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Since 1984 faculty at the School of Architecture and Design at the Pontificia 

Universidad Católica de Valparaíso (PUCV) have experimented with the concept of the 

traveling studio. In contrast to the typical, one-off trip abroad undertaken by most 

schools, the Valparaíso group has made their trips an annual journey into their backyard: 

the wildernesses of South America. Most importantly, these curriculum-based trips, 

known as travesías (crossings), are rooted in the School of Valparaíso’s manifesto: 

Amereida I (1967). This poem emerged from the first travesía of 1965. The revamped 

School of Architecture at the PUCV had only been up and running for a decade when a 

group of professors decided to embark on a two-month journey through the wilds of 

Chile, Argentina, and Bolivia. This trip was the first opportunity to test their radical 

philosophy: making poetry the source of their creative process. As they met with locals, 

installed small-scale works, and elaborated performances, the poetic word was always 

present. Moreover, this first travesía inspired the participants to collectively write 
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Amereida I, an epic poem that blends the Aeneid, conquest-era chronicles, and abstract 

drawings of the South American continent. At the heart of Amereida I is a summons to 

perceive the continent’s abandoned “interior sea” through direct observation and 

experience. Though many of the School’s activities give poetry a central place, the 

travesías alone can fully carry out the ambitions outlined in Amereida I.  

This dissertation explores the arc of inspiration and realization between the first 

travesía, Amereida I, two exhibitions held at the Museo Nacional de Bellas Artes in 

Santiago, and the 1984 travesías. What unites these activities is the South American 

continent. Over the course of 19 years (1965-1984) the School of Valparaíso visualized 

America in a number of ways: impromptu murals, drawings within a poem, chalkboard 

renderings, and finally movement through real space. Through this visual thread I will 

address several questions about the School of Valparaíso—are they closed off to the 

world; does their rhetoric resonate beyond their community; and, what are they proposing 

through their version of America?  
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Introduction 

SECTION A: INTRODUCTION 

Throughout the course of his long, itinerant life, Argentine poet Godofredo Iommi 

met a lot of people, some of them famous (Vicente Huidobro), others legendary (Alberto 

Cruz). Yet the person who perhaps made the most impact on his life as a poet-professor 

was an unnamed woman attending a lecture given by Iommi in Germany. After World 

War II Iommi finally had the chance to fulfill his dream of traveling to the Old World, 

only to be questioned about the New. “But what about America?” the woman asked in 

response to his lecture about European culture.1 This question unnerved him: though it 

was simple, Iommi would spend his lifetime addressing it and thus alter the trajectory of 

the School of Valparaíso, the fledging architecture school at the Pontificia Universidad 

Católica de Valparaíso (PUCV), where he had recently become part of the faculty.2  

                                                
1 When Godofredo Iommi was in Europe a German girl asked him, “But what about America?” This 
inspired Iommi to develop the “problemática de América” (problematic regarding America), which he 
elaborated in Amereida I. Juan Purcell (Architect; School of Valparaíso Professor, Nautical and Maritime 
Master’s Program), in discussion with the author, May 8, 2014, Escuela de Arquitectura y Diseño PUCV 
Campus, Viña del Mar, Chile. All translations from this interview are my own. 
2 This School is known as the Escuela de Valparaíso (School of Valparaíso] in most publications. The 
School uses the acronym  “e[ad],” which stands for Escuela de Arquitectura y Diseño. Though the Design 
program emerged in the 1970s, it was not until the 1990s that it became part of the official name for the 
School. Manuel Sanfuentes (Poet; School of Valparaíso Graphic Designer), in discussion with the author, 
April 3, 2014, Escuela de Arquitectura y Diseño PUCV Campus, Viña del Mar, Chile. All translations from 
this interview are my own. Since the “e[ad]” appeared after the time period I am examining, I will refer to 
the group alternatively as “the School” and “the School of Valparaíso.” Sanfuentes also notes that 
“Pontificia” became part of the University’s name at a later date, hence some references from the 1950s 
through 1970s refer to the university simply as Universidad Católica de Valparaíso. For the sake of 
consistency I will refer to this university by its current, full name (Pontificia Universidad Católica de 
Valparaíso) and acronym (PUCV). “Escuela de Arquitectura” is not a truly proper noun, therefore I 
translate it. However, since the PUCV and other university names are proper nouns I do not translate them. 
Though other publications will refer to the PUCV as the Catholic University of Valparaíso I find it an 
awkward translation.  
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Before his time in Valparaíso, Iommi was in Santiago befriending a group of 

dissident alumni and professors from the School of Architecture at the Pontificia 

Universidad Católica de Chile (PUC). By the end of the 1940s, the PUC’s School of 

Architecture had emerged from a period of student strikes that resulted in pedagogical 

reform. However, for these dissidents—Alberto Cruz, Francisco Méndez, Arturo Baeza, 

Jaime Bellalta, Fabio Cruz, Miguel Eyquem, and José Vial—those changes were not 

enough. Among the factors pushing this group of faculty and recent graduates out of the 

PUC was criticism from parents who were scandalized by Alberto Cruz’s proposal for 

students to wander around Santiago. As María Berríos outlines:  

In those years walking through the street without purpose was something 
 only done by poor people or those with bad reputations; the "who’s who," 
 a group that architecture students evidently belonged to in this period, 
 should stroll through (and not wander) only in the places delimited for 
 them.3 

 
Though the act of wandering through a city is tame by today’s standards, it is critical to 

remember the social risks PUC students were taking by following Cruz’s ideas. Yet, the 

dissident professors and alumni wanted to infuse their architectural pedagogy with such 

unorthodox gestures and found a friend in Father Jorge González, the newly appointed 

Rector of the PUCV. Father González was initiating sweeping changes at the architecture 

school and approached Alberto Cruz with a job offer in 1951. Cruz accepted on the 

condition that the other members of the group, along with Iommi, would also be included 

                                                
3 María Berríos, “Tácticas de invisibilidad. Arquitectura, juego y desaparición,” Revista Marcelina (São 
Paulo) 6 (2011): 51, accessed November 4, 2014, 
http://issuu.com/marcoslrosa/docs/revista_marcelina_artistaarquieta. All translations from this text are my 
own. 
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in the offer; Claudio Girola, Iommi’s nephew, would join the group once they were 

installed on the coast.4  

When the PUC dissidents arrived in Valparaíso in 1952, they initially integrated 

themselves easily into the existing PUCV School of Architecture. Over time the agenda 

of the new arrivals took over, forming the School of Valparaíso as we know it today. One 

of the key moments that marked the consolidation of the new School of Architecture was 

the emergence of the Amereida Project. “Amereida” is one of the core concepts for the 

School of Valparaíso and appeared within a decade of the School’s rebirth. As I will 

outline in Chapter 2, the PUC dissidents (who are known as the fundadores (founders)) 

designed Amereida along the lines of a founding myth for South America. The Amereida 

Project—my phrase—refers to the 1965 Travesía Amereida (a journey through South 

America) and Amereida I (1967), an epic poem that blends the spirit of the Aeneid, 

conquest-era chronicles, and abstract drawings of the South American continent.5 With 

this poem, the renovated School of Architecture crafted a charter that continues to be a 

source of inspiration, summoned in writings, lectures, and events. 

