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Introduccion BTG Pactual

Hace varios anos asumimos como compahia un compromiso con

la culturade nuestro paisatravés delregistro y difusion delaobrade
artistas visuales chilenoscomo Fernando Prats, Ivan Navarroy
Matilde Pérez, entre otros. Después de desarrollar doce exitosos
proyectos, estavez quisimos darun leve giro enlalineaeditorial para
poner en sus manos el primerlibro compilatorio de quien hasido

uno los protagonistas clave de laincreible explosion de la arquitectura
chilenaanivelinternacional de los Gltimos aios: Smiljan Radic¢.

Graduado delaEscuelade Arquitecturade la Universidad Catolicade
Chile en1989, fue elegido en 2001 como el mejor arquitecto joven
menor de 35 aios porel Colegio de Arquitectos de Chile. En2009 fue
nombrado miembro honorario del American Institute of Architects

de Estados Unidos; el aiio 2010 participo junto a Marcela Correa
enlaXllBienal de Arquitecturade Venecia, yen 2014 fue seleccionado
paradisenar el famoso pabellon de verano delaSerpentine Gallery
deLondres, engrosando unalistacompuesta por grandesfigurascomo
ZahaHadid, Toyo Ito y Oscar Niemeyer.

ParaBTG Pactual Chile esun privilegio haber participado en

«Obra Gruesa», proyectoque describe y plasma el proceso de trabajo
de Smiljan, suinspiracion, el profundo entendimiento del entorno,
suinterésporloescultéricoyladelicadeza presente encadauna

de susobras. Como equipo nos sentimos identificados con Radi¢ en su
manerade hacer las cosas; larigurosidad, excelencia en el trabajo,
innovacion y en que buscamos agregar valor entodo lo que hacemos.

Atentamente,
Juan Guillermo Agiiero
CEOBTGPACTUAL CHILE

BTG Pactual introduction

For several years, our company has been committed to supporting
Chilean culture by documenting and promoting the work of

visual artists, such as Fernando Prats, Ivan Navarro and Matilde Pérez,
among others. Following twelve successful projects in this vein,

we are now changing tack slightly by producing the firstbook-length
compilation of the works of a key figure in the recentboom in

Chilean architecture: Smiljan Radi¢.

Radi¢ graduated from the School of Architecture atthe Universidad
Catolica de Chilein 1989, before being named the bestarchitect
under 35 by the Chilean College of Architects in 2001. In 2009, he was
named an honorary member of the American Institute of Architects
inthe United States, while in 2010 he took partinthe 12thVenice
Biennale of Architecture, along with Marcela Correa. More recently,
he was selected to design The Serpentine Gallery'sfamous summer
pavilionin Londonin 2014, joining a list of distinguished figures such
as Zaha Hadid, Toyolto and Oscar Niemeyer.

ltis a privilege for BTG Pactual Chile to have taken partin “Rough
Work”, a projectthatdescribes and documents Smiljan’s work,
hisinspirations, profound understanding of his environment, interest
insculpture and the delicacy of each of his designs. Asateam, we
identify with Radi¢ and the way he goes about his work: with rigour,
excellence, innovation and determination, in order to add value to
everything we do.

Sincerely,
Juan Guillermo Agliero
CEO BTG PACTUAL CHILE




Casitodaslas construcciones que me interesan son las definitiva-
mente pasadas, aquellas de las cuales no se tiene recuerdo niimagen
alguna, las que desconocemos sin ninguna preocupacion.

Elcarboneroain mide envaras sus hornillas. Eldiametro de éstas habi-
tualmente es de tres o cuatrovaras, lo que permite controlar de buena
maneralaquemade hastaveinte sacos de carbon porhorneada.

Se construyelahornillaconvencional haciendoenlatierraunhoyo
cilindricode120 cm de profundidad, el cual se rellena con un cimulo
delefiadeespino, cortadaen pequenos trozos. Luego se cubre con

barroy paja, apisonandolos con un palo corto, hastaformar una ctpula.

En superimetro se hacen perforaciones regulares que serviran mas
tarde detroneras. Durante un mes se dejaorearlahornillacomo
cualquierceramica. Transcurrido este tiempo de espera, sequemala
lenalentamente durante cuatro dias, regulando el tiraje del fuego
atravésdelastroneras. Dias mastarde, unavezfrioelhorno, el carbon
seretiraporuna portezuelasemienterrada. La ctipulacocidaqueda
vaciay puederecibirotracargadeleia. Sin mantenimiento, suresis-
tenciaalaintemperie superaloscincoaios.

La Casadel Carbonero existente es una construccion con dos habita-
ciones abandonadas, un muro suelto con unaventanaque abre

sobre unaterraza exterioryunacacio. Esporadicamente lo usancomo
alojamiento los carboneros que trabajan enlazona. No hay baio,

no hay cocina. Los servicios nunca han existido.

Lo que hemosllamadola Ampliacion paralaCasadel Carboneroes
unaesferade barrode 320cm de didametro. Como puedenver, la
ampliacion no consiste en proveeralacasadelos servicios faltantes.
Laampliacién nosirve paranada. Simplemente eselensanchede
nuestroimaginario constructivoy de lamemoriafijadel carbonero
enterradaentornoaestas construcciones.

Sumaterial es elabandono. Aquitodo pesademasiado.

Almostallthe constructions thatinterest me are definitively from
the past, those of which we have no memory orimage, those we do not
know and have no concern for.

The charcoal-burner still measures his burnersin rods. Their diameter
is usually three or four rods, which allows up to twenty sacks of char-
coal

to be burnt per bake.

The conventional burneris builtby making a cylindrical hole in the
earth, 120 cm deep, which is filled with a pile of hawthorn wood,
cutinto small sticks. Thisis covered with mud and straw and tamped
with a short stick until itforms adome. Around its edge, perforations
are made atregular intervals that will serve later as embrasures.
Foramonth, the burnerisleftto harden, like any pottery. Once this
period has elapsed, the wood is allowed to burn slowly for four days,
using the embrasures to regulate the draught of the fire. Some

days later, once the furnace is cold, the charcoal isremoved through
ahalf-buried door. The cooked dome is now empty and can receive
another load of firewood. Withoutany maintenance, the burner

can resistthe weather for more than five years.

The Charcoal-burner’s House is a construction of two abandoned
rooms, aloose wall with awindow opening onto an outside terrace
and

anacaciatree. The charcoal-burners who work in the area use it
sporadically foraccommodation. There is no bathroom or kitchen.
Services have never existed.

What we have called the Enlargement for the Charcoal-burner’s
House isa mud sphere, 320 cm in diameter. Asyou can see, the
enlargementdoes notinvolve providing the house with the missing
services. The enlargement serves no purpose. Itis simply to broaden
ourimagination as builders and preserve the fixed memory of the
charcoal-burner buried close to these constructions.

Its material isabandonment. Everything here istoo heavy.

obra— work

Ampliacion paralaCasadel Carbonero
Enlargement for the :
Charcoal-burner’s House . 8 m2

ubicacion—Ilocation

Alhué, Chile

coautor—co-author
Marcela Correa

ingenieria estructural —structural engineering
Autoconstruccion
Self-construction

| I 4

Ampliacion

paralaCasadel Carbonero

1998-99

anodel proyecto—year of project

Enlargement

for the Charcoal-burner’s House

superficie construida—builtarea

400 na

superficie del terreno—site area

—Ampliacion parala Casadel Carbonero en construccion, detalles
—Extension for the Charcoal Burner’s House under construction, details

e B T = Y.
FOTOGRAFIAS-PHOTOS: SMILJAN RADIC

—Cupula, hornillatradicional para producircarbén
—Dome, traditional kiln for charcoal production



—Ampliacion parala Casadel Carbonero en construccion, detalles
—Extension for the Charcoal Burner’s House under construction, details

FOTOGRAFIAS-PHOTOS: SMILJAN RADIC




Esta casasessitiaenunconocido barrio eriazo. En él, cada casa, como
unmojon, rellenatodolo que puede de suterreno, parcelandolo
enmiserablesrincones donde entre matorrales se pierde, porfortuna,
laanhelada casaenlapradera —ésaque simula estarrodeada por
grandes extensiones sintomaren cuenta el limitado perimetrode

su parcela-.

Sitienen la posibilidad de visitar algunas viviendas construidas
entornoaladécadade1960en Chile, podrandarse cuentade que sus
arquitectos sabian que por debajo delos 800m2de terreno uno trabaja
enunsitiocerrado entre medianeras. Estaesunade lasrazones
porlascualeslos exteriores de esas casas no son jardines, son patios.

La CasaparamiHermana, encajadaenunterrenode 800m?, parte

de estamisma premisa. Con un muro perimetral de hormigon arenado,
todo el sitio quedaamurallado enlo alto, como las fortalezas cuatro-
centistasde FrancescodiGiorgio. Laesquinayunainutil escalera
exterior se dejan libres afuera delssitio, tratando de aliviar los alrededo-
res «urbanos». Sobrelamurallaquedasuspendido unvolumen opaco
deceramicanegraybajo élserelacionanlostresambientesdel primer
piso:un patioduro de piedra, uninterior (conaltode3,30mylargo
de21m)yun patioverde conlapiscinaaun costado, formando parte
delmurodecintura. Sobre el interior continuo quedan los dormitorios
enelsegundo piso, al cual se sube por una escalerade pasoancho.
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Smiljan Radié¢,

RoccadiMondavio 01y Rocca diMondavio 02,1993,
acuarelasobre papel, 9x14cmcadauno.
Colecciondelarquitecto

Smiljan Radi¢,

RoccadiMondavio 01and Rocca di Mondavio 02,1993,
watercolor on paper, 9x14cmeach.

Collection of the architect

This house is situated in a well-known wasteland neighbourhood.

Each house s like alandmark, filling what it can of its land and dividing
itinto miserable corners where, fortunately, the cherished house
inthe prairieis lostamong the bushes, a house that pretends to be setin
wide stretches of land and to ignore the limited perimeter of its plot.

If you geta chance to visitsome houses builtduring the 1960s in

Chile, you will realize that their architects knew that on less than 800 m?2
of land one works in a closed site between party walls. Thisis one
reason why the exteriors of these houses are not gardens, but yards.

The House for my Sister, encased in a plot of 800 m2, lies within this
same premise. With a perimeter wall of sandblasted concrete, high
walls surround the whole site like the fourteenth-century fortresses of
FrancescodiGiorgio. The cornerand a useless external staircase

have been leftfree outside the site, in an attemptto relieve the “urban”
surroundings. Onthe wall hangs an opaque volume of black pottery.
Underneathitlie the threefirst floor rooms:ahard stone patio, an
interior room(3.30 m high and 21mlong) and agreen yard with the pool
to oneside, forming part of the boundary wall. Over the continuous
interiorare the second floor bedrooms, reached by a wide staircase.

obra— work

CasaparamiHermana

House for my Sister

CasaparamiHermana
House for my Sister

ubicacion—location

Santiago, Chile

colaborador—collaborator

Stephan Skeley

ingenieria estructural —structural engineering
SergioRojo

2002

. afodeconstruccion—year of construction

245 m:

superficie construida—builtarea

800 m:

superficiedel terreno—site area

e M .
FOTOGRAFIA-PHOTO: GONZALO PUGA
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El programade este proyecto se desarrollaaescondidasdela
carretera, alolargoyanchodetodo el sitio, en medio de lainconfor-
table naturaleza, porque se entiende que las diversas y claras
situaciones de lageografiaayudan a caracterizar cadaunode sus
ambientesinteriores. El pabellon central flota sobre el mar,

los dormitorios de los huéspedes son pequeias cuevas sobre la
quebradade vegetacion espinosayel volumen delos hijos hasido
abandonado enla parte bajadel sitio, junto al ruido permanente
delasolas querevientan a pocos metros.

Los espaciosinteriores de esta casa suman400m?; sinembargo,
lasterrazasy plataformas exteriores se extienden por masde
800m?2. Esta desproporcion eraindispensable parapoderabarcar
latotalidad de situaciones variadas que ofreciael sitio, el bien mas
amable del proyecto.

Sobrelaplataformadeacceso, juntoa Marcela Correainstalamos
once piedras de basalto, conlo cual sepultamoslacasadeforma
concluyente bajoun pesoreal y otorgamos a ese espacio unadimen-
sion publica. Elobjetivo de estaoperacion erainyectardesdeel
inicioun poco de valortemporal alanuevaconstruccién. Esta casa
yase haasentado definitivamente en el terreno. Suestructurade
hormigon visto en bruto se hateiido con el aire marino, lavegetacion
se hareproducido esponjosaylos pastizales haninvadido las
canteriasde los pavimentos enlas terrazas.
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Smiljan Radic,
Acropolisde Lindos 03y Acrdpolis de Lindos 01,1993,
acuarelasobre papel, 18 x14cm cadauna.

Colecciondel arquitecto

Smiljan Radi¢,

Acropolisof Lindos 03 and Acropolis of Lindos 01,1993,
watercolor on paper, 18 x 14 cm each.

Collection of the architect

The program of this project develops out of sight of the road,
through across the length and breadth of the site, inthe middle of
uncomfortable nature, because itis understood that the diverse

and clear situations of geography help to characterize each
ofitsinterior rooms. The central pavilion floats on the sea, the guest
bedrooms are small caves over the gulley of thorny vegetation

and the space for the children has been leftfor the lower part of the
site, nextto the permanent noise of the waves breaking a few
meters away.

The interior spaces of this house total 400 m2, but the terraces and
outdoor platforms extend for over 800 m2. This disproportion

was indispensable to be able to cover all the varied situations offered
by the site, the project’s greatest asset.

Onthe access platform, together with Marcela Correa, we installed
eleven basaltstones, with which we bury the house conclusively
underareal weightand add to this space a public dimension.

The purpose of this operation was to inject a little time value into the
new construction from the very start. This house has already settled
definitively into the site. The marine air has stained its bare concrete
structure, the vegetation has grown in spongy profusion and
grasses have invaded the pavement stonework on the terraces.

obra— work

CasaPite

Pite House

CasaPite
Pite House

ubicacion—location

Papudo, Chile

colaboradora—collaborator
Marcela Correa, escultora—sculptor

ingenieriaestructural —structural engineering
Enzo Valladares

- 2003-05

. anodelproyecto—yearof project

. 400 m2

. superficie construida—builtarea

15000 m:

+ superficiedel terreno—site area

FOTOGRAFIA-PHOTO: CRISTOBAL PALMA

FOTOGRAFIA-PHOTO: HISAO SUZUKI
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Enelpueblode Krumbach he visto, quiza parcialmente, un espacio
publico siempre en calma... unacoleccion de espacios exteriores que
parecen laextension natural delos pequenosy protegidos espacios
interiores domésticos.

