifically in his succe-
ssion of ‘recoveries’ not only do we see how the
artist appeals to the will of the government in
power to launch social projects for housing but
we also see the mark of the user, the interaction
between the logic of history and the lives of the
people that live it. As such, there is a dialogue
between the desire to make history that exists in
every important housing endeavor and the ultimate
course of fate, the real story that time inevitably
tells. Villa Portales is a singular example of this:



by comparing the images captured at the moment
of its inauguration —perfect, modern, pristine—to
present-day images of these same buildings, one
sees how very vast the difference can be between
the plans for a project (a utopia) and its end result,
which is always determined by the test of time.
Everything in Villa Portales bears the mark of
negligence, abandonment and failure. It was one
of a number of architectural projects that sought
to resolve the tension between public and private,
by attempting to replicate through architecture
something that the State had been advocating
at the time: the creation of a community-based
society. Everyone, they imagined, would happily
share balconies and community parks, everyone
would be terribly aware of the modern space
that had been built for them, all of it done in the
“international style”’—real progressive. Poor and
middle-class people would be dignified with a
modernity whose dark side was whispered about
in the schools of architecture.

Moss and cracks soon began to make their
appearance on that unsullied concrete surface.
Oversized planters heaving with used tires and
discarded Nido milk cartons began to take over
park spaces and windows. The modernity suddenly
became old-festooned with tacky adornments.
Time, aided by the military dictatorship -with the
graffiti, raids, and protests that went along with it-
ultimately wrote a page of History that contrasted
quite starkly with those first images captured in
black and white. Seen today, they recall Daniken’s
memories of the future. That is the perplexity that
we find in the work of Leonardo Portus.

With meticulous precision, the artist
has catalogued houses and buildings whose
architecture attests to the desire for modernization
and the dream of civilizing Chile. But since they are
architectural reliefs and not architectural models,
Portus’s works represent the conclusion of a
utopia, which is why his colors and surfaces appear
dissonant when contrasted against the modern



canon. Here, the white of Gropius or Le Corbusier
is replaced by mustards, apricots or turquoises.
The feeling is something like that of listening to
Schoenberg to the rhythm of a guaracha. Or, at
times, with a more anthropological sensibility,
the artist's eye may linger on those minimal
dwellings (how apt the term is) whose inhabitants
—carpenters, tinsmiths, welders—spontaneously
intervened in their environments little by little, to
produce a home that was tailor-made for their
needs. The results exist at the margins of traditional
aesthetics, but they may be championed from a
more deconstructivist perspective. In any event,
this is a problem that is of absolutely no concern
to its inhabitants who are hardly interested in
creating a suburban Ritoque, the legendary
utopian community just north of Valparaiso, Chile.
The modifications that Portus records only serve
to reveal the vast distance separating the worlds
of the popular and “cupular’—not to mention the
difference between discursive History, the kind

that is written about in housing and planning
ministries, and this kind of “living” history. Finally,
it all comes down to awakening and realizing that
the purpose of the metal labyrinths built in some
of those courtyards is not to emulate Santiago
Calatrava—they’re there to take care of things. To
take care of belongings and personal property. The
architecture of survival.

Ill. The Silence of the Innocents (bedrooms)
This project is essentially documentary in
nature. Photographs taken by the artist himself,
period documents and even oral testimonies
come together in what is a multi-layered work. To
a certain point, one might call this an academic
work, a 3-D discourse about an age when the
institutional structure leading the nation was
actively concerned with urban development
and housing. An age in which the state -through
various different acronyms- exercised tremendous
influence in the area of construction. But Portus



also includes large photographs of interiors. This
is where the informative logic that runs through the
project breaks down. On one hand these interiors
areindeedreal, but they are presented in such a way
that they quite literally obscure the documentary
nature of the project. The cross on the floor, just
barely illuminated by a spotlight, creates a ghostly
ambience that seems to suggest what these
photographs develop in a more profound way. The
cruciform shape and the uneven relief seem to
recall, rather darkly, the ancient fairground alluded
to in the title of the work, or perhaps they are the
means through which the artist announces the
death of the optimism that existed in the genesis
of each of these projects. A burial ground of the
housing project.