                                                
4 The PUC and PUCV have many things in common: they were Catholic universities and thus the Church 
was a source of funding and present in various aspects of their administration. For example, the Bishop of 
Valparaíso serves as the PUCV’s Grand Chancellor and manages the Academic Council though it is the 
Rector, elected by faculty members, who runs the PUCV. Both universities were also among the eight 
“Traditional” universities which gives them status and public funding. As a product of the university 
system in the United States, I find it difficult to fully understand how Chilean universities operate, 
specifically when it comes to funding. For this dissertation, it is only important to keep in mind that the 
PUCV (and thus the School) receives funding from the Vatican and the Chilean government. 
5 In primary and secondary literature “Amereida” appears both with and without italics. I find this 
confusing since it is unclear whether the author is discussing the 1967 poem or the concept in general. 
Moreover, there two more Amereida publications: Amereida II is a collection of day-to-day events from the 
1965 Travesía, mostly culled from Girola’s travel log and published in 1986; Amereida Travesías 1984 a 
1988 (1991) is sometimes referred to as Amereida III. In order to maintain consistency in this dissertation, I 
will use Amereida I to refer to the poem published in 1967. Thus, when “Amereida” is italicized with a 
roman numeral it refers to a publication; when it appears in roman type it refers to the concept. 
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One of the most notable characteristics of the School of Valparaíso, which sets it 

apart from the PUC and other Chilean architecture schools, is the presence of poetry 

within their pedagogy; specifically, a poetic discourse centered on a unique perception of 

America as evident in the opening lines of Amereida I: 

Wasn’t the discovery distinct/ from the discoveries/ —oh sailors// your 
wild birds/ the uncertain sea/ the naked people among their gods!/ —
because the gift of revealing oneself/ mixes up hope?//didn’t it leave like 
that/ the first passion of gold/ the first blinded navigator/ due to that 
nameless clarity/ with which the afternoon awarded and destroyed the 
appearance?6 
 

This poem emerged from the travesía (voyage) of 1965, a two-month journey through the 

wilds of Chile, Argentina, and Bolivia during which the professors experimented with 

making poetry the source of their creative process. As they met with locals, installed 

small-scale obras, and elaborated performances, the poetic word was always present.7 

Thus, in the history of the School of Valparaíso, verse, imagery, and first-hand 

experience via the travesía swirl together to illuminate the School’s rhetoric on America. 

                                                
6 Alberto Cruz, Fabio Cruz, Godofredo Iommi, Edison Simons, Michel Deguy, Jonathan Boulting, Henri 
Tronquoy, Claudio Girola, François Fedier, and Jorge Pérez Román, Amereida, volumen primero 
(Santiago: Editorial Cooperativa, 1967; 3rd ed., Viña del Mar: e[ad] Taller de Investigaciones Gráficas, 
Escuela de Arquitectura y Diseño, Pontificia Universidad Católica de Valparaíso, 2003, accessed 
November 4, 2014, http://wiki.ead.pucv.cl/index.php/Amereida), 3-4. Citations refer to the third edition. 
All translations from this text are my own. Since Amereida I is a free-verse poem, I have included slashes 
to distinguish spacing within the prose: one slash represents a new line of text; two slashes represent a new 
paragraph. For a longer excerpt of this passage, see Appendix C. 
7 In Spanish, the word “obra" is more in the realm of creative and performative arts than the English word 
“work,” which also implies “to labor” (which in Spanish is “trabajar”). Therefore, I am using the Spanish 
term since it is more specific and rooted in the philosophy of the “travesía.” I will not translate many of the 
School’s terms in order to maintain their original meaning. I will also follow the Chicago Manual of Style 
guidelines when it comes to how foreign words appear in my narrative: if the word is likely to be unknown 
to my readers (like “travesía”) I will italicize it the first time I mention it then type it in roman for the rest 
of the dissertation.  
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After Amereida I’s publication, the travesías were put on hold for nearly two 

decades while images of the continent became a central part of the pedagogy, appearing 

in lectures, publications, and, most notably, two exhibitions at the Museo Nacional de 

Bellas Artes (MNBA) in Santiago. By 1984, the travesías resurfaced as an integral part of 

the curriculum enabling professors and students to experience the continent’s mar 

interior (Interior Sea) first-hand; Amereida I lauds this region as the source of American 

identity.8 Similar to the original 1965 travesía, during these journeys teams recite poetry, 

install ephemeral structures, and gain an understanding of the site by living there for two 

weeks. 

The 1965 Travesía Amereida, Amereida I (1967), the 1972 and 1982 exhibitions 

at the Museo Nacional Bellas Artes, and the 1984 pedagogic travesías—what is the 

common thread among these activities: a set of images of the South American continent. 

These visuals first emerged in the Travesía Amereida as impromptu murals while the 

publication of Amereida I cemented their form. Between the late 1960s and early 1980s, 

these drawings of South America were disseminated both internally (lectures, 

publications) and externally (MNBA exhibitions). By 1984, the continental images 

                                                
8 Ann Pendleton-Jullian translates mar interior as “internal sea” in The Road that is not the Road and the 
Open City, Ritoque, Chile (Cambridge, MA: The MIT Press; Chicago: Graham Foundation for Advanced 
Study in the Fine Arts, 1996). In Chilean Modern Architecture Since 1950 (College Station, TX: Texas 
A&M University Press, 2010) “mar interior” is translated as “inland sea.” I find both translations limited. I 
prefer to translate this phrase as “interior sea,” in the manner of Betti-Sue Hertz in “Convergences in 
Architecture, Landscape and Inscape” in Drifts and Derivations (Madrid: Museo Nacional Centro de Arte 
Reina Sofía, 2010). In English “interior” is both literal and figurative, more so than “inland.” Both 
“internal” and “inland” also lack the poetic resonance of “interior,” which is a friendly cognate in Spanish. 
Since the Interior Sea is an essential phrase for the School and they employ it as proper nouns, I will use 
capital letters when I refer to it, as well as other important poetic phrases. 
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returned to their origins as they manifested in the wilderness during the new generation of 

travesías. 

By focusing on this visual thread I hope to address several questions about the 

School of Valparaíso. For example, as the travesías plot the continent with ephemeral 

projects, the School leaves numerous remote areas of South America in a state of flux, 

with projects in various stages of conception, execution, and deterioration. What is the 

purpose of these trips; what does the School wish to accomplish; what is the place of the 

travesías in the greater web of School activities? Since many of these activities have yet 

to be fully analyzed, let alone in concert, my approach will also give shape to histories 

that are presently fragmentary, as I will outline in an upcoming section.  

The activities the School of Valparaíso undertook between 1965 and 1984 form 

the core of this dissertation. I chose these two dates because they mark two decisive 

moments in the School’s history: the year of the first travesía (1965) and when the 

travesías resumed (1984). Therefore, the bookends of this dissertation do not follow 

national historic events but rather key moments for the School of Valparaíso. 

Nevertheless, this nearly twenty-year span encompasses an important social, cultural, and 

political time in Chilean history: from the rise and fall of Salvador Allende as president 

(1970-1973) to the most terrorizing period of Augusto Pinochet’s military dictatorship 

(1973-1984), which ended in 1990. 

This dissertation focuses on the School of Valparaíso’s visualization of America 

to explore how the maps (as they manifested in Amereida I and at the MNBA 

exhibitions) and travesías are connected. For the School the continent of South America 
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is a muse for poetry, maps, and travels. By representing it as abandoned (through the 

concept of the Interior Sea, which imagines South America as a void), the continent 

becomes their own blank space for experimentation on an epic scale. Though the concept 

of America is a recurrent motif in the School’s writings and activities it has yet to be 

examined in a panoramic manner, as a visual thread that motivates faculty and students to 

linger in both the poetic and physical space of the continent. Tracing the history of this 

thread allows the reader to engage an array of activities that have yet to be fully examined 

and thus provide a deeper reading of the School as a project.  