El paraderoubicadoenlacalle Zwing trata de explicitar esadomesti-
cidad delos espacios exteriores. Paraello, simplemente copiamos
un moédulo de unatradicional habitacién popular, la Stube o salon
familiar. Reprodujimos su preciosabajaalturay sus decoraciones de
cielo, perocambiamoslamaterialidad —de maderaaun concreto
tenido de negro- paradarlasensacion de extranamiento necesaria
enunobjeto publico, expuestoyabandonado en el medio del campo.
Lacasaparapajarosylassillasde caracter popularacentuanel
caracterdomésticoyapacible del conjunto.
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—Salatipo Stube o Salén familiary médulo espacial de la Stube, Austria

—Stuberoom and spatial module of the Stube, Austria

| have seen, though perhaps only partially, a public space thatis always
atpeace in the town of Krumbach, acollection of urban exteriors

that seem to be the natural extension of small protected and domestic
interior spaces.

Zwing Bus Stop aims to explicitly express this domesticity. In order

to achieve this, we have taken the “mold” of a piece of a Stube Room.
We have reproduced its beautiful height, its ceiling figures, and

we have transformed its materiality from wood to black concrete in
ordertoinduce the feeling of familiar “estrangement.” In our view, this
is necessary inan object thatis public, exposed, and abandoned

in the middle of the countryside. The birdhouse and popular wooden
chairs strewn about the interior furtheraccentuate the domestic

and peaceful nature of the whole.

obra— work

Zwing Bus Stop 2013

anodel proyecto—year of project

ubicacion—location

Krumbach, Austria - 12 m2

superficie construida—built area

colaborador—collaborator

Yuji Harada

Zwing Bus Stop

Zwing Bus Stop

IMAGEN-IMAGE: YUJI| HARADA

—Zwing Bus Stopeninvierno
—Zwing Bus Stop in winter

FOTOGRAFIA-PHOTO: ADOLF BEREUTER




Elevacion transversal—Cross elevation
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Elevacion longitudinal y planta—Longitudinal elevation and plan
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Comentario paraunaexposicion abase de algunos escritos
de Tadeusz Kantor [T.K.] yBruno Schulz [B.S.]

TadeuszKantor, Wielopole, Wielopole

(Milan: Ubulibri, 1981).

Bruno Schulz, Le botteghe color cannella
(Turin: Enaudi Tascabili, 1991).

1
Elarmarioy el colchénson los artefactos domésticos habitables mas
pequeios que podemos asociar con laarquitectura.

2
Los planosa fil diferrousados para construir las casas tradicionales
japonesasylascasasruralesenlaislade Chilo€é, osusgrandes
iglesiasde madera, nosrecuerdan losdelicados limites de un antiguo
armario —esas delgadas paredes queaislan suinterior sombriode
laREALIDAD-.

3
Elcolchonllevaensiraices de un mundo primitivo: lanade oveja,
crinde caballo, hojas de chocloy paja secaformaban antiguamente su
relleno. Esta materia primainforme adquiere sufiguragraciasal
patronde corte de suenvoltorioyaloslazosdealgodon que hermanan
loslados opuestos de esta piel de coti.

4
Elarmarioy el colchénsin usuarios son unaruina, unasinrazon...
Sinlos habitos colgados delos percheros, sinlarespiraciondelos
durmientes.

5
Ambos poseen unarastreramovilidad que los diferenciadel resto
delmobiliario doméstico. Podriamos decir que son muebles
asuPESAR. Sinembargo, sutamaioaescalahumanalesdaun caracter
duradero... elarmarioy el colchénson lo suficientemente grandes
paraformaren simismos OTRO LUGAR.
Sobrelos colgadores pendenlosvestidos, que son parte de nosotros mismos
ytienenunsecreto poder de cambio,de metamorfosisy travestismo.En el
armarioreposan nuestros enseres, los souvenirs, nuestro pasado,losrecuerdos,

las cartas, los secretos. [T-K-} Todo aquello que una pequeiia habitacion
puederecordar.

Elcolchon es unacancha que soportasilenciosamente el pesode los
durmientes, enellareposalavida, sin mas.

6
Paralimpiar unarmario debemos convertirloen ruina, DESPANZURRAR
suinterior, vaciar sus secretosy exponerlos bajolaincomodaluz
deldiaalacual noestanacostumbrados. Luego debemos meternos
ensuinteriory limpiar susangulos pobladosdebichos... Comoenel
fondo deunabotella, tribus de moscas aprisionadas, encerradas para siempre
ensudolorosa agonia, diluida en mondtonasylargaslamentaciones, en un
zumbido airadoy lastimero. [B.s.]

Comments on an exhibition based on the

writings of Tadeusz Kantor [T.k.| and Bruno Schulz[8.s.]
Tadeusz Kantor, Wielopole, Wielopole

(Milan: Ubulibri, 1981).

Bruno Schulz, Le botteghe color cannella
(Turin: Enaudi Tascabili, 1991).

1
The Wardrobe and the Mattress are two of the smaller common domestic
objects that can be associated with architecture.

2
The fil diferro plans used to build traditional Japanese houses, the rural
houses on theisland of Chiloé and the island’s large wooden churches
all remind us of the delicate outline of an old wardrobe. The thin walls
isolate the somber interior fromthe outside REALITY.

3
The mattressis rooted inamore primitive world. Sheep’swool, horse
hair, maize leaves, and dry straw were the ancient materials used
tofillthem. This raw material acquires its form thanks to how the outer
material is cutand the cotton ties that bind the sides of cotihide.

4

The Wardrobe and the Mattress withoutuse are in ruin, without
raison d'étre. Without the habits hanging from the hooks, without the
slow breathing of the sleepers.

5
Both objects possess a creeping mobility that differentiates them from
other domestic furniture. We could say thatthey are items of furniture
DESPITE themselves.

However, onthe human scale their size gives them a lasting character...
the wardrobe and the mattress are sufficiently big by themselvesto form
ANOTHER PLACE.

Dresseshangfromthehangers, theyare part of ourselves and they have the secret
power of change, of metamorphosis and transvestism. The wardrobe is home
to our belongings, souvenirs,our past, memories, letters, secrets... [T. K.} All that

one small roomisable o remember.

The mattressisa playing field that silently bears the weight of the
sleepers, there lies LIFE, nothing more.

6
In orderto clean awardrobe, we mustturnitto ruin, renderitsinterior
ASUNDER, empty it of its secrets, expose them to the cold light of
day, where they are notused to being. We must then ourselves go into
the wardrobe and clean out the bug-filled nooks... Like the bottom of a
bottle, tribes of trapped flies, forever enclosed in their painful agony, blurred into
long monotonous laments in an airy and pitiful buzz... [B. S ]

obra/exposicion— work/exhibition
Elarmarioyelcolchdn
The Wardrobe and the Mattress

ubicacion—location
MaisonHermeés, Ginza, Tokio, Japon

Maison Hermes, Ginza, Tokyo, Japan

coautor—co-author
Marcela Correa, escultora—sculptor

2013

anodel proyecto—year of project

Elarmarioyelcolchon

The Wardrobe and the Mattress

FOTOGRAFIAS-PHOTOS: ATSUSHI NAKAMICHI/NACASA AND PARTNERS
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— Armario, detalle delasfundaciones einterior
—Wardrobe, detail of foundations and interior
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—Armario, detalle
—Wardrobe detail
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Smiljan Radi¢, Elarmario

yelcolchén, dibujos01y02, 2013,

pastel sobre papel, 21x29cm

cadauna. Colecciondelarquitecto
Smiljan Radi¢, The Wardrobe

andthe Mattress, drawings 01and 02, 2013,
pastel on paper, 21x 29 cm each.
Collection of the architect

TOGRAFIAS-PHOTOS: ATSUSHI NAKAMICHI/NACASA AND PARTN
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7
Elcolchénselimpiagolpeandolofuerte conunpaloalairelibre.
Agolpeslamateriade surelleno primitivo recupera sumemoriay
nuevamente respira, ventilando sus olores bajo el sol.
Enloprofundo delamateriase delinean sonrisasindefinidas, se engendran
tensiones, se acumulan esbozos de formas.Todalamateriaoscilaenla
infinidad de posibilidades quelarecorren con extrafos escalofrios. Esperando
elhalito regenerador del espiritu, se mueve sin cesar, lo tienta con millares
de curvas dulcesysuaves queingeniaen delirios ciegos. Desprovista deinicia-
tivapropia,lujuriosamente moldeable, femeninamente plastica, décilatodos
losimpulsos, constituye un territorio fueradelaley. [T. K.]

8
Cuandovemos a escondidas el colchény sudurmiente, vemosun
serunicoy ausente. Los durmientes respiran horas de vida consumidas
sobre blandasfundaciones... Los sueiios descansan donde aparecen
nuevos modales,
elmundo es éstey no hay otromundo fueradeél,
parecieradecirel durmiente abandonado.

Enormesy profundas camas esperaban, colmadas de frescasy estratificadas
sdbanas, recibir nuestros cuerpos. Las cataratas de lanoche chirriaban

bajo elpeso delas masas oscuras del suefio, de la espesalava que se preparaba
parairrumpir desde los terraplenes a desbordar las esclusas, las puertas,
losviejos armarios, las chimeneas, donde el viento hacia oir sulamento. [B. s.}

9
En esta exposicion, los colchones son pesados cuerpos aireandose
bajolaluzdelosventanales. Poseen nombres propios: Marita Pefa,
Cora Ramirez, Patita dela Cerda, Inés Piraino... quiza el nombre
deaquellasabuelas que undiasobre ellos vivieron. Estos cuerpos son
lamarcade supesomuerto... son creaciones amorfas, sin estructura
interior, engendros delatendenciaimitadora de la materia que, provista
de memoria, repite por costumbre las formas unavez aprehendidas [ B. s.].

10
Altensarloshilosdealgodonquecruzandeladoaladoelrelleno
amorfode estos cuerpos embalados, se somete apresiéonun
interior primitivoy desde él se extrae forma de aquello que aparece
informe, aquello que esun caso o unacasualidad: lamateria,
elser mds pasivo eindefenso del cosmos. Cualquiera puede amasarla,
moldearla: obedece a cualquiera [B-S.}-

1
Porotrolado, elarmario que presentamos es un ensamblaje que ha
crecido hasta superarlaescala convencional de un antiguo ropero para
transformarse en un pequeino pabellon, una folly. Desde fuera, sus
piernas se apoyan sobre unas bases de cristal que sirven de cimiento
paraestafragil construccionarcaica. Aparece herméticoysélido
graciasasu piel yal colchén quereposatirado sobre suencimera.
Pordentro, ladelgada pared de maderase hace transltciday elinterior
sellenade unaluznaranja. Sutamaiointeriorlomiden espacial-
mente unasilla, unlavatorioy unaserie de burbujas atrapamoscas
colgadasde percheros que pueblan suinteriorhumano. Sumemoriaes
unvideo biografico dealgunasinstalaciones anteriores siempre
encendidoyuncumulodediarios que seiranamontonandodiaadia
alolargodelamuestra.

7
You clean the mattress by hitting it with a stick in the open air.
With each blow, the primitive stuffing inside recovers its memory
and breathes again, airing old smells in the sunlight.
Inthe deepest part of the stuffing, vague smiles are drawn, tensions are
born, the outlines of shapes build up. The materialinside oscillates in the infinity
of possibilities that run acrossits surface in strange chills. Awaiting the habit
of regenerating the spirit, it moves endlessly, playing with thousands of sweet soft
curves, devising blind delirium. Lackingits own initiative, luxuriously malleable,
femininely plastic, docile to allimpulses, it constitutes aworld outside the
law...[T.K.|

8
When we peek ata mattress and its sleeping occupant, we see aunique
and [ABSENT] being. Sleeping people breathe away hours of their
lives on softfoundations... Dreams lie in places where new ways of
being arise,
the world is this one andthere is no other,
the abandoned sleeper seemsto say.

Enormous deep beds await, layered in fresh sheets, receiving our bodies.
The cataracts of the night creak under the weight of the dark masses

of sleep, of the viscous lava preparing to overflow from the banks, to break
outofthelocks, the doors, the old wardrobes, the fireplaces, where the
wind whistles out its lament. [B. [ }

9
In this exhibition, the mattresses are heavy bodies airing themselves
inthe sunlightfrom the windows. They have names: Marita Pena,
Cora Ramirez, Patita de la Cerda, Inés Piraino... perhaps the name of
the grandmothers who once sleptin them. These bodies are the
mark of their dead weight... they are shapeless creations, without an internal
structure, born of the material’s tendency to mimic, using its memory to
habitually repeat shapes once learned. [ B.S.}

10
By tensing the threads of cotton that criss-cross the shapeless stuffing
of these embalmed bodies, their primitive interioris subjectedto a
pressure and from thisa SHAPE is extracted from that which appears
formless, thatwhichisa case oracoincidence —the MATERIAL,
the most passive and defenseless being in the cosmos. Anyone can knead it
and moldit-itobeys all. [B.S.}

11
Thenthereisthe Wardrobe which we presentas an assembly that
has grown to the extent thatit goes beyond the conventional scale of
anold wardrobe, becoming a small pavilion, a folie. The reference
for these new proportionsisa chair, a sink, and a series of fly-catcher
bubbles hanging from coat-hangers that populate this inhabitable
interior, together with glass piano legs thatare the foundations for this
fragile archaic construction.




12
Tengamos en cuenta el hecho significativo
de que (el armario) asume expresividad y sentido
solamente en elmomento enque
es|...] cerrado.
Entonces, deimproviso, se valoriza el significado y el prestigio
quelorodean. Se consolidal...]
Cambiamoslaescaladelossentidos|...]
Seseparadel ambiente, se encierraen simismo, se aisla.
Y enesemomento comienzaasimular plenamente.
Almenos simulapreciosas fachadas de casas,
asimilavelozmenteycon facilidadlos estilos necesarios,
enindependenciadelas circunstancias |[...]
Susantas se abren impetuosamente
haciaregiones siempre mas profundasyoscuras
deesteinterior que parece doméstico.
Entonces|...] como sobre un suave colchén,
los sueinos desarrollansutramal...]
No enun espacio misticoynebuloso,
perosiseparado porunassutilesyfragiles paredes delarealidad cotidiana.