The clarity and obijectivity of the architec-
tural relief, as well as the sensitive evocation of the
surface opens the door to a rather sinister vision of
the interiors. Dark and solitary, the rooms on view
offer a glimpse of mysterious, disturbing scenes. A
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decrepit Mademsa refrigerator, clothes piled onto
chairs, postcard-sized images of saints, musty
furniture, old bathrooms. The windows, opened just
a crack, lend a ghostly quality to all these things—
as if they are able to live on precisely because
they are hidden away. Only here, enveloped in
shadows, in darkness, are they able to survive.
The darkness preserves them like formaldehyde,
imbuing everything with a funereal air.

The large-format photographs bring to mind
the rooms of those tortured characters that have
been so well-depicted in the mystery genre movies.
Being obsessive, they live in places filled with the
most varied kinds of minutia. Their minds seem to
function in a continual state of retention and their
homes are the repository of this chronic “mental
constipation” which leads them to exponentially
expand, as if chained, an already endless number of
singular collections, which in general have nothing
to do with collecting in the traditional sense. It is
not unusual that in the cradle of the capitalist world,



“strange” people are described as those who are
removed from modern consumer practices. And if
some of these people seem monstrous, it is not
because they carry out brutal and irrational acts—
they are considered monstrous because they
do not live like the “average American.” They are
monstrous because their consumer practices do
not contribute to the life of the industry or economy
of the United States. These types of people only
serve to slow down economic growth. That is what
is pathological about their existence.

Portus’s photographs seem to recall that
very same monstrosity. Accustomed as we are
to the interiors exhibited in interior decorating
magazines, to the luminous, richly furnished rooms
of shopping guides, to the so-called modern
design of chain stores, these images feel ominous.
The closed windows seem to be a rejection of the
splendor exuded by the comforts and consumerism
of others. Closed as they are, the rooms refuse to
offer any kind of explicit discourse and the light

that only barely filters through seems to both
suggest and conceal what these rooms are. And
while public spaces are subjected to the plans and
interference of the state or the machine of neoliberal
design, in private spaces all of this may be refused,
denied, obscured, darkened. The luminous logic of
progress —presented with the revolutionary pomp
of the 60s or 70s, or the political-economic duality
of our own times- is denied here through the
simple act of a closed window. Through the same
action the documentary becomes sinister and the
obvious, obtuse.

This is why the exhibition seems to end here,
precisely where all the documentary evidence
might lead us toward more or less obvious
conclusions, to the formulation of a new version
of the failed utopia and the end of the socialist
dream. Of course, the very title of the exhibition
expresses this thought at the outset, recalling an
international exhibition inspired by the glorious
dream of a dignified dwelling for all. And yet it all



comes to an end in shadows, in a temporality that
is hidden away behind closed doors, stubbornly
denied the weight of history. It is an intimacy that is
neither epic nor light; perhaps it is the intimacy of
the artist himself, that only allows itself to be seen
in the diffuse folds of an obscure image.

i
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! Excerpt from Supreme Decree N° 483 of August 25, 1966. For
a complete reference to this decree, please see the essay by
A. Raposo M. and M. Valencia P., entitled “Practica Politica del
Disefio Urbano. Notas Sobre la Vida Institucional y Labor de la
Corporacion de Mejoramiento Urbano (Political Practices for
Urban Design: Notes on Institutional Life and the Work of the
Urban Improvement Corporation), Cormu. 1966-76,” published
by Boletin del Instituto de la Vivienda (Housing Institute Report),
January 2004/ vol. 18, n® 049, Universidad de Chile, pp. 140-42.

& Unidad Popular, (Popular Unity) was the umbrella group that
brought together all the leftist parties that stood by Allende
during the three years of his presidential term, from 1970 to 1973.

& UNCTAD refers to the United Nations Conference on
Trade and Development. The 1972 meeting this group
held in Chile was the impetus behind the construction
of the building on Santiago’s Alameda which was later
used by the military government as its headquarters.
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5 lugares de Santiago / 5 places in Santiago. Galeria
Metropolitana, Santiago, 2003.

La utopia social del Hospital Abandonado de Ochagavia;
el “boom” econdmico y evasion de Discoteque Regine’s;
el terrorismo de Estado del Cuartel Ollagie de la DINA; el
movimiento artistico de avanzada en Galeria Cromo y la
antigua bohemia santiaguina interrumpida por el toque de
queda representado por el Teatro Humoresque, reconstruyen
nuestra historia reciente junto a una banda sonora de fines de
los 70’ y comienzos de los 80’. / The artist reconstructs Chile’s
recent History through five enigmatic places in Santiago: the
broken social utopia of the abandoned Hospital in Ochagavia;
the economic “boom” and evasion of Discoteque Regine’s;
the State terrorism of the DINA Quarters in Ollagtie (National
Intelligence Directorate, the Chilean secret police in Pinochet’s
government); the artistic movement of avant-garde in Gallery
Cromo and the old-fashioned bohemia in Santiago interrupted
by the curfew represented by the Theatre Humoresque. This
work is accompanied by a sound track of the end of the sixties
and beginning of the eighties.