One of the greatest challenges the School of Valparaíso faces is their own 

peculiarity. The split from the PUC in 1952 symbolically set them on a path away from 

mainstream Chilean architecture, though not completely outside its orbit. The School 

remains an accredited entity though with an aura of unorthodoxy: namely, students who 

enroll there will receive a “poetic” education, an adjective that represents everything 

disdainful, contrary, and perhaps even threatening to architectural pedagogy in Chile. By 

calling upon activities that have maintained the School within the discourse of Chilean 

architecture (and arguably influenced the field), my dissertation aims to temper these 

stereotypes. Since one could argue that a stereotype carries a degree of truth, I do not 

seek to abolish these stereotypes but complicate the narrative surrounding the School. For 

example, I hope to illustrate that “poetic” is a complex term, that is both a slur and a 

praxis. My approach will offer a wider picture for my reader so they may better critically 

engage with the School of Valparaíso. 
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In addition to the Amereida Project, the Reforma Universitaria (University 

Reform) and the founding of Ciudad Abierta (Open City) were also key events that 

marked the new School of Architecture at the PUCV. The same year Amereida I was 

published, the School became involved in the University Reform sweeping through 

Chile. If Amereida I detailed the School’s poetic philosophy, the School’s manifestoes in 

support of the Reform movement outlined the group’s pedagogical beliefs. By the end of 

the decade, faculty from the School were inspired to realize the aims of Amereida I and 

the manifestoes in the dunes of Ritoque, a community 15 miles north of the School’s 

headquarters in Recreo, a neighborhood in Viña del Mar.9 In 1971 the Cooperativa de 

Servicios Profesionales Amereida (Cooperative of Professional Services Amereida), a 

group composed of School faculty, purchased 667 acres of land through the agrarian 

reform initiated by Eduardo Frei and carried out by Salvador Allende.10 Many members 

of the founders set up residence in the Open City, and many are buried in the on-site 

cemetery. Though not all professors live at the Open City, there was an understanding 

that the School of Valparaíso faculty should be involved with this laboratory, as it sought 
                                                
9 The School pertains to the Pontificia Universidad Católica de Valparaíso, whose main campus is in 
Valparaíso. However, the School of Valparaíso’s physical location is less than three miles north in the 
Recreo neighborhood of Viña del Mar. In my experience with School faculty and students, they would 
either state “Ritoque” (i.e. the Open City) or “Recreo” (i.e. Viña del Mar campus) as a meeting place. Since 
public transport could take at least an hour between both points, I always made sure I understood where we 
were meeting. As well as functioning as a proper noun, “recreo” translates into recess or recreation; a 
fitting term for the School given their interest in designing games. 
10 Ana María León, “Prisoners of Ritoque: The Open City and the Ritoque Concentration Camp,” in 
Journal of Architectural Education 66, no. 1 (2012): 14n20. The grounds include 1.88 miles of coast on the 
west side of the highway and a promontory on the east side. Despite an abundance of research, the exact 
year of the Open City’s birth is unclear. The Cooperativa de Servicios Profesionales Amereida was 
established in 1969 and they acquired the lands either the following year (Valparaíso School—Open City 
Group) or in 1971 (“Acerca de la corporación”). The School complicates this timeline by stating the Open 
City was founded in 1970 (“Ciudad Abierta”). Since Iommi’s text for the 1971 opening—Ciudad Abierta—
Agora 7.1.1971: Apertura de los Terrenos—is one of the fundamental texts for the School in general, 
beyond the Open City, I take this year as the “inauguration.” 
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to finally “aunar vida, trabajo y estudio (unite life, work, and study)” and those opposed, 

should leave.11  

Though the Amereida Project, University Reform, and the Open City are 

important activities it would be a mistake to forget that the School of Valparaíso is first 

and foremost an architecture and design school with accredited undergraduate and 

graduate programs. Students receive a thorough education in their disciplines: 

Architecture, Object Design, and Graphic Design. For example, the architecture track 

consists of five years of coursework along with one year for thesis projects. Though the 

rest of the PUCV is on the semester system, the School has been on the trimester 

schedule for decades. During the five years of coursework in the architecture program, 

the first trimester is dedicated to the architectonic project, the second to the construction 

project, and the final to the travesía. Through the Architecture Plan de Estudio (Program 

of Work) students explore five subjects: Mathematics, Artistic-Humanist, Architectonic 

Workshop, Technical, and Scientific.  

Most students do not know they are enrolling in a school of architecture with 

poetic renown. The students who are aware of the School of Valparaiso’s history are 

often related to alumni, but even that relation does not impart the full scope of a 

curriculum guided by Amereida I. As one student shared, she was in utter shock as a first-

year when a professor inaugurated the first session of Cultura del Cuerpo (Body Culture), 

a physical education course, by reading verses from the poem without any explanation. 
                                                
11 Godofredo Iommi, “De la reforma,” Anales de la Universidad de Chile 150 (April-June 1969): 61-70 
(repr., Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 
2011, accessed November 4, 2014, http://wiki.ead.pucv.cl/index.php/De_la_Reforma), 4. Citations refer to 
the Biblioteca Constel version. All translations from this text are my own. 
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However, she came around to hearing the poem read aloud in the course of the next 

meetings of Taller de Amereida (Amereida Workshop).12 According to Professor Aide 

Alvaro Mercado, many incoming students leave during their first year because they 

thought they would be exclusively using computer programs and are not interested in 

going out into the city to observe and sketch by hand.13 The students who do stay end up 

finding their place within the School since it gives the students the space to explore their 

interests: architecture as it relates to public service, cultural projects, issues surrounding 

patrimony, etc. Therefore many students graduating from the architecture program end up 

working for the Chilean government, via Municipalities, the Ministry of Housing and 

Urbanism, SERVIU (Housing and Urban Services, a sub-set of the Ministry), etc.14 For 

Mercado, these graduates work in the public sector because it allows them “to relate to 

other oficios (crafts) and learn from their perspectives, for example, of the city.”15 

Though many of them express frustration at the slow pace of bureaucracy they still 

                                                
12 María Jesús De La Cerda (School of Valparaíso Architecture Student), in discussion with the author, July 
22, 2014, Escuela de Arquitectura y Diseño PUCV Campus, Viña del Mar, Chile. All translations from this 
interview are my own. 
13 Álvaro Mercado (Architect; Professor Aide), in discussion with the author, July 22, 2014, Escuela de 
Arquitectura y Diseño PUCV Campus, Viña del Mar, Chile. All translations from this interview are my 
own. Just as in any college, some students realize architecture is not for them and leave the program at the 
School of Valparaíso. Within the architecture program the 2007 incoming class had 75 students. In 2012, 
when that class was scheduled to graduate, there were 56 graduates. Since it is common for students to 
repeat a course or take a semester leave of absence (as well as abandon the major all together), it is difficult 
to determine how many of the original class of 75 graduated among the 56. For example, the 2013 graduate 
class had 62 students even though the incoming class in 2008 only had 45. Therefore it is possible that 
some of the students that entered in 2007 graduated a year later than projected. Since 2007 students 
entering the architecture program has been on a steady decline (from 75 in 2007, to 39 to in 2010, to 27 in 
2013).  
14 As of July 2014, four alumnae work at the Municipality of Cochrane: Rocío Borque, Margarita 
Navarrete, Natalia Petersen, and Gabriela Zamora. As it turns out, there are many School of Valparaíso 
alumni in the area, perhaps drawn here by Lionel Stock. He is David Jolly’s classmate from the School and 
has done much work in Cochrane (the Tamango Municipal Market and Fire Station). 
15 De La Cerda discussion with the author. 
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appreciate the proximity to the realities of the client and the chance to collaborate, 

something that would not necessarily happen at a traditional architectural firm. The 

graduates that work independently are like free-lancers, collaborating on cultural/artistic 

projects (festivals; working in collectives with other artistic types) as well as architectural 

projects. Upon graduating, some students remain at the School and become faculty 

members. One of the most unique features of the School of Valparaíso teaching body is 

that it is composed of alumni; perhaps because of the complex (and hermetic) 

philosophies guiding the School, it makes sense to hire people who are well-versed in the 

School’s raison d’être.16 

Returning to the Architecture track, students engage in two courses of note during 

the first four years of coursework: Cultura del Cuerpo and Taller de Amereida. For 

Cultura del Cuerpo students participate in a physical activity of their choosing at the 

Open City’s fields, from organized sports (soccer, volleyball, field hockey) to alternatives 

practices (yoga, aerial acrobatics).17 This course meets every Wednesday morning, from 

9:00am to 12:00pm and is followed by the Taller de Amereida. Since 2009, the Taller de 

Amereida has met in the sand dunes where professors touch upon various topics during 