13 [T.K.]

Mas armarios
Mas colchones
Menoscasas...
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12
Consider themeaningful act
That (the wardrobe) assumes expressivity and meaning
Onlyatthe timeswhen
Itis...closed
Then, unexpectedly, the meaning and the prestige surrounding it
Arevalued.Itisreaffirmed...
Changethe scale of the meanings...
The spaceisseparated, itis enclosed, isolated.
Andinthatmomentitbegins to fully simulate,
Itatleast simulates the beautiful fagades of houses,
Itassimilates rapidly, and easily, the necessary styles,
Irrespective of the circumstances...
Its frames open impetuously
Towards regions, steadily deeper and darker
From thisinterior thatappears sodomestic.
Then... asifonasoft mattress...
Dreams make their way...
Notin amystical cloudyplace
Butindeed separated by subtle and fragile walls of everyday reality... [T. K.]

13
More wardrobes
More mattresses
Fewer homes...

FOTOGRAFIAS-PHOTOS: ATSUSHI NAKAMICHI/NACASA AND PARTNERS
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Mis embalajes eran un intento de «barruntar»
la naturaleza del objeto. Escondiéndolo, envolviéndolo.
—TadeuszKantor, Wielopole, Wielopole

Nuestro proyecto para el Teatro Regional del Biobio es el esqueleto
posible de unteatroembalado.

Ensuinterior, el espectador se movera/treparaenunareticulaespacial
que majaderamente aparece midiendo/ocupando cadaunodelos
rincones. Esenlas salas de espectaculodonde ésta pierde saturaciéony
daelaire necesario paralarepresentacién, unaire negro, unapenum-
bradelimitesdifusos.

Todaesta parafernaliaentornoalas salas —entendidas como campos
abiertosen medio de estatramaestructuralde 3,90 mde arista—

es simplemente un andamiaje, como sifueralapartetraserade una
escenografia, el soporte derangoinferior que habitualmente se
escondeynovemos.

De estamanera, el espectador nodebe esperarcruzar el vestibuloy
accederalaoscuridad de lasala paraabrirelteatro, el misterio aparece
antes de entrar. Bastacon que el paseante/espectador veael manto
que cae sobre el edificio, velandolo, para presentiro «barruntar»,
comodice Kantor, que dentro algo se esconde, o paraal menos creer
por

un momento que circular por suinteriorirade lamano con un proceso
experimental.

Elactor, porsu parte, tieneasudisposicion unaire flexible. Las salas
hanadquirido dimensiones contemporaneas, yconalgunosinstrumen-
tos mecanicos basicos se solucionan las calidades técnicas 6ptimas
requeridas porlapolivalenciadellugar.

My packagings were an attempt to “portend”
the nature of the object. By hiding it, enveloping it.
—Tadeusz Kantor, Wielopole, Wielopole

Our projectfor the Biobio Regional Theater is the prospective skeleton
of a packaged theater.

Inside, the spectator will move/climb a spatial grid that stubbornly
appearsto measure/occupy each corner. Itisin theaters where

this grid loses saturation and gives enough space for the performance,
ablackair, apenumbrawith blurred edges.

Allthis paraphernalia around the halls—understood as open fields
in the middle of this 3.90m structural frame edge—is simply a
scaffolding, asif itwere the backstage part of ascenery, the lower-
rank

supporting structure thatis usually hidden from view.

In this way, the viewer need not wait to cross the lobby and access the
darkness of the hall to open the theatre, as the mystery appears

before anyone enters. Itis enough that the passer-by/spectator sees
the mantle that falls on the building, guarding it, in order to presage, as
Kantor says, thatinside somethingis hidden, orat least to believe for
amomentthatto move around inside will form part of an experimental
process.

Biobio Regional Theater

Inturn, the actor, has flexible air at his disposal. The rooms have ac-
quired

contemporary dimensions, and with some basic mechanical instru-
ments, the optimum technical qualities required by the multi-purpose

Teatro Regionaldel Biobio

Eduardo Castillo (1972-2017). Arquitecto—Architect

197

obra— work

Teatro Regional del Biobio 2011-17

anodel proyecto—year of project
ubicacion—Ilocation

Concepcién, Chile - 9650 m?

superficie construida—builtarea
coautores —co-authors

Eduardo Castillo, Gabriela Medrano

ingenieriaestructural —structural engineering
B.yB.IngenieriaEstructural Ltda.

MAQUETA-MODEL: ALEJANDRO LUER FOTOGRAFIAS-PHOTOS: GONZALO PUGA

FOTOGRAFIAS-PHOTOS: JOSE LAGOS MUNOZ
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Estabodega supuso unanueva escalade negocios en el ambitode

los vinos premium en Chile, con el desafio deimplementar el trabajo
artesanal vitivinicola mas alla de sureducida escala habitual.

En concordancia con este complejo cambio enlaelaboraciondel vino,
eledificiodelabodega se mueve entrelaindustriay el panorama,
entre laproducciényel paseo. Cadaunode sus ambitos productivos
responde a estas variables, las cuales muchasvecesen elllamado
mundodelvino se presentan comoirreconciliables, locuallleva
aenmascararo esconderdelosojosdel visitante laescalareal del
procesoindustrial.

El edificio de 280 m de largo esta semienterrado en medio del campo,
sibienlamanipulacionde susalrededoresinmediatoslo hace
medianamente perceptible desde el exterior. La organizacion lineal
ysinvariaciones de su planta productiva es matizada en suseccion
longitudinal mediante el paso por atmésferas diferenciadas que
responden efectivamente anecesidades técnicas basicas del proceso
de produccion, relativas alatemperatura, lahumedadylaventilacion.

Seingresaal edificio sobre un espejo de aguadeflujo continuo, através
deunaseriede senderos querecorrenunainstalacion de piezasde
granitorecogidasdel campo. Elaguaque corre bajo los pies del visi-
tante colaboraenlarefrigeracion delasalade barricas en el nivel infe-
rior.

Elespacio entre muros que la contiene se abre haciala Cordillerade los
Andes enun extremoyenfrentalasalade cubasenelotro.

Lasaladecubasalberga220cubasdeaceroinoxidableyestacubierta
conunatechumbre de unos130x40m, hecha de doble membrana

de PTFE. Conlaluzyventilacion natural que permite estatechumbre
sedesarrollaeltrabajomasarduodelabodega. El visitante se
desplazaporese mismo nivel, entre las cubas o sobre ellas, teniendo
comotelondefondoel panoramadelviiedo. Alfinal de lasalade cubas
se encuentraen el subsuelounasalade fermentacion malolactica
enbarricasyunasalade cata. Muros de hormigénnegroyrobleame-
ricano, unahumedad permanenteylapenumbrareinante caracterizan
elambiente. Desdealli, el visitante sube alasombrade un pabellén
congrandesaleros, concebido paraeventosysaladeventas.

This winery introduces a new business scale to Chile’s premium wine
market. The challenge was to implement locally crafted winemaking
beyond its usual level. This complex change in the winery concept

led tothe building’sinsertionina world ranging between industry and
the landscape, between production and relaxed walks. Each of its
production areas respond to these variables, considered irreconcilable
inthe world of wine, which tends to lead the real scale of the industrial
processto be camouflaged or hidden from the visitor’s gaze.

The 280m long building is partly buried in the middle of afield.

The landscaping operation on itsimmediate environsis quite obvious
to passers-by. The unvaried linear organization of the production
plantis nuanced inits longitudinal section by passing through
differentiated environments that respond efficiently to the technical
requirements of the production process—temperature, humidity,
and ventilation.

Visitors enter the building alongside a sheet of flowing water, a series
of paths around a facility built from locally collected granite. The water
flows beneath the visitors’ feet to cool the barrel cellar. The space
between the walls containing them opens at one end towards the Andes
mountains, while the other end faces the vat room.

The vatroom contains 220 stainless steel tanks, and hasa double

PTFE membrane roof measuring roughly130x40 m. The hardest work
atthe winery is done with natural lighting and ventilation beneath

this roof. Visitors move along this level, between orabove the vats, with
the panoramic backdrop of the vineyard. Inthe basement at the end

of the vatroom is the malolactic barrel room and a tasting room.

Its black concrete and American oak walls, its permanent humidity, and
the prevailing penumbra characterize the atmosphere in this space.
Visitors climb from this point, in the shade of a pavilion with large eaves,
toan areadesigned for events and the sales room.

obra— work

BodegadeVinosVIK

Bodegade Vinos VIK 2008-12

VIK Wine Cellar

ubicacion—Ilocation 14200 m2

Mi“ahue’ Chile . superficie construida—builtarea

colaborador—collaborator : 4400 ha
LoretoLyon - superficiedel terreno—site area

ingenieria estructural —structural engineering

Luis Solery Asociados Ltda., Bird Air

VIK Wine Cellar

anodel proyecto—year of project
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Lacreacidondelasala«Chileantesde Chile» generé una posibilidad
Unicapara consolidar el edificioy renovarelimaginario espacial
del Museo Chileno de Arte Precolombino.

El edificio del museo se organiza alrededor de dos patios y una galeria
publica exterior en el primer nivel. Conlaintervencion se amplié en
unos1000m2la superficie de exhibicionyde depdsitos en dos niveles
subterraneos bajo los patios nortey sur.

El patio norte se teché mediante una burbuja de membranatranslicida
de ETFEcon adhesion de bajaemisividad (low-e) paraalbergaren
éllaboleteria, lacafeteriay una pequenatienda. Esta cubiertatranspa-
renteyautosoportante hasidoancladaal perimetro del patio sobre

la cornisa superior del edificio mediante una estructurade acero muy
parecidaaladesarrolladaenlaCasaCR.

El patio sur, porel contrario, mantuvo su condicion de exterior, libre
de unusocondicionante. Susuelo se cubrié con un pavimentode
piedras huevillode 2”de diametrofraguado sobre arena, algo similar
aloqueseencontré enlasexcavaciones arqueolégicasrealizadas
enelsitio. Elhall de acceso entre los patios se liber6 para reunir
enéllascirculacionesverticales paracadaunodeloscuatroniveles
delmuseo.

Lasalade exposicion mayor(38x11x7m)ylos depdsitos estan
enterrados en el subsuelo, atravesando el edificiodeladoaladoenun
recorrido tnicollamado «Chile antes de Chile». Elgrantamaiio

de estasala, o mejordicho, laindefinicion deltamaiio, hadadouna
nuevaescalaalosrecintos de exposicion del museo. Abundaenella
unapenumbranatural matizada porlaluzque entraatravésde
doslucernarios ubicados en sus extremos. En medio de estapenumbra
natural, las piezas arqueoldgicasflotaniluminadas puntualmente.

En contraste con estasituacion en el subsuelo, volvimos ailuminar
naturalmente los recintos existentes de los niveles superiores
abriendolasventanas que dan sobrelacalleysobre los patios, las
cuales permanecian tapiadas.

The creation of the”Chile before Chile”exhibition gallery presented
aunique opportunity to consolidate the building and reimagine the
spaces of the Chilean Museum of Pre-Columbian Art.

The museum building is organized around two courtyards and an
outdoor public gallery on the first level. With the intervention,

the exhibition and storage areas on two underground levels under the
north and south courtyards were extended by about 1000 m?2.

The north courtyard was roofed with a bubble of translucent ETFE
membrane with low-e coating to house the box-office, the coffee shop,
and asmall museum shop. This clear self-supporting coverisanchored
tothe courtyard’s perimeter on the upper cornice of the building

by means of a steel structure very similar to that developed for Casa CR.

The south courtyard, on the other hand, was preserved as an exterior
space, with no specific use. The floor was paved with 2" gravel
stones seton sand, similar to what was found in the archaeological
excavations carried out on the site. The entrance hall between the
courtyards was freed up to absorb the vertical circulation to and from
each of the museum’s four levels.

The largest exhibition gallery (38 x11x7 m) and the storage facilities
are buried in the basement, crossing the building from one side to
the otherinaunique tour called “Chile before Chile.” The large size

of this gallery, or rather its indefinite size, has given a new scale

to the museum’s exhibition spaces. Many sections are naturally in
half-shadow, nuanced by the light from two skylights located at either
end. Inthis dusky space, the archaeological objects seemto float
undertargeted lighting.

In contrast to the setting in the basement, we restored natural lighting
inthe existing upper level spaces by opening the windows to the street
and the courtyards, which had been boarded up.

MAQUETA-MODEL: ALEJANDRO LUER
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obra— work

Chileantesde Chile

Chile before Chile

Chile antesde Chile

FOTOGRAFIAS-PHOTOS: GONZALO PUGA

2008-13

anodel proyecto—year of project

ubicacion—Ilocation

Santiago, Chile

3056 m2

superficie construida—builtarea

colaborador—collaborator

Eduardo Castillo

ingenieriaestructural —structural engineering
B.yB.IngenieriaEstructural Ltda.

4140 m:

superficiedel terreno—site area
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Undia, el GIGANTE volvi6. Habiaido a visitar asuamigo el Ogro
de Cornualles, y permanecido con él durante siete anos.
Alcabodelossiete aios habiadichotodolo que teniaquedecir,
pues suCONVERSACION era LIMITADA, ydeterminévolver
asuCASTILLO. Alllegar, vioalos niiios jugando en el jardin.

— ¢Quéhacéisaqui? —vociferé asperamente.
Y los ninos escaparon corriendo.

— MI JARDIN ES MI JARDIN —dijo el Gigante—; todo el mundo
debe comprenderlo, yanadie permitiré que juegueenél.

Al efecto, levanté unaTAPIA elevadisima, y puso un cartelén que decia:
Se prohibelaentrada
Bajolas penas consiguientes.

Eraun Gigante muy EGOISTA...(1)

Todos sabemos que el Gigante Egoistade Oscar Wilde volvio cansado
asu castillodespuésde siete anos deausenciayloencontréinvadido.
Grito, puso unletrero enlaentradayespanto el ruido constante
delosninos. Envenganza, elinvierno cay6 sobre su jardin permanente-
mente. La naturaleza hizo unfestin con él hastalograr suarrepenti-
miento, obligandolo adejarentrar de nuevo el griterio en surefugio
sordoyentraiable.