Casa Chilena / Vivienda Social / Chilean House / Social
Housing. Galeria de Arte Contemporaneo, Universidad de
Talca, 2004 / Galeria BECH, Santiago, 2005.

Cruz de espejos con maquetas con forma paradigmatica de
la CASA, colocadas en el suelo. Tres gigantografias con la
imagen de mi madre posando en la entrada de nuestra casa
en Villa Alessandri, comuna Estacion Central, extraidas del
album familiar (1970, 1974 y 1978). Maqueta de copa de agua
acompafiada de 25 maquetas con la imagen de la CASA,
forradas en papel jaspe, utilizado antiguamente para empastar
libros fiscales colocadas en la GAC en un muro y en Galeria
BECH en el suelo. / Volumetric cross made with mirrors and
magquettes in the paradigmatic shape of a CASA (HOUSE),
placed on the floor. Three giant posters with the image of my
mother posing at the entrance of our house in Villa Alessandri,
in Estacion Central (extracted from the family photo album
1970, 1974 and 1978). Maquette of a water tower, 25 maquettes
with the image of the HOUSE, covered in jaspe paper, once
used to paste fiscal books. They were placed on a wall at
Contemporary Art Gallery and on the floor at Galeria BECH.

Compromiso / Commitment. Galeria h-10, Valparaiso,
2005.

Manipulaciéon del logo de la campafa ‘Reconstruccion
Nacional’ post-golpe militar del 73, promovida por la Junta
Militar, solicitando a la poblacion la entrega de dinero, joyas
y especies para futuro remate. / Manipulation of the logo of
the post-military coup campaign ‘National Reconstruction’,
promoted by the military leaders’ committee, in which they
requested the population to give in money, jewels and objects
for future auctions.

Recuento / Summary. Galeria Guillermo Nuiez, Casa de
la Cultura del Bosque, Santiago, 2006

Cierre suave / Soft Close. Hoffman’s House, Santiago
2001

Reinterpretacién de una ‘animita’ con fotografia de mi tio
abuelo Alfredo Portus Aguila, muerto prematuramente en
1943. / Reinterpretation of a road shrine with a photography
of my great uncle Alfredo Portus Aguila, who died prematurely
in 1943.




Cierre Taller de Arte Contemporaneo / Close
Contemporary Art Studio. Galeria Metropolitana,
Santiago, 2002

Galeria Mediagua. Talca, 2003.

Obraquetrabajalacrénicapolicialrelativaalamuerte accidental
de nifios en mediaguas mientras sus madres van a trabajar. /
Work which related the police chronicle of the accidental death
of childrenin shanty houses when their mothers are out working.

Gestos locales 2 / Local gestures 2. Casa de la Cultura
del Bosque, Santiago, 2006.

Reciclaje de maqueta de Copa de Agua, proyectando su
sombra blanca sobre muro gris, creando un efecto 6ptico
desde la entrada junto al ventanal. / Water tower maquette
projecting its white shadow on a grey wall, thus creating
an optic affect from the entrance to the wide window.

Paximobile. Galeria Concreta, Centro Cultural Matucana
100, 2006.

Exposiciéon sobre la ciudad organizada por el colectivo belga-
francés UPDLL. Trabajo de segmentacién de los barrios y
su cruce con la croénica roja, grandilocuente y morbosa de
la antigua revista VEA, morboso. Extraje el asesinato de una
joven prostituta en el Hotel Princesa en el verano de 1967.
Uso de fotocopias del rostro de la victima, fotografias del
lugar del crimen y Maqueta del Hotel. / Exhibition on world
cities, organised by the collective group of Belgian/French
artists UPDLL. Segmented work of neighborhoods and its
blend with police chronicles from the far-stretched and morbid
magazine VEA. Extract of the murder of a young prostitute in
Hotel Princesa in the summer of ‘67. Use of photocopies of
the victim’s face, place of crime and maquette of the hotel.