                                                
16 The teaching body at the School is a hierarchy with specific names for each position. For example, a 
recent graduate from the architecture program could become part of the faculty as a profesor ayudante 
(Professor Aide) and the next position would be profesor asistente (Professor Assistant). The profesor 
ayudante would move to the next position after a couple of years; though this also depends on the 
availability of positions and whether the staff above them also move up. With a PhD someone can jump a 
few positions; indeed, sometime in the past 20 years a PhD has become a requirement for teaching staff at 
the PUCV. There is a tenure-like moment in the career of the professor where they must present a list of 
publications, proof of having won a national award as well as other requirements in order to achieve a 
certain level. However, this is unlike the U.S. tenure system since Valparaíso faculty nearly always pass. 
17 The School has a rich, though brief, history of games. Of the School’s numerous extracurricular 
activities, their games remain under-researched though a recent catalog is the first step in future research; 
see Manuel Casanueva, El Libro de Torneos (Valparaíso: e[ad] Ediciones, 2009), accessed November 4, 
2014, http://issuu.com/ead-pucv/docs/libro_torneos-mcc. 
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the hour-long lecture. For example, in 2013 Carlos Covarrubias—the resident poet—

discussed Stefan Zweig’s biography on Ferdinand Magellan at length, connecting that 

historic voyage with the 1965 Travesía Amereida and the spirit of Amereida I. Thus the 

School integrates the epic poem into the curriculum, as Berríos notes: “This document, 

which from that point and through today, is given to every student at the School of 

Valparaíso, and serves as the basis for the Taller de Amereida, a course everyone takes at 

the School.”18 

SECTION B: METHODOLOGY AND THEORETICAL FRAMEWORK 

In March 2013 I moved to Chile, a country I had visited every few years since 

leaving as an infant with my family. After first visiting Recreo and Ritoque two years 

earlier I realized that researching the School of Valparaíso would benefit from a 

significant investment of time. Living in Chile for 20 months allowed me to approach my 

topic in an immersive manner: from examining theses and other publications at the 

School’s library, to visits to the Open City, to conversations with School faculty and 

students. For example, it took me several library visits to finally understand what the 

thesis projects were all about, to notice patterns among the texts, and appreciate the 

adviser prologues. In between my visits I would spend a week or so processing the 

materials I had collected and could thus return to Recreo with more focus each time. 

Since many of the faculty are keener on face-to-face interactions, residing in Chile also 

facilitated rich dialogues, sharing hardbound texts, and establishing a rapport. In 

                                                
18 Berríos, “Tácticas de invisibilidad,” 57n17.  
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November 2013 I realized one of my greatest dreams with this project when I participated 

in a travesía. Not only did I witness the daily struggles and triumphs of this journey, but I 

had the opportunity to become a member of the team.  

Travelling on the travesía in 2013 cemented my interest in this activity as a case 

study for my dissertation. Ever since I began studying the School of Valparaíso for a 

2010 seminar on twentieth-century Latin American architecture, these trips have called 

out to me. Before embarking on my research period in Chile the travesías were going to 

be one of several case studies; I intended to research the phalènes and games at length, 

with the Open City as a backdrop. Yet once I arrived in Chile I realized I would need to 

trim my scope. Being in country allowed me to amass a healthy amount of data from 

interviews, archival research, site visits, and visual analysis. Compounding this 

embarrassment of riches was the even more robust trove of primary sources, which I will 

address in an upcoming section. Thus, one of the greatest challenges as I began 

organizing my research was how to thoughtfully enter this material in order to craft a 

story about my central topics: Amereida I, the MNBA exhibitions, and the travesías. On 

my first dissertation research trip to Viña del Mar in June 2011 I met Chris Taylor, a 

professor in the College of Architecture at Texas Tech University and the Director of 

Land Arts of the American West. Not only did he introduce me to David Jolly, my 

contact at the School, but he succinctly summarized the potential and trials that would 

inevitably follow me as I studied this group, especially given the amount of primary 

sources: “You need to find a way to make a slice into the School.” Since becoming 

acquainted with the School of Valparaíso in the fall of 2010, I have been attracted to the 
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travesías. However, initially I was not sure how to properly “slice” into it. As my 

research advanced, my scope expanded to include other topics: Amereida I and the 

enigmatic exhibitions at the Museo. Besides lacking secondary (and in some cases 

primary) research, I needed to verbalize what tied these topics together. By focusing on a 

common link I could avoid the trap of undertaking an exhaustive history of the travesías, 

for example, which would change the tenor of my thesis entirely. I returned to the basics 

and recalled Taylor’s remark. My dissertation would consist of case studies centered on a 

few activities, bound together by a single idea: the visualization of America. Every case 

study would depart from this concept, and thus keep my dissertation centered. 

With this great quantity of material and the opportunity to live in Chile for nearly 

two years, I was at liberty to design a diverse methodological approach. At the heart of 

my methodology is material I gathered from the archives, interviews, and translating 

primary sources. With this information I was able to construct a history of the School of 

Valparaíso, something that served as a valuable backbone to my narrative. 

Complementing this history was my own ethnographic experience on the travesía, which 

resulted in a separate archive of data, as well as an exhaustive formal analysis of all the 

images in Amereida I, the MNBA exhibitions, and other texts written by the School. My 

methodology also includes linking the School of Valparaíso to the outside world. 

Therefore as I construct the history of the School I also weave in the contemporaneous 

cultural and political context of Chile, Latin America, and beyond.  

One of my key methods in this dissertation is calling upon specific projects and 

figures in order to better understand the School of Valparaíso’s activities. Despite a 



 15 

wealth of primary sources, there has been minimal critical research completed on the 

School as I will elaborate in the following section in the State of Research. For example, 

once I felt I had completed a thorough formal analysis of an image and constructed a 

narrative around it based on the primary sources the natural next step was to consider 

what it meant in the greater scheme of things. However, because the School of Valparaíso 

has few outright influences I did not have many points of dialogue and contrast at my 

disposal. Therefore I made room alongside the genealogical model for an approach 

rooted in simultaneity.  

In When Does Contemporary Art Begin? Andrea Giunta chooses to discuss 

currents in contemporary art, or to put it in her own words, the “conditions” that define 

contemporaneity instead of dwelling on origins. By focusing on conditions, Giunta is able 

to examine case studies that are geographically and culturally distinct yet “simultaneous” 

in terms of practice, questions, and influence. According to Giunta: 

If we conceive of art as one universal, overall process, structured by a 
language of forms in which every form can be understood as the 
consequence of or engaged in a dialogue with others, the specific moment 
when forms burst into being in their earliest formulation, to exist in the 
world and make contact with their public for the first time, is vastly 
diluted. If genealogical procedures are problematic for reading Latin 
American modern art, they are all that much more so for contemporary art, 
above all because a rupture with that genealogy takes place in art made 
after the 1950s. “In the postwar era, the art world turned simultaneous, 
ceasing to be evolutionary.”19 

 

                                                
19 Andrea Giunta, ¿Cuándo empieza el arte contemporáneo? / When Does Contemporary Art Begin?, trans. 
Tamara Stuby (Buenos Aires: Fundación arteBA, 2014) 114-115. The quotation marks are my own and this 
statement refers to a passage from Andrea Giunta, “Adiós a la periferia. Vanguardias y neo-vanguardias en 
el arte de América Latina” / “Farewell to the Periphery,” in La invención concreta, ed. Gabriel Pérez-
Barreiro (Madrid: Museo Nacional Centro de Arte Reina Sofía, 2013), 105–117. 



 16 

For this dissertation the approach of simultaneity is fundamental. As the following 

chapters will highlight, the School of Valparaíso has an eclectic and unorthodox store of 

influence that is mostly composed of poets and philosophers. Moreover, the School’s 

writings offer little in the way of outright influence since they infrequently namecheck 

other architects, designers, or visual artists. Unless otherwise noted (like Iommi’s 

admiration of André Breton), all the case studies I draw comparisons to are of my own 

doing; indeed, once I realized the School was not going to provide a significant amount 

of such points of departure, I was liberated to consider personages working 

contemporaneously and with similar concerns. Thus, I was able to review case studies 

based on fruitful points of dialogue and contrast, rather than genealogy.  