¢Como podriaser el castillo del Gigante Egoista?
¢Como podriaser surefugio?

Onedaythe GIANTcame back. He had been to visit his friend
the Cornish ogre, and had stayed with him for sevenyears.
Afterthe sevenyears were over he had said all that he had to say,
for his CONVERSATION was LIMITED, and he determined
toreturnto his own castle. When he arrived, he saw the children
playinginthe garden.

—"Whatare you doing here?” he cried inavery gruff voice,
andthe children ran away.

—"“MY OWN GARDEN IS MY OWN GARDEN,"said the Giant;
“anyone can understand that, and | will allow nobody to playin
it but myself.”

So he builtaHIGH WALL all round it, and put up a notice-board.

TRESPASSERS
WILL BE
PROSECUTED

He was avery SELFISH Giant... (1)

We all know that Oscar Wilde's Selfish Giant returned to his castle
tired after seven years of absence and found itinvaded. He shouted,
putasigninthe doorwayand scared away the constant noise

of the children. Inrevenge, winter fell on his garden permanently.
Nature made a feast of him until he repented, forcing himto let

the shouts back into his silentand beloved refuge.

How might the castle of the Selfish Giant be?
How might your refuge be?
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obra/maqueta— work/model
El Castillodel Gigante Egoista
The Castle of the Selfish Giant

dimensiones—dimensions
38 cm (diametro-diameter) X 15 cm (alto-height)

The Castle of the Selfish Giant

El Castillo del Gigante Egoista

1
S
End
2
S
=
)
o
w
S
A
)
o
=
)
<
©
o
&
o
=
)
o
S
c
©
=
>
i
E
)
12)
S
®
o
’d
o
=
=

(BuenosAires:Hachette S.A.,1916), 69.

2009

anodel proyecto—year of project

(1) OscarWilde, The Selfish Giant, in The Happy Prince and

Other Tales(London:Duckworth,1913).
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Enlaimagen del capitulo C.2, dedicado ala«Carne»enel Poema
deldngulorectode Le Corbusier, el observador ocupael cuerpodeun
hombre tendido en un entornoambiguo. Parece mirar un paisaje
interior donde unamujer se encuclillainclinandose haciaunaabertura
quedejaver pasar unanube. Seven los pies del hombre y un menhir,
que seguramente es surodillaosupene erecto. Esteambiente esta
cubierto porunamano colocadaesformade bovedasobre el total de
lalitografia, aumentando lasensaciondeinterioro caverna.

LamaquetaencedrodelaCasa parael Poemadel AnguloRectose
mostro por primeravezen laexhibicion Global Ends enlaGaleria Ma
deTokioen2010. Mucho debe suambientealaimagen antes descrita
yanuestrainstalaciéon en Venecia, EINifio Escondido en un Pez:

un exterioropaco en hormigénarmado; uninteriortranquiloy perfu-
mado enmaderade cedro.

Estacasaesel ultimorefugio que hemos construido. Su estructuraes
unabdvedaregularenhormigénarmadode12cmde espesorque
cubre hasta18metrosdeluz, apoyadasobre los muros perimetrales.
Labdvedaserecortairregularmente en superimetroydejaensu
interior un patio abierto. Es unvolumen ciego ante un paisaje de mon-
taia privilegiado, incrustado enunbosque de roblesyacosado por
el)Jardinde Hojas formado por 300 piedras de basalto.

Suencierrodacuentade que sus habitantes conocenlos
alrededores, comolos conoce uncampesino, unvagabundooun
monje, naturalmente.
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Le Corbusier, litografiaC.2,
Poemadel angulorecto, 1947-1953
Le Corbusier, lithograph C.2,

Poem of the Right Angle, 1947-1953

Inthe image of Chapter C.2, dedicated to“Flesh” inthe Poem of the
Right Angle by Le Corbusier, the observeroccupies the body of a man
stretched outinan ambiguous setting. He seems to be looking at
aninnerlandscapein whichawomanis kneeling, leaning towards an
opening that shows a cloud passing. The feet of aman can be seen
andamenhir, thatis surely his knee or his erect penis. Ahand placed
vault-like overthe whole lithograph covers this scene, increasing
the sensation of aninterior ora cave.

The cedar wood model of the House for the Poem of the Right

Angle was shown for the first time in the Global Ends exhibition in the
Ma GalleryinTokyo in 2010. The setting owes much to the image
described above and to our installation inVenice, the Child Hiddenin
aFish: an opaque exteriorin reinforced concrete; a peaceful interior
perfumed by cedar wood.

AnguloRecto

This house is the latest refuge we have built. Its structure isaregular
vaultin12cm thick reinforced concrete covering up to18 meters

of light, supported on perimeter walls. The vaultis cutawayirregularly
atits perimeter, leaving inside an open patio. Itisablind volume in
frontof a privileged mountain landscape, encrusted ina wood of oak
treesand besieged by the Garden of Leaves formed by 300 basalt
stones.

Its seclusion accounts for how its inhabitants know the surroundings,
as a peasant, avagrant, oramonk would know them, naturally.

Casaparael Poemadel

obra— work .
CasaparaelPoemadel AnguloRecto 2~0d1 |0_1 2 —
House for the Poem of the Right Angle anodelproyecto—yearofproject

ubicacién—location : 165 m2
Vilches, Chile . superficie construida—builtarea

paisajismo—landscaping : 4,5 ha
MarcelaCorrea, escultora—sculptor : superficiedelterreno—site area

colaborador—collaborator
Jean Petitpas

ingenieriaestructural —structural engineering
B.yB.Ingenieria Estructural Ltda.

House forthe

Poem of the Right Angle
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MAQUETA-MODEL: ALEJANDRO LUER

FOTOGRAFIA-PHOTO: SMILJAN RADIC

FOTOGRAFIAS-PHOTOS: GONZALO PUGA
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Lucernarios con escultura colgante de Marcela Correa,
Dibujo, 2007, maderade espino, 265 x 505 x 420 cm
Coleccion privada

Skylights with hanging sculpture by Marcela Correa,
Dibujo (Drawing), 2007, hawthorn wood, 265 x 505 x420cm
Private collection

FOTOGRAFIAS-PHOTOS: GONZALO PUGA
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Unobjeto esuningrediente del caracter deun acontecimiento.

El caracter deun acontecimiento no es mas, de hecho, que

los objetos que son susingredientes ylas maneras con que esos objetos
hacensuingreso en el acontecimiento. De este modo, lateoria

delos objetos eslateoriadelacomparacion delos acontecimientos.
Los acontecimientos son comparables inicamente porque
danformaexterior alas permanencias. Comparamoslos objetos en
los acontecimientos siempre que podemos decir: «Ahi esta de nuevo». FOTOGRAFIAS-PHOTOS: SMILJAN RADIC
Los objetos sonlos elementos delanaturaleza que pueden
«darse de nuevo».

ALFRED NORTH WHITEHEAD, El concepto de naturaleza
(Madrid: Gredos S.A.,1968),161.

Anobjectisaningredientinthe character of some event.In fact, the
character ofan eventis nothing but the objects which make upits
ingredients and the ways in which those objects make their
ingression into the event. Thus, the theory of objectsis the theory
ofthe comparison of events. Events are only comparable because they
embodypermanencies. We are comparing objects in events
whenever we can say, “Thereitis again.” Objects are the elements in
nature which can “be again.”’

ALFRED NORTH WHITEHEAD. The Concept of Nature.
(Cambridge: Cambridge University Press,1920),p.143.
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PHOTOS: SMILJAN RADIC

FOTOGRAFIAS




Este taller de escultura consiste inicamente en un corralde This sculpture workshop consists merely of a stone enclosure — TU
piedras que circunscribe un area utilizable en medio de un campo, thatsurrounds a usable areain the middle of an open field, abridge m -
un puente-grua paramover grandes pesosy unatiendaque crane to move heavy loads, and atenthanging from it that offers - —
cuelgade ésteyque brinda protecciontansolo ensuinterior, protectioninside, butis open to the outside. - o .k-:’J ] A
pero abierta al exterior. ° U -k ; o i A
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Smiljan Radic,

plantade ubicacién, 2013,
estampado con papas, 87x21cm.
Colecciondel arquitecto

Smiljan Radié¢,

site plan, 2013,

potato print, 87x21cm.
Collection of the architect

FOTOGRAFIAS-PHOTOS: SMILJAN RADIC
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obra— work 0
Crarrl] :2014-15
. anodelproyecto—yearof project
ubicacion—location 0
Vilches, Chile - 100 m2
. superficie construida—built area
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El pabellon efimero creado parala Serpentine Gallery de Londresen
2014 continualatradicion de las pequeinas construcciones roman-
ticasque sevenenlos parquesoenlosgrandesjardines, lasllamadas
follies, que fueron muy populares desde fines del siglo XVI hasta
comienzosdel XIX.

Engeneral, las follies aparecen comoruinas, o erosionadas por el
tiempo, y presentanun caracter exuberante, sorprendenteyamenudo
primitivo. Estas caracteristicas difuminan artificialmente los limites
temporalesyfisicos entre estas construccionesy suentorno natural.
Nuestro pabellon retomo literalmente esos mecanismos formales,
aplicando unlenguaje arquitecténico contemporaneo.

Asi, laformainusualy las cualidades sensuales del pabellon de 2014
seyuxtaponian con laarquitecturaclasicadelaSerpentine Gallery para
producirun sentimiento de extranamiento en el visitantey una

relacion ambiguaentre eljardin delagaleriay el interior del pabellon.

Externamente, el visitante ve unfragil cascaron enformadetoro,
suspendido sobre grandes piedras de cantera. Las piedras naturales se
asocian conlos elementos decorativos externos que suelenverse en

los parques; sinembargo, aqui se utilizaron como estructura de soporte
parael edificio. Estorompe los limites definidos entre la edificacion
yeljardin, dandoal pabellon, en susbases, un pesofisicoy temporal
quesubrayalaligerezaylafragilidad del cascaron que sostienen.

El cascaron translucido, de colorcremaamarillento (como el masking
tape), estahechodefibradevidrioyalbergauninteriororganizado
alrededor de un patiovacio, desde el cual el entorno natural aparece
aunnivel mas bajo, dandolasensacion de que todo el volumen

se hallaflotando. Tiene secciones abiertas, como sise hubierarasgado,
recurso que sirve paraincorporarlosalrededoresinmediatos a
suinterior. El suelo es un entablado de madera gris, comosielinterior
se hubiera construido mas como unaterraza que como un espacio
protegido. Porlanoche, gracias alasemitransparenciadel cascarén,
laluzdetono ambaratrae laatencion de lostransetntes, comolas
lamparasatraenalaspolillas.

El pabellon se encuentraahorainstaladoenlosjardines de lagaleria
ycentrodeartes Hauser & Wirth Somerset.

MAQUETA-MODEL: SMILJAN RADIC

FOTOGRAFiA—PHOTOZVU]I HARADA

The ephemeral pavilion created in 2014 for the Serpentine Gallery

in London continues the tradition of small romantic constructions seen
in parks or large gardens, the so-called follies, which were hugely
popularfrom the late 16th to early 19th century.

Generally, follies appear to be ruins, or worn away by time, taking
extravagant, surprising, and often primitive forms. These features
artificially blur the temporal and physical limits between these buildings
andtheir surroundings. This formal style was taken literally by

our pavilion, and applied in a contemporary architectural language.

Thus, the unusual shape and sensual qualities of the 2014 pavilion were
juxtaposed with the classical architecture of the Serpentine Gallery

to create a feeling of estrangementin the visitor and an ambiguous
relationship between the garden and the pavilion’sinterior.

Fromthe outside, visitors see a fragile shell in the shape of a bull,
suspended on large quarry stones. Natural stones are associated with
external decorative elements seen in parks, but here they were used as
supportforthe structure. In this way, the limits of the building and

the garden were broken, giving the pavilion, atits base, a physicaland
temporal weight that highlights the lightness and fragility of the
uppershell.

The translucent, cream yellow shell (like masking tape) is made of
fiberglass. The interior is organized around an empty patio, from
where

the natural setting appears lower, giving the impression that the
entire volume is floating. The shell has open sections, as if it were torn,
incorporating the immediate surroundingsinto the interior through
these openings. The flooris gray wood decking, as if the interior were
more aterrace than a protected inner space. Inthe evening, the
semitransparent shell filters a softamber-toned light thatattracts the
attention of passers-by, like a lamp attracts moths.

The pavilionis now installed in the garden of Hauser & Wirth Somerset,
agalleryandarts center.
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obra— work

ubicacion—location °
Kensington Gardens, - 180 m:
Londres, Inglaterra :
London, UK

colaborador—collaborator

Yuji Harada

ingenieriaestructural —structural engineering

AECOM

Folly, Serpentine Gallery Pavillion 2014

anodel proyecto—year of project

Folly

Folly

superficie construida—builtarea
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Modelo 5, plasticina,

20 x20x10cm.

Archivo Smiljan Radi¢ 26 5
Model 5, modeling clay,

20x20x10cm

Smiljan Radi¢ Archive
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Smiljan Radi¢,
Dibujoazul1,2,3,4,5,7,8, 2014,
tintasobre papel, 13x20cm cadauno.
Colecciondel arquitecto

Smiljan Radié,

Blue Drawing1,2,3,4,5,6,7,8, 2014,
inkon paper, 13x20cm each.
Collection of the architect
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Modelofinal, fibrade vidrio
ymaderadecedro, 70x70x25cm.
Colecciondel arquitecto

Final model, GRPand

cedarwood, 70x70x 25 cm.
Collection of the architect
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GRP plan

GRP isometric

Geometria GRP—GRP geometry
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—En construccionenlostalleres de Stage One, Londres, 2014
—Under construction atthe Stage One workshop, London, 2014
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Trabajé confibra de vidrio sin terminar, porque no solemosverla
de esa manera; todo estd un poquito crudo.Y para mi, esa textura del
material [tiene el cardcter] de algo hecho a mano. (2) —

(2) Radi¢ citado porEllisWoodman, Daily Telegraph, 24 de junio de 2014.

Estarelacion fundamental entre unaideaarquitectonica derivadadel
material de unamaquetaylatraduccion de esamismaidea, saturada
del material del cual esta hecha, ala materialidad de una pieza arquitec-
tonicatiene profundasimplicancias paralacomprension del papel
quejuegael materialenlaforma, enlaideayen el entendimientodelas
construcciones que habitamos permanente o temporalmente.