Selecciones / Selections. Galeria Balmaceda 1215,
Santiago, 2006.

Instalacion formada por siete retablos que presentan
fragmentos de construcciones santiaguinas de corte moderno,
delosafios 40’ al 70’./ Installation formed by seven architectural
reliefs which present fragments of modern cut constructions of
Santiago, from the forties to the seventies.

Globalizacién matriz original / Globalization original
matrix. Museo de Arte Contemporaneo - Quinta Normal,
Santiago 2006.

Reposicion de Maqueta del Hospital Abandonado de Ocha-
gavia, parte del proyecto 5 Lugares de Santiago. / Maquette
of the abandoned Hospital in Ochagavia, part of the project 5
places in Santiago.




LEONARDO PORTUS (1969, Santiago, Chile)
Vive y trabaja en Santiago. Artista visual autodidacta y artesano. / Lives and works in Santiago. Autodidact visual artist and artesan.

Exposiciones individuales / Solo shows

2007

2006

2005

2004

2003

VIEXPO, Galeria Gabriela Mistral, Santiago, Chile.

Recuento, Galeria de Arte Guillermo Nufez, Casa de la Cultura, Anselmo Cédiz, I. Municipalidad de El Bosque, Chile.
Boveda, Museo Benjamin Vicufia Mackenna, Santiago, Chile.

Compromiso, Galeria de Artes Visuales h-10, Valparaiso, Chile.

Casa chilena/Vivienda social, Galeria BECH, Santiago, Chile.

Casa chilena/Vivienda social, Galeria de Arte Contemporaneo, Universidad de Talca, Chile.

Tres Puntas, Galeria de Arte Contemporaneo Centro Norte, llustre Municipalidad de Quilicura, Chile.

5 Lugares de Santiago, proyecto Fondart Nacional, Galeria Metropolitana, Santiago, Chile.

Exposiciones colectivas / Group shows

2007

2006

Il Martirio, proyecto internacional de arte postal en Spazio Permanente d’Arte Melchiore Da Monte Urbano, Montalbano
Jonico, ltalia.

Lorca, Ojo con la memoria. Exposicién itinerante en Museo Casa de Los Tiros y Centro Cultural Caja Granada en Granada,
Espana; Centro Cultural Ricardo Garibay, Tulacingo, México; Centro Cultural Matadero, Huesca y Galeria Octubre, Agora
Universitaria, Universitat Jaume | Castellon, Espafa.

Dia Nacional de las Artes Visuales: Presentacion de video con seleccidon de exposiciones realizadas durante 2005, exhibido
en Hall Central del Museo Nacional de Bellas Artes, Santiago, Chile.

Globalizaciéon Matriz Original, Espacio Quinta Normal, MAC, Museo de Arte Contemporaneo, Chile.

2005

2004

2003

2002

2001

2000

1999

1998

Selecciones, Galeria Balmaceda 1215. Santiago, Chile.

Paximobile, Galeria Concreta, Centro Cultural Matucana 100, Santiago, Chile.

Gestos Locales 2, Galeria de Arte Guillermo Nufiez, Casa de la Cultura Anselmo Cédiz, I. Municipalidad de El Bosque, Chile.
NUC 2005, per una nova cultura de I'aigua. Biblioteca Publica Trinitari Fabregat, Ajuntament d’Alcanar, Espafa.
Celebracion, Arte Accién Plaza Violeta Parra, La Reina, Santiago, Chile. Primer Encuentro Internacional de Arte Urbano,
organizado por escaner.cl.

Arte/Objeto, Concurso organizado por BancoEstado.

Encuentre las 7 diferencias entre ciudadano y consumidor, Museo Benjamin Vicufia Mackenna, Santiago, Chile. Organizado
por sepiensa.cl.

Dia de las Artes Visuales. Casa de la Cultura Manuel Magallanes Moure, San Bernardo, Chile.

Accién de Arte, Encuentro con el artista canadiense Richard Martel, Organizada por Artistas en Accion en el Centro Atlantica
TransArt.

Toma de Terreno |, Galeria Metropolitana en el CAOD, Centro de Artes Ojos del Desierto, Calama, Chile.

Comercio ambulante, intervencién en el espacio publico, organizado por sepiensa.cl, en Santiago, Valparaiso, Vifia,
Rancagua y Arica, Chile.

Toma de Terreno |, Intervencion en el espacio publico, Poblacion La Victoria, 5 de diciembre, organizado por Junta de
Vecinos, Sefial 3 La Victoria y Galeria Metropolitana, Chile.