This approach is especially appealing to scholars working with material that 

crosses cultural lines, as in the case of Katherine Manthorne. In “‘Brothers Under the 

Skin’: Blanes’s Gauchos and the Delineation of the Frontier Types of the American 

West,” Manthorne masterfully outlines such points of dialogue between the Uruguayan 

painter Juan Manuel Blanes and his contemporaries in North America. Manthorne 

celebrates the prairie landscape that exists in North and South America and uses this 

hemispheric model to note further commonalities in the Americas. Notably, how the 

cowboy belongs to North and South America due to a shared origin in Spanish equestrian 

culture, the unique experience of this expanse, the place of this heroic figure in national 

mythologies, etc. As I discuss the travesías, I will engage a similar hemispheric model 

since the School of Valparaíso was visiting similar territories at a similar moment to Land 

artists in the U.S., for example. The manner in which Land art and other case studies 
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relate to the School of Valparaíso will highlight how this architecture and design school 

is entrenched in ideas that are both simultaneous and not necessarily rooted in Chile; 

further illustrating how the School is part of the neo-avant-garde's project to elaborate the 

goals of the historical avant-garde, which I will discuss in Chapters 1 and 2. 

As I discuss the drawings and texts the School created to express their perception 

of South America, I inevitably brush up against the identity “-isms” circulating through 

early twentieth-century Latin America: Americanismo, Pan-Americanism, Indigenismo, 

etc. Though each movement had its own set of references and goals, they were united by 

the desire to propose a twentieth-century Latin American identity rooted in the local. For 

example, according to Vicky Unruh, “the polemical Americanist discourse in vanguardist 

manifestos and magazines celebrated the continent’s humanism, energy, "ancestral" 

spirit, and radical newness as powerful antidotes to European cultural exhaustion.”20 

Many of the region’s most celebrated writers, poets, and intellectuals put forth such 

proposals: the call for young people—in José Enrique Rodó’s essay Ariel (1900)—to 

resist the United States as a model of culture in order to charter a new course for Latin 

America’s future; José Vasconcelo’s dreams of a mixed-race future in La Raza Cósmica 

(1925); the union of Southern Cone nations in Vicente Huidobro's Manifiesto a los 

jóvenes argentinos, chilenos, uruguayos y paraguayos (1932); Joaquín Torres-García’s 

topsy-turvy view of South America in Mapa invertido (Inverted Map) (1936); and the 

pro-indigenous tone of Pablo Neruda’s Canto General (1950). 

                                                
20 Vicky Unruh, Latin American Vanguards: The Art of Contentious Encounters (Berkeley and Los 
Angeles: University of California Press, 1994), 130. 
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These philosophies emerged in large part as a reaction to the presence of the 

United States in Latin American affairs, beginning in the late nineteenth century. After a 

series of military interventions throughout the region, the U.S. government changed 

tactics and adopted the Good Neighbor Policy in the 1930s under Franklin Roosevelt. 

This policy sought to gain regional cooperation and improve the image of Latin America 

within the U.S. through a soft-power approach: tourism, cinema, the 1939 World’s Fair, 

etc. However some projects like the Pan-American Highway, represented symbolic 

affronts to Latin American identity, which propelled writers to imagine this identity 

without the presence of the United States. 

After reviewing the writings of the School of Valparaíso faculty and students 

since 1952, it is evident that the School does not explicitly align itself with one “-ism.” 

Therefore I will refrain from using these terms. As great admirers of Vicente Huidobro, 

the celebrated early twentieth-century Chilean poet, I would say they are most connected 

to his manifesto, which I will explore in Chapter 2. As they employ the term “America” 

throughout their drawings, travel, and rhetoric, the School establishes their own 

contribution to the early-twentieth century identity philosophies. For the School, 

“America” refers to South America, not the region as a whole or exclusively the United 

States. In this vision, “America” is not an amalgamation of nations, cultures, and people 

but rather an abstract landscape. Thus the School calls upon the visualization of the 

empty continent as the guiding principle rather than the concepts of mestizaje, 

nationalism, etc. In this way, “America-the-continent” becomes a screen upon which they 

can project their experiments, in the form of the travesías.  
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My theoretical framework throughout my dissertation has been largely shaped by 

Umberto Eco’s “open work.” I began my research on the School of Valparaíso in the 

fashion of most scholars, through the Open City. As I advanced beyond this case study 

and became acquainted with the travesías, poetic acts, their building philosophy, etc., I 

noticed a recurring idea: the decision to leave these projects “unfinished” and thus 

“open.” According to Eco,  

In primitive terms we can say that [open works] are quite literally 
"unfinished": the author seems to hand them on to the performer more or 
less like the components of a construction kit. He seems to be 
unconcerned about the manner of their eventual deployment. This is a 
loose and paradoxical interpretation of the phenomenon, but the most 
immediately striking aspect of these musical forms can lead to this kind of 
uncertainty, although the very fact of our uncertainty is itself a positive 
feature: it invites us to consider why the contemporary artist feels the need 
to work in this kind of direction, to try to work out what historical 
evolution of aesthetic sensibility led up to it and which factors in modern 
culture reinforced it.21  
 

Though in this passage Eco addresses the history of art and music, he extends the concept 

of the open work to other disciplines, like architecture. The flexibility of this concept has 

made it invaluable to my research and therefore I use Eco to talk about the School’s 

poetry, maps, and obras. Eco’s call for the viewer/listener to venture into the creator’s 

headspace and contextualize the open work, is also inspiring to me and helps me navigate 

my research on the School. In an interview Professor David Jolly dismissed the political 

nature of the School’s poetic acts. Instead of viewing them through this lens he preferred 

                                                
21 Umberto Eco, The Open Work, trans. Anna Cancogni (Cambridge, MA: Harvard University Press, 1989), 
4. 
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to note how they had “another possibility.”22 I will return to this comment, and how it 

relates to Eco, in Chapter 4. 

Francesco Careri’s Walkscapes: Walking as an Aesthetic Practice has also been a 

notable influence within my dissertation. Careri examines various artists and groups, 

across vast swaths of time, around the concept of walking (i.e. moving through space, 

usually nature, and leaving material traces). His book was a key text for me at the 

beginning of my writing since his approach to the material (namely with Dada, 

Surrealism, Lettrist International, Situationist International, and Land art) helped me 

arrive at what it was that interested me about the travesías and the School’s relationship 

to the continent. Furthermore, as an architect, he is able to communicate what these open 

spaces, and those who endeavor to travel, can contribute to the discipline: 

In this space of encounter walking is useful for architecture as a cognitive 
and design tool, as a means of organizing a geography in the chaos of the 
peripheries, and a means through which to invent new ways to intervene in 
public metropolitan spaces, to investigate them and make them visible.23 
 

True to the title of his text, Careri always kept his eye on the visual implications of the 

exercise of walking, especially as it relates to maps. In this regard he was instrumental as 

I bridged the 1965 travesía with the drawings in the 1967 poem.  

Throughout this dissertation, I discuss the School of Valparaíso in relation to 

institutions (Chilean architecture, the PUCV, the Museo Bellas Artes, etc.). In order to 

unpack these relationships, I am guided by Pierre Bourdieu. His concept of the “field” 

                                                
22 David Jolly (Architect; School of Valparaíso Professor; Director of Postgraduates), in discussion with the 
author, April 9, 2014, Ciudad Abierta, Ritoque, Chile. 
23 Francesco Careri, Walkscapes: el andar como práctica estética/ Walking as an Aesthetic Experience, 
English trans. Steve Piccolo and Paul Hammond (Barcelona: Gili, 2002), 26. 
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and all the elements that compose it (the “social agents,” i.e. producers; the audience; the 

product; and supporting institutions) have helped me view the School from various 

perspectives. Bourdieu’s “field” is most helpful in outlining the power dynamics among 

the “social agents”: 

The literary or artistic field is a field of forces, but it is also a field of 
struggles tending to transform or conserve this field of forces. The 
network of objective relations between positions subtends and orients the 
strategies which the occupants of the different positions implement in their 
struggles to defend or  improve their positions (i.e. their position-takings), 
strategies which depend for their force and form on the position each agent 
occupies in the power  relations [rapports de force].24 
 

This aspect of position-takings demonstrates the negotiations, and power shifts, that are 

constantly taking place in a given field. As I will outline in this dissertation, the School 

has been involved in numerous negotiations; within the PUCV alone there were several 

moments of influence, loss of power, and recovery. Yet the School of Valparaíso never 

leaves the “field.” Whether they are on the margins or among the decision-makers, the 

School has always remained within the networks of architecture and the university 

system in Chile. This is at the heart of why the School is such a fascinating case: though 

all scholars acknowledge their +60-year perseverance few really give it shape and 

demonstrate how they balanced their radicalness with institutionalism. 