Ello nos exige definir nuestras prioridades y decidir qué retenemos

y qué descartamos en ese proceso de traduccion: qué cosaes de valor
alahorade cambiarlaescalayqué cosaes meramente deseable.
Elusodelatecnologiaylainterpretaciondelaescalaatravésdelama-
terialidad quedan aptamente demostrados en la Serpentineconel
nuevo

pabelléontemporal de Radic y el pabellon «permanente» de Hadid:

P: Meinteresalasuperficieylacapacidad detransmitirlaluzque
buscaslograr del material. Amenudo lafibrade vidrio se trabaja hasta
lograr unasuperficie «in-material», estilo Zaha Hadid, perotambién
escapazderetenerlahuellade cadamovimientodelamanoque
latrabaj6. Dado que Hadid acaba de terminar unaestructurade formas
pulidas parala Serpentine aunos cientos de metros del Pabellén, me
gustariamucho saber como vasatrabajar ti este material.

R: Haydostiposde materialenlosdos pabellones que has puesto
como ejemplo: unoesfibradevidrioy el otrotambién esfibrade vidrio.
Losdos sonreales, pero pertenecenamundosdiferentes... ninguno
es mejor o peor que el otro, tan solo son diferentes. Ambos se interesan
porladefinicion delasformas, pero de maneras opuestas, yambos
seinteresan porelgradode opacidad o de transparencia, perotambién
de manerasopuestas. Larealizacion de las estructuras también es
diferente: enel Pabellén, las capas de fibra de vidrio seran estructura-
les, vanasostener el aire que el Pabellon atrapa, graciasaungrosorde
unos12mmyaunaracionalidad semejante aladel papel maché. Los
doslugares pueden leerse de distintas maneras. En el nuevo Pabellon
todovaasermascrudo, pero nomenos definido.(3)

(3) Radi¢encorrespondenciaconelautor.

Layuxtaposiciondelocrudoylodefinidotiene ungraninterés, ya
querevelaunrespeto porlas subvaloradas condiciones de conveniencia
ysimplicidad, y desafia el supuesto de que definicion equivale a refina-
miento, loque enrealidad no es mas que la persistencia de un concepto
tanviejocomo el Renacimiento. Esimportante reflexionar sobrela
naturaleza delaconstruccionfragil enrelacion conla«exactitud»yla
«precision» para poder determinar el valor de las palabras que usamos
paradescribir no solamente lo que hacemosy cémolohacemos,
sinotambién como diseiiamos.

David Pye, ensulibro The Nature and Art of Workmanship,(4) clarifica
ladiferenciaentre el «trabajo de riesgo» y el «trabajo de certeza».
Pye describe el rol del artesano en términos de siestainvolucradoenla

Thisfundamental relation between an architectural idea derived
through the material of a model and the translation of the same idea, sat-
urated with the material out of which itis made, into the material of a
piece of

architecture has profound implications for our understanding of the role
material plays in the form, idea, and understanding of the constructions
we permanently or temporarily inhabit.

Itrequires usto prioritize what we retain through the translation
process, and what s jettisoned, thatis, whatis of value in rescaling the
work versus whatis simply expedient. The use of technology and

the interpretation of scale via materiality are aptly demonstrated at the
Serpentine inthe new temporary pavilion by Radi¢ and the “permanent”
pavilion by Hadid:

Q: laminterestedinthe surface and lighttransmission quality of the
material you wantto achieve—fiberglass is often perfectedto a
“material-less” Zaha Hadid surface, yetis capable of holding evidence of
every movement of the hand that made it. As Hadid just completed
asmooth shape for the Serpentine justafew hundred meters from the
Pavilion, lam very interested in how you will treat this material.

A: Thereare two types of material in the two pavilions that you put
asanexample: oneisfiberglass and the otherisalso fiberglass. Both are
real, butbelongto differentworlds—neither better nor worse, just
different. Both are concerned with the sharpness of forms butin oppo-
site ways, and both are concerned with the degree of opacity or trans-
parency,

also in opposite ways. The making of the structures is also different.
Inthe Pavilion, the fiberglass layer will be structural, will support the
airthatittraps, thanksto being about 12 mm thick and a rationality that
is similar to papier-mdché. The two places can be read differently.
Everything will be more crude in the new Pavilion, but no less defined. (3)

(3) Radicin correspondence with the author.

This juxtaposition of crude and defined is of interest, asitreveals
arespectforthe undervalued condition of expediency and simplicity,
and challenges the assumption that definition equates to refinement,
which in reality is simply the persistence of a conceptasold asthe
Renaissance. Itisimportantto expand on the nature of fragile construc-
tioninrelationto “accuracy”and “precision” in order to determine

the value of words that we use to describe not only what we make and
how we make it, but how we design.

In his book The Nature and Art of Workmanship,4) David Pye clarifies
the difference between the “workmanship of risk” and the “work-
manship of certainty.” He describes the role of the individual maker
either being involved with the determination of the result, or being
placed onthe periphery of a pre-determined digital/mechanical opera-
tion of manufacture: “In the workmanship of risk, the result of every
operation during production is determined by the workman as he works
and its outcome depends wholly or largely on his care, judgement

and dexterity.”(8) The workmanship of certainty provides a process of
such exactitude that the outputis a clear manifestation of the intention,
uniformly delivered. To establish a manufacturing process which
precisely correlates to the output, all aspects of material performance




determinacion del resultado o si esta situado en la periferiade una
operacion defacturadigital/mecanica predeterminada: «En el trabajo
deriesgo, elresultado de cada operacion durante el proceso es deter-
minado por el trabajador amedida que trabaja, y el resultado final
depende total o mayormente de su cuidado, buen juicio y destreza».(5)
Eltrabajo de certeza es un proceso de tal exactitud que el resultado final
es unaclaramanifestacion delaintencién, plasmada uniformemente.
Paraestablecerun proceso defacturaque guarde unarelacion
precisacon el resultado, hay que determinar todos los aspectos del
comportamiento del material, tanto enla manufacturacomoeneluso,
y suprimirlas aberraciones o fallas parafacilitar la certeza de dicho
resultado. El efecto que la produccion altamente mecanizada exige
sobre el material eslahomogeneidad: unavigade madera que requiere
«ingenieria», labajagranulosidad del MDF, el plasticoisotrépico
oelbloque deacero moldeado. Comortal, el trabajo de certeza elimina
elriesgomaterial al eliminarla diversidad y particularidad del material
fisico, lo que podriamos llamar la «materialidad» en si. El trabajo de
riesgo aceptaactivamente la particularidad de cualquier material,
y mediante un proceso de ajustes, incorpora el comportamiento fisico
variable dentro de un elemento, reconciliando de ese modo untodo
estructural.

(4,5) DavidPye, The Nature and Art of Workmanship

(Cambridge University Press, 1968).

Cuando los requisitos de una obra estanfijados, son plenamente com-
prendidosy constantes, el «trabajo de certeza» produce precision
yexactitud. Sin embargo, silas necesidades cambian, silainformacion
original esligeramenteimperfectao las circunstancias se modifican,
la precision no dejarade ser mensurablemente «precisa», peroalaobra
le faltaraexactitud porque yano estara alineada con el propésito parael
quefuecreada.Laprobabilidad de cambioalolargo de unciclo devida
util esta casi garantizada; asilo determinala historia, de manera que el
uso de precision para producir exactitud no esunhecho dado, y nues-
tro supuestode que launaproduce laotra es enrealidad cuestionable.

P: Lapalabra«nitidez» se utilizaen El Croquis enrelacién conel
refugiode Chiloé... Puede que seasimplemente latraduccionalinglés
(sharpness), pero es unapalabrafuerte que comprendo particularmente
porhaberestudiado con Peter Salter en la Architecture Association.
Me gustariaentender como usastilaidea que encierra esa palabraen
el contexto del refugio, y tal vezen otros proyectos.

R: Lafotografiaaplanael mundo, presentatodoconelmismograno
dedefinicion. Sivasaverlas estructuras de concretode Lina Bo Bardi,
entérminosde como cumplen las necesidades delos proyectos
—hablandoincluso enunsentido social—, ves que laarquitectura parece
desalineadaotal vezdesordenada en comparacion conlos estandares
de construccién europeos. La paradoja es que este desorden costaria
muchisimodinero en Europa, porque seria algo antinatural, constructi-
vamente hablando. Es obvio que encadamomentoyencadalugar
laarquitecturatiene ungrado diferente de nitidez. Descubrirelgrado
exacto de nitidez es muy dificil, es masfacil estandarizarlo todo,
llevartodo al mismo punto deresolucién, aunque enalgunos puntos
todoresulte un pocofalso. (6)

in manufacture and in use need to be determined, with aberrations
or flaws removed to facilitate certainty of outcome. The effecton
material that highly mechanized production requiresis homogeneous—
timber thatrequires “engineering,” the grainlessness of MDF, the
isotropic plastic or the milled steel block. As such, the workmanship of
certainty edits out material risk by editing out material diversity
and particularity atthe same time—we could call it “materiality” itself.
The “workmanship of risk” actively accepts the particularity of any
material, and through a process of procedural adjustment, incorporates
the variable physical performance within an element by reconciling
astructural whole.

(4, 5) DavidPye, The Nature and Art of Workmanship

(Cambridge University Press, 1968).

When the requirement of the work is fixed, fully understood, and
constant, the “workmanship of certainty” delivers precision and accu-
racy. However, if needs shift, the original data is slightly flawed or
circumstances change, the precision remains measurably “precise”
butthe work lacks accuracy because itis nolongeraligned to the purpose
forwhichitwas made. The likelihood of change during a lifecycle of
use is virtually guaranteed, history determines this, so the use of
precisionto deliveraccuracy is nota given, and our assumption that
one deliversthe otherisactually questionable.

Q: Theword “sharpness” isusedin El Croquisaboutthe Chiloé
refuge—it may be simply the translation, but this is a powerful word that
| have a particular understanding of, having studied with Peter Salter
atthe AA. I would like to gain an understanding of how you use the idea
behind this word within the refuge, and perhapsin other projects.

A: Aphotograph flattens the world, presents itall with the same
grain definition. If you look atthe concrete structures of Lina BoBardi,
in terms of the way they meet the needs of the projects —evenin
asocial sense—, you see that their architecture appears out of line, or
perhaps cluttered, in comparison to European standards of construc-
tion. The paradox is that this clutter would cost lots of money in Europe,
because itwould be something unnatural, constructively speaking.
Itis obviousthatatevery momentandin every place architecture has
adifferentdegree of sharpness. Discovering the exact degree of
sharpnessis very difficult; itis easier to standardize everything, take
everythingto the same level of resolution, although in some places
itisallabitfake. (6)

(6) Radicincorrespondence with the author.

So how does the “workmanship of risk” operate differently from the
“workmanship of certainty” that Radi¢ alludes to?

By gauging the manufacturing process so as to respond to the par-
ticularities of a material, the methodology of making is open to variety,
which if managed throughoutthe fabrication can lead to resolution
that offers the potential for adjustmentto the vagaries of both
materiality and operation. With less process-driven construction, the
ability to adjustand adaptis also inherentin this mode of manufacture,
maintaining accuracy for longer.

FOTOGRAFIAS-PHOTOS: IWAN BAAN

—Vistainteriory vistade patiointerior
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paracontrarrestar estainestabilidad. Elingeniero supuso queel
cascarony su superficie eran primordiales, mientras que Radi¢ queria
que el grosor mismo del material fuese el temadelaobra. «Cuando
algose derrumbaen Chile, loapuntalamos», dijo, y disefié dos
armazones parasostenerlaformadeltoro. La piel yano se sostiene por
simisma, pero esto es secundarioalahistoria; enrealidad se trata

de entenderlafragilidad del recintoylabellezainherente al hechode
que podemos seguir elmodo en que cada pano defibra se fue colo-
candoincrementalmente, cémo cada seccionfue ensambladay conec-
tada con las otras para profundizar nuestracomprensiondelo quea
primeravista pasa por ser unasuperficie tnica.

Las columnas que apuntalanlaobraestan dispuestas de manera
dinamica, con unaterminacioninequivoca que nos ofrece unasfiguras
negras en primer plano contra el fondo de unanubosa piel color ambar
arribayalrededor nuestro. El caracter bidimensional, como de dibujo,
creado porel equipodeiluminaciénylos puntales enfatizan la tridi-
mensionalidad de lafibra de vidrio, reforzando el lenguaje interno del
proyecto enlugar de debilitarlo.

iComofuerecibido porlos criticos el Pabellon? ;Como se hainterpre-
tado esta manifestacion de un procesodetraducirideas literarias
aunaforma, detraducirunaformaalamaquetade un edificio, yluego
al edificiomismo? Ladiscusion (predeciblemente) giraentorno
alaforma. La provocadora presenciadescontextualizada del Pabell6n
suscitaunareaccionformalista, pero que pasa por alto lasimpactantes
implicancias materiales de lametodologia de Radi¢:

— Una estructura que parece una «cdpsula espacial alienigena»,
diseiada por el arquitecto chileno Smiljan Radic, serd este ano el
Pabellon de la Serpentine Gallery. (8)

(8) SitiowebdelaBBC News,12 de marzo de 2014.

Lamas extrana estructura que haya agraciado el parque del oeste de
Londres[...] parece el sitio de un monumental ritual pagano. (9) —
(9) Oliver Wainwright, The Guardian, 24 de juniode 2014.

El Pabellon de 2014 establece un caso ejemplar para estudiarlarica
relacion entre la escalayla materialidad arquitectonica, y sobre todo
invitaaunacomprension critica del sistema de valores que moldea
elprocesodetraduccion entre ellas. ParaRadi¢, elinterésenlas
«construcciones fragiles» plantea profundas preguntas sobre el modo
enque los materiales y laconstrucciéon son valorados o, por extension,
sobrevalorados en la practica arquitectonica. El significado que sole-
mos asignar ala permanenciaesta, segun él, plenamente abierto al
cues-

tionamiento. Comoresultado de ello, surge una manera original

de practicarlaarquitectura. ;Cémo nosrelacionamos con el objeto al
descubierto?, preguntaRadic.