Participa en el proyecto Fondart de Artes Integradas El Mapa Imposible, de Carlos Ossa y Diana Duhalde.

Homenaje a Roberto Polhammer, Casa de la Cultura Manuel Magallanes Moure, San Bernardo, Chile.

Exposicion Bipersonal, Galeria de Arte MediAgua de Talca, Chile.

Atardecer del 2002, Centro Cultural Plastica XXI, San Bernardo, Chile.

Exposicion cierre Taller de Arte Contemporaneo, Galeria Metropolitana, Chile.

Cierre suave, Galeria Hoffman’s House, Chile.

Mama Chena, Arte y Poesia en la Biblioteca Evaristo Molina Herrera. Gobernacién Provincial del Maipo, Chile.

Artistas de San Bernardo, Museo de Talagante, Chile.

Bungalow, Galeria Metropolitana, Santiago, Chile.

Primer Encuentro de Artes Emergentes, Casa de la Cultura Manuel Magallanes Moure, San Bernardo, Chile.

Melodias Inmobiliarias, Sala de la Corporacién La Morada, Bellavista, Santiago, Chile.

La Toma del Cielo, Sala Nemesio Antinez de la Gobernacion Provincial del Maipo, Chile.

El Sur de los Fragmentos, Casa de la Cultura Manuel Magallanes Moure, San Bernardo, Chile.

Es nostalgico ir desapareciendo, video instalacién en diversos lugares de Santiago y Valparaiso, Chile.

Premios / Prizes

2006
2002
1999

Fondart Nacional, Consejo Nacional de la Cultura y las Artes.
Fondart Nacional, Division de Cultura, Mineduc.
Fondart Regional R.M., Mineduc.



FICHA TECNICA

Sala 1

7 fotografias de gran formato (125 x 170 cm. c/u), impresion
digital sobre papel latex con termo laminado mate. Fotografias
del interior de la casa de Leonardo Portus en la comuna de
San Bernardo, tomas nocturnas con iluminacioén artificial.

Sala 2

25 retablos (25 x 25 cm. / 7 cm. aprox. de fondo) que son
fragmentos de viviendas sociales ‘pesquisadas’ en un registro
de las ciudades de Santiago, Valparaiso, La Serena, Talca y
Concepciodn. Estan dispuestos en una linea continua a modo
de friso en el muro poniente de la sala y, ordenados por un
ritmo de color y forma. Realizados en madera, trupan, pintura
acrilica, entre otros materiales.

Cruz volumétrica compuesta por 45 fotografias en color y
b/n (30 x 30 cm. c/u), impresas digitalmente sobre papel
autoadhesivo termo laminado mate y adheridas a laminas
de trupan de 3 mm. Las imagenes son fachadas, detalles,
panoramicas y vistas aéreas de villas, poblaciones y bloques,
extraidas del archivo del MINVU, INVI (Instituto de la Vivienda,
Facultad de Arquitectura U. de Chile) y del archivo personal
del artista. Las fotografias estan dispuestas a ras de suelo a
distintas alturas (5 y 10 cm.) e iluminadas desde el cielo de la
sala por un foco de tipo teatral, que genera sombras.

TECHNICAL SPECIFICATION

Room 1

7 large scale photographs (125 x 170 cm each), digital prints
on latex paper, opaque laminated. Photographs of the interior
of the artist’s house which were taken at night with artificial
lighting, in the area of San Bernardo, Santiago.

Room 2

25 architectural reliefs (25 x 25 cm / 7 cm depth) which are
fragments of social housings found in the archives of the cities
of Santiago, Valparaiso, La Serena, Talca and Concepcién.
These are displayed as a frieze on the wall facing the West,
ordered by rhythm of color and form. Made out of wood, MDF,
acrylic paint, amongst other materials.

Volumetric cross composed of 45 photographs in color and
black and white (30 x 30 cm each), printed digitally on auto
adhesive, opaque laminated paper and adhered to strips of
MDF, 3 mm thick. The images are facades, details, panoramic
and aerial views of villas, suburbs and housing blocks,
extracted from the archives of MINVU, INVI (Housing Institute,
Faculty of Architecture of the University of Chile) and the
artist’s personal archives. The photographs are displayed on
the floor at different heights (5 and 10 cm) and illuminated from
the ceiling by a stage light which generates shadows.