In my critical analysis of the pedagogic travesías, my theoretical framework is 

informed by the twin ideas guiding the School in these endeavors: the gift and hospitality. 

Not only do they perceive their obras as gifts, but for the School of Valparaíso South 

                                                
24 Pierre Bourdieu, The Field of Cultural Production: Essays on Art and Literature, ed. Randal Johnson 
(New York: Columbia University Press, 1993), 30. 
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America is a gift the European explorers could not appreciate; this blunder is a major 

undercurrent in Amereida I. Thus, the notion of unveiling the gift of South America 

through gifts is critical in their practice. In this regard I rely on Jacques Derrida’s 

approach to hospitality and The Gift by Marcel Mauss. With the assistance of Derrida and 

Mauss I am able to better understand the position of the faculty and students during the 

travesía: as the giver and receiver of gifts and hospitality. When the School of Valparaíso 

create their gifts, usually in the form of obras and poetic acts during travesías, the faculty 

and students operate under hope that their gifts may inspire the receiver to offer 

hospitality and/or these obras will accommodate future travelers. Through Derrida and 

Mauss I map the relationships that are born from this gift exchange and how this 

experience makes acquaintances out of strangers.   

Given how much the School values observation and the first-hand experience 

gained during a travesía it would seem that empiricism and phenomenology would play a 

larger role. The key aims of phenomenology, as outlined by Maurice Merleau-Ponty in 

the Preface to his classic text Phenomenology of Perception, do reverberate with the 

School: “To return to things themselves is to return to that world which precedes 

knowledge, of which knowledge always speaks […] True philosophy consists in 

relearning to look at the world […].”25 Merleau-Ponty calls for a “return to not knowing” 

similar to the School’s ethos. For the French philosopher experiencing the world anew 

comes through one’s body:  

                                                
25 Maurice Merleau-Ponty, Phenomenology of Perception, trans. Colin Smith (1945; London and New 
York: Routledge, 1962), ix-x, xxiii. 
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We have relearned to feel our body; we have found underneath the 
objective and detached knowledge of the body that other knowledge which 
we have of it in virtue of its always being with us and of the fact that we 
are our body. In the same way we shall need to reawaken our experience 
of the world as it appears to us in so far as we are in the world through our 
body, and in so far as we perceive the world with our body. But by thus 
remaking contact with the body and with the world, we shall also 
rediscover ourself, since, perceiving as we do with our body, the body is a 
natural self and, as it were, the subject of perception.26 
 

This aspect of Merleau-Ponty’s philosophy was key for Latin American artists working 

contemporaneously with the School’s founders from the 1960s through the 1980s. For 

example, the Brazilian artist Lygia Clark is renowned for creating works during this 

period that activate the viewer’s body through participation.27  

Though travesía participants travel through the Interior Sea with their body this is 

not a theme upon which the School of Valparaíso dwells; meaning, they do not discuss 

the experience of the Interior Sea as one centered on the body.28 As architects and 

designers, they are concerned with how humans interact with space for sure but that does 

not extend to the imperative to realize a travesía. Meaning, the structures they build and 

their performances are undertaken to mark that moment in the Interior Sea rather than as 

a means to consider their bodies physically engaging with that space. Lastly, empiricism 

is not driving their impulse to venture into the Interior Sea. Travesías function more like 
                                                
26 Merleau-Ponty, Phenomenology of Perception, 239. 
27 Recent scholarship has explored the resonances between Lygia Clark and Merleau-Ponty, focusing on the 
artist’s interest in viewer participation as well as how Merleau-Ponty filtered into Brazilian art history. For 
further reading see the work of Daniela Maluf as well as “Participation, Affect and the Body: Lygia Clark” 
in Visualizing Feeling: Affect and the Feminine Avant-Garde by Susan Best (2011). 
28 Future research can consider phenomenology in relation to the School’s games, which take into account 
the body in relation to movement, costumes and props, the multitude, etc. It is also worth noting that 
Godofredo Iommi greatly admired Martin Heidegger and Edmund Husserl; and Paul Ricoeur was another 
theorist that was frequently cited within faculty writings. Therefore, future research could elaborate these 
relationships to propose a more thorough reading of phenomenological practices within the School of 
Valparaíso. 
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pilgrimages than fieldwork expeditions: the sacred pride of place the Interior Sea enjoys, 

the belief that traveling to this region will impart something, the rituals shared during 

each trip, the very notion of returning every year to the continent’s Interior, the 

transformation of the travesía participant into a pilgrim, etc. As I elaborate my theory of 

the travesía as a pilgrimage I am aided by Victor and Edith Turner’s seminal Image and 

Pilgrimage in Christian Culture. The Turners’s discussion of liminality as both a spatial 

and temporal experience have been especially helpful; the travesías are very much an 

experience that is set apart from daily life, yet the mundane aspects of quotidian life still 

linger on these journeys. The Turners’s concept of communitas is also an invaluable lens 

with which to approach the communal atmosphere that characterizes the travesías, and is 

treasured by the participants.  

SECTION C: STATE OF RESEARCH AND LITERATURE REVIEW 

In comparison with other schools of architecture in Chile and beyond, the School 

of Valparaíso is a relatively recent project, having emerged in its current incarnation a 

little over six decades ago. Thus, research on the School is understandably imbalanced 

and centers on primary sources. The majority of existing research on the School of 

Valparaíso comes from material produced within the School itself: essays, book chapters, 

manuscripts, theses, and dissertations written by current and former professors and 

students. For example, it is a common practice for student thesis projects and 

dissertations by junior faculty to outline projects undertaken during their time at the 

School. These works often include Appendices with complete logs of certain travesías, or 
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reprints of key essays by one of the founders. It is also important to note that the material 

produced by the School is exclusively in Spanish, which has entailed a considerable 

translation project for me; I have included translations of passages from key texts in the 

Appendix of this dissertation. 

In addition to writing about the School, faculty and students also publish each 

other’s material through two outlets: the Graphic Design program and the Taller de 

Investigaciones Gráficas (TIG)(Workshop of Graphic Studies). Graphic Design student 

projects entail producing limited editions of faculty texts as well as faculty translations. 

The TIG tackles larger projects like El Libro de Torneos (2009), Manuel Casanueva’s 

masterwork on the School’s history of games. This is a curious arrangement: an 

architecture and design school that requires students to write about said school via thesis 

projects and then channel this material through in-house publishing entities, like the TIG. 

With these elements working in concert it is not surprising that there is so much material 

concerning the School. In this way, the School has had control over how its own story is 

told since they have dominated the discourse until fairly recently, which may explain the 

absence of a document or testimony of struggle regarding in-fighting, issues with 

funding, etc. 