— Lo que solemos encontrar [en Chile] son construcciones fragiles
fuera de toda tradicion. Construidas de mejor o peor manera por

un autor solitario, promueven la solucion de un problema especifico.
El autor muere y se muere la construccion, asi como su supuesta

How, then, hasthe Pavilion been received by the critics? How has
this manifestation of a process of translating literary ideas into a form,
the translation of aform into the model of a building, then into the
building itself beeninterpreted? The reportage (predictably) centers
onform, with the provocatively un-contextual shape eliciting a
formalist response, but one that passes over the striking material
implications of Radi¢’s methodology:

—A structure resembling an “alien space pod” designed by Chilean
architect Smiljan Radic is to be the Serpentine Galleries’ Pavilion
this year. (8) —

(8) BBC Newswebsite, March12, 2014.

—Weirdest structure yetto have graced the west London lawn. ..
looks like the site of a momentous pagan ritual. (8) —
(9) Oliver Wainwright, The Guardian, June 24, 2014.

The 2014 Pavilion establishes a strong case study on the rich relation-
ship between architectural scale and materiality and, importantly,
invites a critical understanding of the value system that shapes the way
the translation between them occurs. For Radic¢, the interestin

“fragile constructions” raises profound questions about how material
and construction are valued or, by implication, overvalued in making
architecture. The meaning we habitually assign to permanence is

for him fully opento question and, asaresult, an original way of making
architecture emerges. Radi¢ asks: How do we relate to exposed objects?

—Whatwe usually find [in Chile] are fragile constructions unconnected
to anytradition. Builtin a better or worse manner by a lone author, they
promote the solution to a specific problem. The author dies and so dies the
construction, and its alleged contribution to the constructive world.
Vernacularis something that has to do with a state of permanence that
fragile constructions do not have. We could say: Vernacular architecture
has memory, fragile constructions have an infected memory. For this
reason, we can live with vernacular architecture, while fragile constructions
may appear as “suspicious.” (10)—

(10) Radi¢in correspondence with the author.

Formally as distinct from its surroundings as any of the other pavilions,
the critics’ response to the image of the project missed its critical
quality. Radi¢ provides animmediate and enjoyable spatial structure
but with a narrative thatundermines justas effectively asitaffirms

the value of architecture. This balancing act delivers both pleasure and
disquiet, butinamanner which is positive and engaging.

So, utilitas and veritas without the stifling presence of firmitas, and all
the cultural baggage that building for permanence brings.
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contribucién al mundo constructivo. Loverndculo es algo que tiene
que verconun estado de permanencia que las construcciones fragiles
no tienen. Podriamos decir: la arquitectura verndcula tiene memoria,
las construcciones fragiles tienen una memoria infectada. Por esta
razon, podemos vivir con la arquitectura verndcula, pero las construc-
cionesfragiles pueden parecernos «sospechosas». (10) —

(10) Radi¢ en correspondenciacon el autor.

Formalmente tan distinto de suentorno como cualquieradelos otros
pabellones, lareaccionde loscriticosalaimagen del proyecto

paso poralto su caracter critico. Radi¢ propone una estructura espacial
inmediatay placentera, peroconunanarrativaque socavael valorde
laarquitecturatan eficazmente comolo afirma. Este acto de equili-
brismo produce tanto placer comoinquietud, pero de manera positiva
einteresante.

Utilitasy veritassin la sofocante presenciade firmitas, y todo el bagaje
cultural que trae aparejadalaconstruccion parala permanencia.




Yundiaal albala desgracia se cuela
entre las sabanas y nos sorprende desnudos.
Hoy alalba.

—Yorgos Seferis, SeisnochesenlaAcrépolis

«Lamuerte en casa» fue una conferenciadictada en el seminario
Laluna de acuerdo, organizado por el Magister de Arquitecturadela
Pontificia Universidad Catélica de Chile en mayo de 2014.

Eltexto se harevisado posteriormente. —S.R.

[FIGURA 277} Aldo Rossitermina de escribir su Autobiografia cientifica
en1981cuando el Cementerio de Cataldo, en Mddena, se construye.
Lei por primeravez ese texto diezaios mastarde yrecuerdo que sus
imagenes me parecierontan reales que meviobligado adejar Venecia
y viajé a Mantua, donde con un poco de suerte podriacomprobar
laentrada de las nieblas por las puertas de San Andrés de Mantua, y
despuésaMaddena, donde con unas migajas de sensibilidad verificaria
el sentimiento de piedad que se siente en la casa de los muertos.

¢Porquévisitaresos edificios? En el texto rossiano, las nieblasy los
restoslosrelacionan:

—Peroya durante el proyecto, ese edificio [el Cementerio de Médena]
pertenecia alasinmensas brumas delvalle del Po, a las casas desiertas,
abandonadas desde hace muchos anos, tras las grandes inunda-
ciones; casas enlas que atin pueden encontrarse la tacita rota, la cama
de hierro, el cristal quebrado, la foto amarillentay la humedad, las
senales del rio exterminador. Pueblos en los que el rio reaparece con la
continuidad de la muerte, dejando tan sélo signos, seiales, fragmen-
tos; pero fragmentos entrafiables.(1) —

(1) AldoRossi, Autobiografia cientifica(Barcelona: Gustavo Gili, 1998), 24.
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And one day at dawn misfortune slips
between the sheets naked and surprises us.
Today at dawn.

—George Seferis, Six Nights onthe Acropolis

“Death atHome" was a conference given in the seminar

The Moon Agrees, organized by the Master's Program in Architecture
atthe Pontificia Universidad Catélica de Chile in May of 2014.

The text has been revised. —S.R.

[ncuns 277} Aldo Rossi finished writing his Scientific Autobiography

in 1981 when Cataldo Cemetery in Modena was built. | first read this
textten yearslater and | remember hisimages seemed so real that | was
compelledto leave Venice and travel to Mantua, where with a little
luck I would be able to see the entry of the mists through the gates

of Sant’Andrea in Mantua, then | wentto Modena, where with a few
crumbs of sensibility | verified the feeling of piety thatis feltin the house
of the dead.

Why visitthose buildings? In Rossi’s text, the mists and the remains
connect them:

—Yetinthe project, this building (the Modena Cemetery) already
belonged to the great mists of the Po valley and to the deserted houses on
the river bank, abandoned for years inthe wake of the great floods.
Inthese houses, one can still find broken cups, iron beds, shattered glass,
yellowed photos, along with the dampness and other signs of the
river’'s devastation. There are villages where the river appears with the
continuity of death, leaving only signs, signals, fragments; yet they are
fragments that one cherishes. (1) —

(1) Aldo Rossi, A Scientific Autobiography (Cambridge: MIT Press, 1981), 15.

La muerteencasa

DeathatHome

Bruma y restos entraiiables son acontecimientos atmosféricosy
cronologicos que demuestran cientificamente el doble significado del
tiempoy, portantodelaconstruccion, laque queda, en esas lineas
siempre emparentadas con el desvanecimiento...

—Veiala niebla penetrarenla basilica [San Andrés de Mantua]
tal como a menudo gustaba de observarla enla Galeria de Mildn, como
algo imprevisible, que modificay altera, como luzy sombra, como
las piedras pulidasy gastadas por los piesy manos de generaciones
de hombres. (2) —
(2) AldoRossi, Autobiografia cientifica (Barcelona: Gustavo Gili, 1998), 10.

Unapesadamelancolia se dejasentiraratos alreleerla Autobiografia
cientifica, donde se mezclan el orgullo porlo construidoylaaventura
que ofrece subiografia, «donde todo lo pasado se convierte en historia,
y se hace dificil pensar que las cosas pudieran haber ocurrido de
otro modo».(3) Lamuerte, en cambio, aparece domesticada en el texto,
desvanecidaysininterés despuésdel proyecto de Médena, como
declaraRossi, coqueteandole, sentada sobre sus rodillas.

(3) AldoRossi, Autobiografia cientifica(Barcelona: Gustavo Gili, 1998), 24.

[FIGURA 278] Empujado porla profundaadmiracién que siento porese
texto, comienzo estos comentarios acercade lareciéninaugurada folly
enlaSerpentine Gallery de Londresy acerca de miultimo proyecto,

un mausoleollamado La Muerte en Casa. Extrainamente, los pabellones
romanticos de los parquesingleses —conocidos como folly—y los
mausoleos tienen en comin unafascinacion porlasformas extrava-
gantesyunaveneraciondelasruinasylamelancolia.

Enelaino 2000, en el Museo SirJohn Soane (que paraun ojo distraido,
noinglés, puede parecer un mausoleo), el arquitecto Cedric Price
dio una conferenciatitulada «The Kitchen Lecture». Enellaabordala
relacion entre cocinay arquitecturay sobre lamarchadescribe como
una folly capturala mirada del paseante distraido:

2738

Mistand cherished remnants are atmospheric and chronological events
that scientificallydemonstrate the double meaning of time, and there-
fore of construction, whatis left, in these lines always related with the
fading...

— I sawthe fog enter the basilica (Sant’Andrea in Mantua) as | often
love to watch it penetrate the Galleria in Milan: itis the unforeseen element
that modifies and alters, like light and shadow, like stones worn smooth
by the feet and hands of generations of men. (2) —
(2) Aldo Rossi, A Scientific Autobiography (Cambridge: MIT Press, 1981), 10.

A heavy melancholy is feltat times when reading the Scientific Auto-
biography, where pride for what was builtand the adventure offered by
this biography are mixed, where “itis also true that everything that
has happenedisalready history, and itis difficult to think that things
could occurin any other way.”(3) Death, instead, appears tamed in the
text, faded and uninteresting after the Modena project, as Rossi states,
flirting, sitting on his knees.

(3) Aldo Rossi, A Scientific Autobiography (Cambridge: MIT Press, 1981), 24.

[neunz 278] Moved by the deep admiration | feel for this text, | begin
these notes on the newly opened folly at the Serpentine Gallery

in London and on my latest project, a mausoleum called Death at Home.
Oddly, mausoleums and the romantic pavilions in English parks, known
asfollies, share afascination with extravagant forms and a reverence
for ruinsand melancholy.

Inthe year 2000, atthe Sir John Soane Museum, which for a distracted
(not English) eye may seem like a mausoleum, the architect Cedric
Price gave alecture called “The Kitchen Lecture.” Init, he addressed
the relationship between architecture and cuisine, and in passing

Dolmen, una folly natural,

Parque Jean-Jacques Rousseau,
s.XVIII, Ermenonville,

Oise, Francia

Dolmen, a natural folly,
Jean-Jacques Rousseau Park, 18thc.,
Ermenonville, Oise, France

FOTOGRAFIA-PHOTO: 2006, CC BY-SA 3.0/GFDL




. . . described how afolly captures the gaze of distracted passers-by.
—La verdaderafolly recoge la cosecha de un ojo en silencio y suspende

laverdad misma de una manera maravillosa. La contemplacion
solitaria es esencial, aunque sélo sea por una fraccion de un segundo.
Lafolly distorsiona el tiempo, el espacioy el sitio, y al hacerlo mezcla

la magia con el misterio, la diversion con la fantasia, ahora con
entonces. Elhumor es esencial en su creador, y elingenio es un bono.
En efecto, lafolly exitosa invita al espectador a suspender con presteza
cualquier creenciaenlo racional. El elemento de sorpresa general-
mente se limita a unafolly sola o visualmente aislada. Elasombro
reemplazaala sorpresa cuando el espectador puede disfrutar de una
serie defollies. Sinembargo, incluso en estas circunstancias, el goce
visual sigue siendo de cierta forma particularmente inglés, una

serie de acontecimientos en lugar de una experiencia secuencial. Para
entender esto, el espectador debe comparar las cerca de cuarenta
follies que se encuentran en los enormes jardines y parques de Stowe

en Buckinghamsbhire.(4) — , ) . .
(4) HansUlrich ObristyCedricPrice, Conversation Series: Vol.21 [FIGURE 279] Tobuildafollyis essentially to do something a second

(Colonia: Walther K6nig, 2009), 35. time, something ataninopportune moment. That something is always
the memory of something forgotten, about which we can paradoxically
say: Thereitis again... an abandoned cabin, a cave with some gods
living inside, atemple ora pyramid... Arock, forexample, has for
everyone a primitive meaning, and itis in that for everyone where the
crude nature of afolly lies... in the repetition of acommonplace.

—The true folly reaps the harvest of a silent eye, suspending truth itself

in a delightful way. Lone contemplation is essential if only for a split
second. The folly distorts time, place and space, and in so doing mixes
magic with mystery, fun and fantasy, now with then. Humour is essential,
inits creator,and wit a bonus. In effect, the successful folly encourages
the observer to suspend with alacrity any beliefin the rational. The element
of surprise is usually confined to the single or visually isolated folly.
Wonderment replaces surprise when a series of follies can be enjoyed

by the viewer. However, even in these circumstances the visual enjoyment
remains, in a particularly English way, a series of incidences rather

than a sequential experience.To understand this, the viewer should
compare the forty or so follies still to be found in the enormous gardens
and parkland of Stowe in Buckinghamshire.(4) —

(4) Hans Ulrich Obristand Cedric Price, Conversation Series: Vol. 21
(Cologne: Walther Kénig, 2009), 35.

[ricura 279 | Construir una folly esencialmente es hacer algo por
segundavez, algoadestiempo. Ese algoes siempre el recuerdo de un
olvido, sobre el cual, paradéjicamente, podemosdecir: Ahiestd de
nuevo... unacabaiaabandonada, unacuevaconalgunosdioses
viviendo dentro, untemplo o una piramide... Unaroca, por ejemplo,
tiene paratodos un significado primitivo, y es en ese para todos
donde se esconde lanaturalezaburdade unafolly... enlarepeticion
de un lugarcomun.
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TemplodelaFilosofia,

Parque Jean-Jacques Rousseau, s. XVIII,
Ermenonville, Oise, Francia

Temple to Philosophy,

Jean-Jacques Rousseau Park, 18thc.,
Ermenonville, Oise, France
FOTOGRAFIA-PHOTO: P. CHARPIAT, 2006, CCBY-SA 2.5
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Smiljan Radi¢, detalleinterior
deFolly, Pabellon Serpentine
Gallery, 2014, Londres
Smiljan Radi¢, interior detail
of Folly, SerpentineGallery
Pavilion, 2014, London
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[ncum\ 280] Las follies fueron construccionesincomprendidaseinu-
tiles. Muchas veces eran sélo pequenas seiales extravagantesenun
jardin que disparaban facilmente elimaginario haciatierraslejanas...
unaespecie de capsulas detiempo construidas para despertarla
memoriaeinducirlasorpresaen el paseante. Sefalabanlugares,
organizabanlosrecorridos secundarios en un parque o simplemente
pronosticaban lallegada de tiempos mejores... undeslinde, unrincon
sagrado, un sendero misterioso, unacolina que necesitabaporsu
caractertragicoyrocosounatorre, unafiestaolallegadadelverano.

[FIGURA 281] Mi proyecto parala Serpentine Gallery tienealgo de ese
destiempo. Nadie sabe acienciaciertaquéesrealyquéesfalsoenese
pabellon, o para qué realmente sirve su extraino ambiente. [ncurm 282]
Tampoco quétruco estructuralacascaratranslicidadefibrade
vidriode s6lo12 mm de espesor, o silas piedras que lo soportan sostie-
nenalgo, o sisonsimplemente pesados vestidos o disfraces de tiempo,
como las cariatides en un verdadero templo griego o enlamarquesina
delHighpointll de Berthold Lubetkin en Londres. Pero una folly
rechazacondesdénycapricho esas categorias. Enella, ladiferencia
entre verdaderoyfalsoesalgoinsensato. Esunalocuraporque, inexpli-
cablemente, como sucede conunaruina, lo que justifica su existencia
essusoloaparecer. Suaparecer solamente.

- ¢

(R Ty o

282

Smiljan Radi¢, detalle exterior
deFolly, Pabellon Serpentine
Gallery, 2014, Londres

Smiljan Radi¢, exterior detail

2014, London

FOTOGRAFIA-PHOTO: GONZALO PUGA

of Folly, Serpentine Gallery Pavilion,

[FnGUR528O] Follies were misunderstood, purposeless constructions.
They were often only small, extravagant gesturesin agarden, easily
whisking off the imagination to distantlands... a sort of time capsule built
to awaken the memoryand induce surprise in passers-by. They marked
locations, organized secondary pathsin a park, or simply predicted

the arrival of better times... ademarcation, a sacred spot, a mysterious
trail, a hillwhose tragic rocky nature begged for atower, a party or

the arrival summer.

[neunz 281] My project for the Serpentine Gallery has some of that
inopportune moment. No one knows for sure whatis real and whatiis
false in this pavilion, or whatits strange environmentis really for.

[ncuns 282] Norwhattrick holds up the translucent fiberglass shell that
isonly 12mm thick, orif the stones that supportit hold anything, or if
they are simply heavy dressing or disguises of time, like the caryatids on
atrue Greek temple, or onthe canopy of Berthold Lubetkin’s Highpointll
in London. Butthe folly disdainfully and capriciously rejects these
categories. The difference between true and false in itis something
foolish. Itis crazy because, inexplicably, justas with a ruin, what justifies
its existence is simply its appearance. Its appearance alone.

Smiljan Radic¢, detalle exterior

deFolly, Pabellon Serpentine
Gallery, 2014, Londres

Smiljan Radi¢, exterior detail
of Folly, SerpentineGallery
Pavilion, 2014, London
FOTOGRAFIA-PHOTO: GONZALO PUGA




[ncum\ 283] Laruina, seguin Cedric Price, es el camuflaje que muchas
veces usaban con humor los arquitectos para presentarnos estos
pequenos pabellones como algo natural en medio de un mundo nuevo.
Toda folly que se precie debe creer que ha estado siempre ahi, cayén-
dose apedazos, incluso antes de laerosion del paisaje mismo que la
acecha. Porque «ruinar estambién un proceso o unaaccion, nosélo
unaimagen ounrecurso grafico. Laruinatiene unarelacion dialéctica
con
el paisaje, ymas, conlanaturalezamisma, conunaideadelanaturaleza
ysurealidad deterioradaofloreciente».(5)

(5) BrianDillon, Ruin Lust(Londres: Tate Publishing, 2014), 36.

[FIGURA 284] Asi, los cortes de la cascarade mipabellon, comolas caidas
naturales delos muros de una folly cualquiera, suponen laproyeccion
del derrumbe por venir, un derrumbe inexistente. [ricurs 285 Como
lo demuestra Giovanni Battista Piranesi en sus Carceri d’invenzione,
laruinaesun procesode disoluciéon espacial y temporalenelque
interiory exterior se enredan sinadornos através de sus muros
agrietadosy derruidas techumbres. Comolo describe Rose Macaulay,
«muy prontolos arboles se abriran paso através delosojosvacios
delasventanas, larosay el hinojofloreceran dentro de las paredes
rotas, las zarzas se enredaran en su exterior. Muy prontolaruinasera
selvatizada, engullida, y las debidas criaturas se deleitaran».(6)
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Smiljan Radic, vista patiointerior
deFolly, Pabellon Serpentine
Gallery, 2014, Londres

Smiljan Radic¢, view of interior
patio of Folly, Serpentine Gallery

Pavilion, 2014, London
FOTOGRAFIA-PHOTO: GONZALO PUGA

[neuaz 283] The ruin, according to Cedric Price, is the camouflage that
architects often used humorously to introduce these little pavilions
as something natural in the midst of a new world. Any self-respecting
folly must believe thatit has always been there, falling apart, even
before being eroded by the landscape that lurks around it. Because,
“ruination is also a process or an action, notonly animage ora graphic
device. The ruin has a dialectical relationship with landscape, and
further with nature itself, with an idea of nature and its decaying or
burgeoning reality.”(5)

(5) Brian Dillon, Ruin Lust (London: Tate Publishing, 2014), 36.

[Fueun5284] Thus, the cross-sections of the shell of my pavilion, like
the natural falling of the walls of any folly, represent the projection of
thecollapse thatisto come, a non-existent collapse. [neuaz 285}

As shown by Giovanni Battista Piranesiin his Carceri d’invenzione, ruin
isa process of spatial and temporal dissolution, where interior and
exteriorare entangled, unadorned, through their cracked walls and
their ruined roofs. As described by Rose Macaulay, “very soon trees will
be thrusting through the empty window sockets, the rose-bay and fen-
nel blossoming within the broken walls, the brambles tangling outside
them.

Very soon the ruin will be enjungled, engulfed, and the appropriate
creatures will revel.”(6)
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Smiljan Radi¢, detalle exterior
deFolly, Pabellén Serpentine
Gallery, 2014, Londres
Smiljan Radi¢, exterior detail
of Folly, SerpentineGallery
Pavilion, 2014, London
FOTOGRAFIA-PHOTO: GONZALO PUGA

(6) Rose Macaulay, Pleasure of Ruins(Londres: Thames and Hudson, 1953), 453.

El pequenojardinfrenteala Serpentine Gallery es unrincén apenas
delineado por unos parterres, unarejabajayunaserie de normas

de seguridadintangibles dentro de Kensington Gardens. Aiho tras aino,
durante los dos meses de construccion, este pequeno pedazo de pasto,
como sifueraun valioso sitio arqueoldgico, es excavadoy reinter-
pretado tratando de encontrar en él un nuevo hallazgo. Sin embargo,
hasidoimposible acumular restos entraiables en él, s6lo pueden

sus curadores almacenar historias y recuerdos.

[Ficura 286 | Por mi cuenta, construir en ese jardin fue la posibilidad

de darformaalfantasmade algo que nuncahabriasido, dealgo
queresultabaantes del pabellon dificil de pensar REALMENTE o, porlo
menos, algo absurdo, extranoy caprichoso, nacido deljuegoydel azar,
como lofuelamaquetade papel maché parael Castillo del Gigante
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Murodebolones de piedracon

Stone wall with moss, Vilches,
Maule Region, Chile

FOTOGRAFIA-PHOTO: SMILJAN RADIC

(6) Rose Macaulay, Pleasure of Ruins (London: Thames and Hudson, 1953), 453.

The small gardenin front of the Serpentine Gallery is marked out by just
afew parterres, alow fence, and a number of intangible safety standards
within Kensington Gardens. Year after year, during the two months

of construction, this little patch of grass, asif it were a valuable archaeo-
logical site, is excavated and reinterpreted in an attemptto unearth a
new finding. However, it has been impossible to accumulate its cher-
ished

remainsin it; curators can only store stories and memories.

[ncun: 286} For me, building in this garden afforded the possibility of
giving shape to the ghost of something that never would have been,
something that before the pavilion was difficultto REALLY think

of, or, atleast, something absurd, weird, and whimsical, born of play

musgo, Vilches, Region del Maule, Chile
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Sitiode obrapara Folly, Pabell6n
Serpentine Gallery 2014, Londres
Construction site for Folly, Serpentine
Gallery Pavilion, 2014, London

FOTOGRAFIA-PHOTO: SMILJAN RADIC




Egoista pensadaunos aios antes.

[ricurs 287 Hasta ahora, mucho de lo que hemos escrito acerca de

una folly podria servir para describir algunos mausoleos. Sin embargo,
existe unaire humedo y pesado encerrado en esos monumentos que
brotan monoliticos, siempre construidos como sifueran de unasola
pieza, parasimularuna piedra o un sepulcrofalsamente inexpugnable.
Enellos existe una sensacion de entierro que impregnatodo, una
pesadumbre que no encontramos normalmente en una folly, lamisma
sombraque describe el paseante extraviado de Robert Walser al
enfrentarse al gigante Tomzack...

—Pasado, presentey futuro eran para élun desierto sin entidad, y la
vida era demasiado escasa, demasiado pequena, demasiado estrecha
paraél. No habia ningtn sentido para él,y a suvez él no significaba
nada para nadie. De sus grandes ojos salia un torrente de pesadumbre
ultramundana o inframundana. Un dolor infinito hablaba en sus
cansadosy laxos movimientos. No estaba vivo ni muerto, no era
jovenniviejo. Me parecia tener cien mil anos,y me parecia como si
tuviera que vivir eternamente para no estar eternamente vivo.

Moria acadainstante,y sinembargo no podia morir. No habia para

Ry T e
BBaldiLiRs
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Mausoleo en Cementerio
General de Santiago, Chile, s. XIX
Mausoleum in the General
Cemetery of Santiago,Chile, 19thc.
FOTOGRAFIA-PHOTO: SMILJAN RADIC

and
chance, like the papier-maché model for the Castle of the Selfish Giant

imagined afew years earlier.

[FIGURE 287] Up to now, much of what we’ve written abouta folly could
be used to describe some mausoleums. However, there isa damp,
heavy air enclosed in these monuments that spring up like monoliths,
always builtas if they were made of asingle piece, to simulate stone or
adeceitfullyimpregnable tomb. Inthem there isa pervading sense

of burial, a heaviness that we would not normally find in a folly, the same
gloominess described by Robert Walser’s walkerupon encountering
the giant Tomzack...

—Past, present, and future were to him an insubstantial desert, and

life was too small, too tiny, too narrow for him. For him there was nothing
which had meaning, and he himselfin turn meant something to nobody.
Outof his great eyes there broke a glare of grief from overworlds

and underworlds, an indescribable pain spoke from each of his slack and
weary movements. He was neither dead nor alive, neither old nor young.
A hundred thousand years old he seemedto me, and it seemed to me
that he must live forever, only to be for eternity no living being. He died
every instant, and yet he could not die. There was for him no grave with
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Smiljan Radi¢, dibujos

para Lamuerteencasa, 2013,
tintaoroy negrasobre papel,
32x24cmcadauna.
Colecciondel arquitecto
Smiljan Radi¢, drawings for
Death at Home, 2013,

gold and black,

ink on paper, 32x24 cmeach.
Collection of the architect

élunatumba conflores.(7) —
(7) RobertWalser, Elpaseo, trad. Carlos Fortea (Madrid: Siruela, 1997) 31.

[ncurms 288, 289] Inicié el proyecto del mausoleo sin darme cuenta

y sinmediar encargo alguno mientras trabajaba en secreto parala folly
delaSerpentineenLondres. Enlasnoches de veranodibujabaen
casacontintade grabado sobre papel grueso, yenunode esosrapidos
dibujosde colornegroyoro aparecié improvisamente un volumen
monolitico, una especie de animita(8) cruzada por unarendija. Sin
duda, masanimitay menosrendija. Sunombre vino mas tarde como
una

advertenciaparalosdistraidos.

(8) [Comoyasediceenlanotal17de «Fragil fortuna» en estapublicacion,
las «animitas» son las capillas o marcadores que se colocan enlos caminos
uotroslugares pararecordaraalgun familiar muerto, porlogeneralen
algunaccidente osucesotragico. Allise venera sualma, o anima.También
selesllama «trampas para el alma»].

La Muerte en Casay lafolly fueron dos bestias que cayeron juntas
sobre mi. Ambos proyectos llegaron al mismo tiempo, y un poco mas
tarde, alacola, extranantes como esos encargos, recibi unos dibujos
desde Londres. [FIGURAS 290] Seisdibujos, unacajade chocolates

y unacartaescrita por Benjamin —el padre de Nicolas, autorde

los dibujos—enlaque me explicabalarazén de suregalo. Su hijo mayor,
dedieciséis anos, habiavisto algunos de mis dibujos publicados
eninternet, yaraizde suentusiasmo, élhabia decididointentariniciar
conesteenviountrueque desde Londres, sin saber que yo viajaba
enesosdias permanentemente alnglaterra, tratando de encontrarla
solucién para el pabellon de la Serpentine Gallery.

Enlosdibujos de Nicolas ustedes pueden ver unnifnolargo quellora.
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Smiljan Radi¢, dibujos para
Lamuerteencasa, 2014,
tintanegray platasobre papel (izquierda),
tintanegra sobre papel (derecha),
32x24cmcadauna.

Coleccion del arquitecto

Smiljan Radi¢,

drawings for Death at Home, 2014,
black and silverink on paper (left),
black ink on paper (right),
32x24cmeach.

Collection of the architect

Nicolas Ikwueme,

Nino coninstrumento, 2014,
tintanegrasobre papel,
2laminassueltas, 29,5x21cm.

Archivo Smiljan Radié¢
Nicolas lkwueme,
Boywith Instrument, 2014,

black ink on paper,
2loose pages, 29.5x21cm.
Smiljan Radi¢ archive

flowers on it.(7)—

(7) RobertWalser, The Walk, trans. Susan Bernofsky and

Christopher Middleton (New York: New Directions, 2012), s/p.

[ncunss 288, 289] | started the mausoleum project without realizing
itand withoutanyone requesting it while | was working in secret on the
Serpentine folly in London. During the summer evenings | would
draw athome with etching ink on thick paper, and in one of these quick
sketchesinblack and gold, there suddenly appeared a monolithic
volume, a kind of small roadside shrine lined with a crack. Definitely
more shrine and less crack. Its name came later as a warning for
the unwitting.