Only within the past three years have these primary sources become available 

outside of Chile through the School’s rigorous digitization process. For example, many of 

these primary sources are available as free PDFs on the Biblioteca Constel, the School’s 
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online database.29 The School has spread their archive across various digital portals: 

MP3s of lectures on SoundCloud, photographs on Flickr, and videos on Vimeo.30 Most 

importantly, the School maintains a database dedicated to the travesías. After each trip, 

the School uploads photographs, video, poetry excerpts, and mission statements to this 

website.31 

The rest of the School’s primary texts are available either in printed form at the 

School’s library or as unpublished material at the School’s archive, both located in 

Recreo. The School’s theses, essays, and books—self-published by the Taller de 

Investigaciones Gráficas and e[ad] Ediciones—were relegated to internal use until the 

1990s when some of these texts could be purchased in Chilean bookstores. However, 

without a visit to the School’s library —which is open to the public, but only those with 

university affiliation can check out material— these non-digitized publications may as 

well be considered of limited circulation. The material held in the Archivo Histórico José 

Vial Armstrong, literally above the library, is currently being published to the Biblioteca 

Constel and thus completely non-circulating.32 The Archivo holds documents dating from 

                                                
29 Biblioteca Constel can be found at http://wiki.ead.pucv.cl/index.php/Biblioteca_Con§tel.  
30 The URLs for these portals are SoundCloud (https://soundcloud.com/archivo-jose-vial-a), Flickr 
(https://www.flickr.com/photos/archivo-escuela/), and Vimeo (https://vimeo.com/escuela).  
31 The first database is still available at http://proyectos.ead.pucv.cl/travesias-v1/. As of November 2014, 
the current database—http://travesias.ead.pucv.cl/—has information only up to 2011.  
32 In addition to the Archivo Histórico José Vial, e[ad] Ediciones and the Taller de Investigaciones Gráficas 
also provide material to the Biblioteca Constel. Though all four entities fall under the umbrella of the 
School of Architecture and Design, their location is attributed to Valparaíso and/or Viña del Mar. This is a 
natural point of confusion because the School’s campus is in Viña del Mar not Valparaíso. The Biblioteca 
Constel, Archivo Histórico José Vial, and Taller de Investigaciones Gráficas are located on this campus; in 
the sense of where the archival and publishing work is done and where the archive is physically located. 
Therefore I am attributing their locations to Viña del Mar. By contrast e[ad] Ediciones are usually 
attributed to Valparaíso, therefore I use that location. Another layer to the complexity in citing texts related 
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1952 through the present. Though the contents remain unknown until they appear on this 

website, archivists have informed me that this material includes correspondence, 

sketches, blueprints, and other documents. 

Secondary sources have been written almost exclusively by a handful of architect-

academics (Alejandro Crispiani, Ann Pendleton-Jullian, Rodrigo Pérez de Arce, 

Fernando Pérez Oyarzún). The majority of these texts were published in the past ten 

years and reference the School in relation to large surveys of modern Latin American and 

Chilean architecture; as one of several case studies in a recent exhibition at the Museo 

Nacional Centro de Arte Reina Sofia; and as a moment in the life of Claudio Girola, an 

Argentine sculptor who was a founding member of Asociación Arte Concreto-Invención 

in 1940s Buenos Aires and the School of Valparaíso. Most of these texts are chapters, or 

passages spread among several chapters. For example, Alejandro Crispiani’s Objetos 

para transformar el mundo: Trayectorias del arte concreto-invención, Argentina y Chile, 

1940-1970—La Escuela de Arquitectura de Valparaíso y las teorías del diseño para la 

periferia (2011) is not exclusively about the School; nevertheless he provides an 

excellent analysis of Amereida I and the greater role of poetry in the School’s activities.  

Three books have featured the School as a subject: The Road That Is Not a Road 

and The Open City, Ritoque, Chile (Pendleton-Jullian 1996), Valparaíso School—Open 

City Group (Pérez de Arce and Pérez Oyarzún 2003), and La Escuela de Valparaíso y sus 

inicios: una mirada a través de testimonios orales (Crispiani, Torrent, and Moya 2002). 

                                                                                                                                            
to the School of Valparaíso is the change in name for the University and the School itself, as noted in an 
earlier footnote. Sanfuentes discussion with the author.  
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In her seminal work Pendleton-Jullian presents an overview of the School’s guiding 

philosophies and outlines key sources of outright influence (nineteenth-century French 

poets, André Breton) and possible influence (the Ulm School). She also examines how 

poetry permeates their pedagogy and building philosophy, notably at the Open City, her 

main case study. My dissertation owes a great debt to Pendleton-Jullian since she 

presented the first work in English on the School of Valparaíso. My project expands upon 

her interest in the School’s big ideas (like, “volver a no saber” (return to not knowing)) 

and presents a more thorough analysis of the maps in Amereida I. My dissertation differs 

from Pendleton-Jullian’s text since I broach the 1972 and 1982 MNBA exhibitions, 

which were not part of her study; and I discuss the travesías and Amereida I at length 

(and moreover, in connection to each other).  

Published seven years after Pendleton-Jullian’s text, Valparaíso School, Open 

City Group is another invaluable secondary source. It is more structured than The Road 

That Is Not a Road and The Open City, Ritoque, Chile with two brief opening essays by 

Fernando Pérez Oyarzún and Rodrigo Pérez de Arce. The majority of the text is 

dedicated to cataloging the projects by the founders (1952-1969), a selection of works at 

the Open City, and summaries of four post-1984 travesías. Valparaíso School, Open City 

Group provides several registers on the School’s history: a list of key personages, a 

chronology, and a glossary. In preparation for this dissertation I found these registers 

especially helpful. This publication serves as a primer on the School of Valparaíso and 

does not present the level of analysis found in Pendleton-Jullian’s work, and which I 

hope to advance.  
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In La escuela de Valparaíso y sus inicios Crispiani leads interviews with various 

personages in the School’s history (the founders and students) as well as architects 

contemporary to the founders.33 This text has been one of the most invaluable sources 

because it gathers stories about the early years of the School’s history; many of these 

anecdotes I read for the first time in this collection. By questioning some of the founders 

(Alberto Cruz, Francisco Méndez, Fabio Cruz, and Miguel Eyquem) about the same 

period of history the reader can stitch together a fuller picture of that moment and thus fill 

in many gaps. 

The lack of secondary sources may be due to the stereotype of the School as 

hermetic, in the sense of the content as well as access to the content. In many ways this is 

true. First, until the 1980s, the majority of students who enrolled at the School of 

Valparaíso were children of alumni. Secondly, the School of Valparaíso faculty is 

composed exclusively of their own alumni. And lastly, throughout its history the School 

has been a boys’ club. All the founders were male, which is not surprising considering 

their generation. However, the School continues to have a gender imbalance among the 

faculty: of the 26 professors currently on staff, four are women (three Graphic Designers 

and one Architect). The makeup of the School is important to consider because the 

majority of texts written about the School of Valparaíso have originated from the School 

itself. This forms a robust, internal circulation of knowledge that oftentimes goes 

undocumented. Numerous times in my research I came across the obstacle of “oral 

                                                
33 Though this text has not been formally published, it is available as a PDF on Google Docs: 
https://docs.google.com/file/d/0BwlhEBKSKB3OWjlsanpyUklkcHM/edit?pli=1. 
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history,” i.e. a story that is so well-known among the School faculty that do not feel 

compelled to record it; yet for someone that is not privy to this circuit, I am shut out of 

the conversation. Moreover, as someone who is neither a relative nor an alumni, at first I 

felt I may never access certain reserves of information. After dedicating time and visits, I 

was able find a way to work with these idiosyncrasies and gather the documentation I 

needed for my project. However, the hermetic nature of the School—and its associates of 

elitism and pointlessness—is one of the most potent stereotypes and is thus an issue I will 

continually return to in this dissertation.  

The School presents an enormous and possibly unwieldy case study because of 

the amount of documents and activities faculty and students have produced over the past 

sixty years. Thus, there is a considerable amount of critical research to accomplish. 

Existing literature (primary and secondary) does not critically examine or document what 

took place during the pedagogic travesías (the trips that became part of the curriculum in 

1984 and continue through today). To date the School has conducted over 150 travesías,  

and they rarely return to any of the sites. Moreover, existing research on these trips is 

incomplete and repetitive, lacking any critical engagement. Indeed, the travesías as a 

topic of study remains in the shadow of the Open City, the School’s most frequently 

researched and thus well-known project. The lion’s share of discourse related to the 

School (both primary and secondary) is dedicated to the Open City’s diverse structures 

and activities that take place there. 