Death at Home and the folly were two beasts that sprung on me all
atonce. Both projects came atthe same time, and a little later, strange
asthose commissions, | received some drawings from London.

[ricure 290 ] Six drawings, a box of chocolates, and a letter written

by Benjamin —the father of Nicholas, author of the drawings— in
which he explained the reason for his gift. His eldest son, sixteen, had
seen some of my drawings on the internetand his enthusiasm

had led Benjamin to try to starta correspondence from London, not
knowing that | was aboutto travel to England permanently to try to find
the solution for the Serpentine Gallery pavilion.




Elninovestidoconunaespeciedetinicallora, yencadadibujola
trayectoriasinuosade unalagrimaruedahastavararse en suombligo,
ohaciendo piruetas porlosaires alcanza sumano...

|:FIGURA 291] Le envié publicacionesy dibujos, en especial algunos que
me parecian maslegibles, producidos para El Niio Escondido enun
Pez. He visto ninos autistas dibujar aunavelocidad galopantey

he pensado siempre que mis dibujos no deberian ser menos rapidos,
porque esavelocidad les asigna una insignificancia. En esavelocidad
reside suabandonoygraciasaellapueden pasarinadvertidos

como simples garabatos. Sinembargo, entiendo que ellos soncomo
esaluzpristinaque aparece cuando te anuncian que tienes un tumor.
Todo, enunsoloinstante, se vuelve claroy bien delimitado. Todos

los contornos de las cosas se iluminan cruelmente comossivalierala
penaecharle un tltimo vistazo al mundo. En esos momentos,

aunque laslineas delos dibujos se apelmacen en unamadejade acon-
tecimientosindescifrables paraelcomun delos mortales, pueden
serdescritas en detalle porlavictimaunaauna. Son momentos en que
lamalezaretomasucondicion de planta. Recién ahora puedo entender
esos dibujoscomo simples momentos de certeza.

[FIGURA 292] Recibienrespuesta unanuevacajade chocolates, otra
carta escritaa manoydos dibujos extraordinarios, plegados en cruz.
Unavezabiertastodas sus caras siguiendo unas instrucciones inconclu-
sasenelreversodel dibujo, reapareciaen sufondo el mismo niino
rodeado ahoraporlas cuatro hojas abatibles atiborradas de numeros.
Ese eraelmundo de un nifo autista. Desplegadas las hojas, el nifio
enelfondoyanoestabaparado mirandoalolejoscomolohaciaen
laprimeraserie de dibujos, sino que ahora aparecia sorprendiéndonos
mientrasinvadiamos su refugio, un sobre que podria ser una pequena
cajade musicadonde él era el unico habitante.

Nosreunimosenjunioenlafolly delaSerpentine con Nicolasy su
familia. Benjamin me explico que lo que habia visto como unalagrima
enrealidad eraunaluzdefuegoyqueelinstrumento extrano que
llevabaen sumano eraunallinterna. Descubrique los niumeros anota-
dosestaban asociados de algunamaneracon las milesde canciones
que Nicolasrecordabay que el nino del dibujo eraindiscutiblemente
—segun Marcela— sufragilhermano. Las hojas abatiblesllenas de

In Nicholas’s drawings you can see a tall crying child. The child is
dressedinatunicandiscrying, andin each picture the winding path

of atearrolls down to his navel, or twists in the air until it reaches
his hand...

[F.Gunzgﬂ I sent him publications and drawings, especially some that
seemed more legible, that | had made for the Boy Hidden in a Fish.

| have seen autistic children drawing ataterrific speed and I've always
thoughtthat my drawings should not be less rapid, because that speed
givesthem insignificance. In this speed lies their abandonment

and it may cause them to be overlooked as mere doodles. However,
lunderstand thatthey are like that pristine light thatappears when they
tell you thatyou have atumor. In aninstant, everything becomes clear
and well defined. All contours are cruelly illuminated as if it was

worth taking a final look at the world. Atsuch times, although the linesin
the drawings clump into a skein of events thatare indecipherable to
ordinary mortals, they can be described in detail by the victim one by
one.

These are moments when weeds regain their nature as plants. Only
now can | understand these drawings as simple moments of certainty.

[rieure 292 I received in response a new box of chocolates, another
handwritten letter and two extraordinary drawings, folded into a cross.
Once opened as per some unfinished instructions on the back of the
drawing, there reappeared the same child now surrounded by the

four folded sides filled with numbers. This was the world of an autistic
child. Once the sides had been unfolded, the child in the centre was no
longer standing looking away as he was in the first series of drawings,
but now he seemed to surprise us, as we invaded his shelter, an
envelope that could be a small music box where he was the only dweller.

I met Nicholas atthe Serpentine folly in June with his family. Benjamin
explained thatwhat | had seen as a tear was actually afire lightand
the strange instrument held by the child was actually alamp. | found
outthatthe numbers were associated in some way to thousands
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Smiljan Radi¢, dibujo para
Elninoescondidoenunpez, 2010,
122Bienal de Arquitecturade Venecia,
tintanegrayrojasobre papel, 32x24cm.
Colecciondelarquitecto

Smiljan Radi¢, drawing

for The Boy Hidden in a Fish, 2010,
12thVenice Biennale of Architecture,
blackand redink on paper, 32x24 cm.
Collection of the architect
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numerosy susdedos, enredados sobre si, contando enincesante
movimiento mientras caminabamos, eran seialesfisicas del registro
constante de sumemoria.

Después de salir del pabellén atravesamos Kensington Park y tomamos
el metro en Lancaster Gate paravisitar Portobello, unambiente terrible
paradostribusautistas. En ese trayecto, cadafamilia mirabalos
gestosdelaotra, tratando de descubrir qué nuevos sonidos podian ser
incluidos en nuestrasrealidades. Aprendiendo. Pero es dificil traspasar
conocimientos. Es muy dificil comunicar. Los momentos de silencio,
los pocos momentos de silencio, fueron aquellos en que todo quedaba
claro... Finalmente, apesar del carinoinstantaneo y de lacompasion
mutua, estabamos solos. Como dice de maneradulce Saint-John Perse,
estabamos solamente... como el nifo abrazado por sus niumeros,
comoel Nifo escondido enun pez, como el Nifo escondidoenun
huevo, como el habitante de La Muerte en Casa.

[ricura 293 ] Elmausoleo es una pieza de ladrillo sélido de 10 m?.
Enrealidad son dos piezas Ginicas con un interior apenas desfondado
porlaluzquesecuelaatravésde unarendijaque separalas partes
descalzadas. Ellafiltratodo lo que porfueracorre atiempo. Mientras,
ensuinteriorocurre adestiempo lo masimportante, unsilencio
sordoy una penumbra colorida. [FIGURA 294] Esarendijaapareciocon
claridad cuando Marcelay yo cortamos a mitad el granito de 19 tone-
ladas paralainstalacion El Nifio Escondido en un Pez que llevamos
en2010ala122Bienal Internacional de Arquitecturade Venecia. Antes
tambiénlahabiamos visto en unos sarcéfagos de piedraabandonados

modelo La muerte encasa, 2014,
arcillacocida, 25x45x 56 cm.
Colecciondelarquitecto

model for Death at Home, 2014,

292 baked clay, 25x45x56 cm.

Collection of the architect
FOTOGRAFIAS-PHOTOS: GONZALO PUGA

Nicolas lkwueme, Nifio envuelto
poruna cajade musica, 2014,
tintanegrayazul sobre
papeltraslucido, 29,5x 21cm.
Archivo Smiljan Radié¢

Nicolas Ikwueme,

Boy Trapped in a Music Box, 2014,
blue and blackink on

translucent paper, 29.5x21cm.
Smiljan Radi¢ archive
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94 &
Smiljan Radi¢ y Marcela Correa, o 2
Elnino escondido enun pez, 2010,
122Bienal de Arquitectura

de Venecia, piedrade granitoy

maderade cedro, 240 x 120x 150 cm.
Coleccion privada

Smiljan Radi¢ and Marcela Correa,
The Boy Hidden ina Fish, 2010,

12th Venice Biennale of Architecture,
granite and cedar wood from the
Guaitecas region, 240x120x 150 cm.
Private collection

FOTOGRAFIA-PHOTO: SMILJAN RADIC

of songs that Nicholas remembered and the child in the drawing was
unquestionably, according to Marcela, his fragile brother. The folding
sides full of numbers and his fingers, tangled together, countingin
constant motion while we walked, were physical signs of the constant
recording of hismemory.

After leaving the pavilion, we crossed Kensington Park and took the
subway to Lancaster Gate to visit Portobello, a terrible environment for
two autistic tribes. On the way, each family watched the gestures

of the other, trying to discover what new sounds could be included in
our realities. Learning. Butitis difficult to transfer knowledge. Itis very
difficultto communicate. The moments of silence, the few moments
of silence, were those where everything was clear... Inthe end, de-
spite the immediate mutual affection and compassion, we were alone.
Inthe sweet words of Saint-John Perse, we were only there... like the
child surrounded by his numbers, like the Boy Hidden in a Fish,

like the Boy Hidden in an Egg, like the inhabitant of Death at Home.
[ncunz 293] The mausoleum is a piece of solid brick measuring 10m3.

In reality, itis two pieces with an interior barely penetrated by the light
sneaking through a gap separating the parts. Itfilters everything
happening outside in real time. While inside, the mostimportant hap-
pens in its own time, a dull silence and a colorful darkness. [Ficure 294
Thatcrack appeared clearly when Marcelaand | cut the 19-ton granite
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JohnTenniel, Grifo dormido,

ilustracion para Alicia en el pais de las maravillas
de Lewis Carroll, 1865

John Tenniel, Sleeping Gryphon, illustration for
Lewis Carroll’s Alice in Wonderland, 1865

Grifo es el afortunado encuentro entre un viejo mortero de madera,
dosbombillas deluz industriales en desuso y partes mutiladas de un violin barato
deorigen chino. Sin funcidn, sin forma, sin drama.
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Gryphonis theresult of achance encounter between an old wooden mortar,
two uselessindustrial light bulbs, and mutilated parts of a cheap Chinese violin.
No function,no form, no drama.

obra— work

Grifo
Gryphon

dimensiones— dimensions

B5cmx70cmx40cm

colaborador—collaborator
AlejandroLiier

- 2015

anodel proyecto—year of project

——

MAQUETA-MODEL: SMILJAN RADIC, ALEJANDRO LUER FOTOGRAFIAS-PHOTOS: GONZALO PUGA
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Lafachadadel edificio delosaifos cuarentaeslaUnica estructuraque The facade of the 1940s building was the only structure that remained
permanecio parcialmente en pie después delincendio de 2006 y partially standing after the fire of 2006 and the earthquake of 2010.
delterremotode 2010. Estos hechos abrieronelinterioryborraronpara These events opened up the interior and erased forever the domestic
siempre los restos domésticos de las ocho casas que ocupabanelsitio.  remains of the eight houses that occupied the site.

El proyecto paraestasalade artes escénicas experimentales propuso The project for this experimental scenic art venue proposed an m O
unaoperacion de vaciamiento de suinterior, paralo cual utilizamos operation to empty its interior, taking advantage of the same municipal >
anuestrofavorlas mismas normas municipales que paralizaronla regulations that paralyzed renovation of the building to the point > ©
renovacion del edificio hastaarruinarlo completamente. of ruining itcompletely. m Z

Nuestro proyecto terminé por vaciar completamente la propiedady Our projectended up completely emptying the property and repro-
reprodujo en su perimetro lafachada original en cadaunode sus duced onits perimeter the original facade in every detail, turning it
detalles, convirtiéndolaen una especie de mascaraamablede caraa into

susvecinosy permitiendo que través de sus vanoslaciudad aparezca asort of friendly mask for the neighbors and, inside, allowing the city
enelinterior comotelon de fondo de algunos espectaculos. to appearthrough its openings like the backcloth of some shows.
Pocoselementos estructuralestocan el suelodela primeraplanta: Few structural elements touch the ground of the first floor: the elevator,
elascensor, unaescalerayelmurode apoyodelasgraderias astaircase, and the supporting wall of the mobile stands. Everything
maviles. Todo parece medido desde arriba. El recorrido del ptblico seems to have been measured from above. The route the public
—teatralizado- cuelgade unavigamaestracentraly culminaen transits —dramatized— hangs from a central master beam and culminates
eltecho-terrazaconlainstalacion de un pequeio circo popularchileno. inaroofterrace where asmall Chilean popular circusisinstalled.
Elcirco es el primerrecinto de espectaculos posible deimaginar, Acircusisthe first space for spectacles, the most primitive and austere
elmas primitivoy austero. Sobre lasala, éste aparece como un objeto thatisimaginable. From the main hall, it seems a strange object,
extrano, extraviado de susuelo natural, provocando unacierta adrift from its natural soil, causing afeeling of joy in relation to its sur-
alegriasobre susalrededores. Lamascara, lasalanegra contempora- roundings. The mask, the contemporary black halland the poor red and
neayelcircopobrerojoyamarilloensamblanlaimagen dialéctica yellow circus compose the dialectical image of the building. The

del edificio. Las salas de ensayo, las oficinas y los servicios ocupan las rehearsal rooms, officesand services occupy the other old houses of
otras casas antiguas del mismo conjunto, convirtiendo el totalen the lot, turning the whole space into a complex hidden organism.

un complejo organismo oculto.
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MAQUETA-MODEL: ALEJANDRO LUER FOTOGRAFIAS-PHOTOS: GONZALO PUGA

obra— work .

Nave, centrodeartes 2010-14
escénicasexperimentales :
Nave, center for © 3000 m2

experimental scenicart . superficie construida—builtarea

anodel proyecto—year of project

ubicacion—location : 1 800 5
A . m
Santlago’ Chile + superficiedel terreno—site area

colaborador—collaborator R —
Eduardo Castillo . 321

ingenieriaestructural—structural engineering
B.yB.Ingenieria Estructural Ltda
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—Fachadasur, calle CompaniadeJesus
—South fagade, Compania de Jesus Street
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Corte longitudinal—Longitudinal section
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Vistaaérea, circo en Santiago— Aerial view, circus in Santiago
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Wooden house
Lago Colico, Chile
Colico Lake, Chile
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