Another subject in critical need of investigation is the first travesía. Though 

Amereida I gives literary insight regarding what inspired the journey in 1965 there is still 
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much that is unknown about this groundbreaking event, especially with regards to the art 

they installed and what happened along the way. This is also the case for Amereida I. In 

his 2012 dissertation School professor David Jolly briefly provides one of the first 

analyses of the drawings from Amereida I. However, a thorough and critical analysis of 

these drawings and their subsequent iterations in two key School essays—Para un Punto 

de Vista Latinoamericano del Océano Pacífico (1971) and Para una Situación de 

América Latina en el Pacífico (1971)—and the exhibitions at the Museo Nacional de 

Bellas Artes is absent among primary and secondary sources.34 Indeed, among the case 

studies in my dissertation (Amereida I, the travesías, etc.) the MNBA exhibitions have the 

least amount of research, partly because the documentation is scarce and scattered: the 

School has exhibition photographs and there have been several efforts to compile the 

chalkboards from the 1972 show; the Museo has dozens of press clippings for the 1982 

show, though there are no catalogs for either exhibition. Nevertheless, I was able to 

construct the basic history of the 1972 and 1982 exhibitions, which enabled me to realize 

a full analysis. 

In addition to these gaps in research, current scholarship is nearly exclusively 

from the discipline of architecture. Though writers like Pendleton-Jullian, Pérez de Arce, 

and Pérez Oyarzún do not shy away from elaborating on the role of poetry in the School, 

they do not expand into other fields of creativity, like contemporaneous artistic practices. 

Some writers have mentioned anecdotes (in Drifts and Derivations: Experiences, 

                                                
34 The School published these essays within paperback compilations in 1971, though their images appeared 
in 1970 in other publications and presentations. 
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Journeys and Morphologies (2010) Oyarzún notes that participants install art during 

travesías) or fleeting comparisons (Chilean curator Cecilia Brunson crafts a brief 

comparison with Robert Smithson in her essay for the Girola monograph). No one has yet 

to rigorously analyze the School’s activities in relation to other artistic projects in Chile 

and beyond. For example, with regards to the School’s unorthodox maps of South 

America the work of Joaquín Torres-García, Le Corbusier, Buckminster Fuller, and Guy 

Debord serve as helpful points of dialogue and contrast. With regards to the total travesía 

experience (planning, execution, and after-life) examples of collectives that were 

similarly inspired to venture into urban or rural spheres to erect ephemeral obras or 

simply as exercises of poetic nomadism (Surrealists, Situationist International, Land art, 

Land Arts of the American West, etc.) are also useful. 

Finally, existing primary and secondary literature does not engage or put the 

School into tension with the wider social, cultural, and political context. In her 2011 

article, “Tácticas de invisibilidad: Arquitectura, juego y desaparición,” María Berríos 

briefly mentions how the School fared during the military regime, noting that the School 

retreated to the Open City during this period to seclude themselves in a utopia of their 

own making. Ana María de León’s 2012 essay, “Prisoners of Ritoque: The Open City and 

the Ritoque Concentration Camp” is the first work fully dedicated to weaving the 

political context of the dictatorship into a discussion of the Open City. At a dozen pages 

it highlights the need for more scholarship on the School’s relationship to the outside 

world. It is important to note that the +60-years of conferences, exhibitions, poetic acts, 

and countless other activities were not done in a vacuum. Indeed, like most architecture 
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schools the School of Valparaíso was highly involved in their communities and to ignore 

this history is to shut out a fundamental current in their development.  

SECTION D: WHY THIS TOPIC MATTERS 

Though scholarship on the School of Valparaíso is emerging, it is a topic that is 

gaining momentum within the fields of architecture and art history. In the past few years 

the School’s presence in architecture events outside of Chile has increased exponentially: 

from the School as a case study in Beatriz Colomina’s 2010-2011 seminar on radical 

architectural pedagogy at Princeton, to the participation of School professor Ivan Ivelic in 

the Chilean pavilion at the 2012 Venice Biennial, to numerous exchanges between Viña 

del Mar and schools in the U.S. and Europe. The School of Valparaíso has maintained a 

strong presence within regional architectural discourse through their travesías and most 

recently, their participation in the 2012 São Paulo Biennial. Indeed, their presence in São 

Paulo highlights how the School’s activities have been migrating into the field of art 

history, a phenomenon that began in 2010 with the Museo Reina Sofia exhibition, Drifts 

and Derivations: Experiences, Journeys, and Morphologies. With their multi-disciplinary 

pedagogy, experimental approach to creativity, and affiliation with storied movements 

(Asociación Arte Concreto-Invención) it is not surprising art historians would be 

interested in the School of Valparaíso.  

The School of Valparaíso contributes a rich case study to the field of art history 

because they employ artistic strategies that have yet to be fully explored within Chilean 

art, such as performance rooted in the poetic word and motivated by abstract maps, and 
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interventions in nature. For example, Amereida I is an important document to examine 

for two reasons. One, because the poem harbors enigmatic continental drawings, which 

document the School’s fundamental visual perceptions of South America. Secondly, 

because it has inspired faculty and students from the School of Valparaíso to venture into 

the public domain for over sixty years and perform a unique and enigmatic architecture 

charter listeners and readers are hungry to understand. 

My dissertation joins the nascent scholarship on art interventions in Chile, both in 

the sphere of the city and nature. Urban interventions have had a more prominent place in 

Chilean art history: from the mural-collages of the Quebrantahuesos in the 1950s, to the 

murals of the Brigada Ramona Parra during Salvador Allende’s presidency (1970-1973), 

to the anti-regime art actions of the multidisciplinary group Colectivo Acciones de Arte 

(C.A.D.A.). Though the travesías are non-urban actions, the central place of the poetic 

and often manifesto-charged word for C.A.D.A. makes them allies with the School of 

Valparaíso. Chile has a history of interventions in nature, beginning with the pre-

Columbian geoglyphs in the Atacama Desert. However, the discourse is underdeveloped 

and scattered. My dissertation aims to elaborate this discussion by connecting the work of 

the School of Valparaíso with Mario Irarrázabal’s Mano del Desierto (1992) and Raúl 

Zurita’s Ni pena ni miedo (1993). Though these case studies reflect distinct approaches to 

the environment (Irarrázabal’s monumental sculpture, Zurita’s line of poetry sketched 

into the sand, the School’s small-scale, ephemeral works), the act of highlighting a 

common thread is the first step in establishing this much-needed branch in Chilean art 

history. 
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As the School of Valparaíso becomes more interesting to art historians, the 

challenge is how to thoughtfully approximate the School. I have no intentions of casting 

the School of Valparaíso as a collective of artists, nor will this dissertation tackle what it 

means to engage in multi- or inter-disciplinary activity. Rather, I am interested in carving 

a space for the School of Valparaíso within modern Chilean art history for several 

reasons. First, the School offers a new narrative within a timeframe of art history. The 

period I am examining in this dissertation—1965 to 1984—is actually one of the most 

popular periods for scholarship on Chilean art; notably the dictatorship era (1973-1990). 

However, most research centers on the efforts of anti-regime artists. The School’s 

travesías and continental renderings pre-date the dictatorship and persevered during those 

dark times. Yet the rhetoric stayed the same, whether under Allende or Pinochet. Thus 

the School presents a singular example of dedication (which some would characterize as 

obstinate) to a philosophy, regardless of the socio-political climate. 

Another reason why I wish to place the School within Chilean art history is 

because faculty always conceptualized Chile as their departure point. Their writings and 

visuals are decidedly continental: the School of Valparaíso promotes a philosophy of 

America in the abstract. Thus their rhetoric lacks any nationalistic overtones, for any 

nation in South America, including Chile. In this light it may seem counter-productive to 

inscribe the School of Valparaíso into Chilean art history. Yet my dissertation does not 

endeavor to evaluate the degree of Chilean-ness in the School’s projects. I am more 

interested in seeing them as an architecture (and later design) school that works from 

Chile, indeed within Chilean institutions, to promote their unique philosophy. When 
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planning their pedagogic travesías, for examples, the professors always measure the 

distance from their location in Chile (which fluctuates between Ritoque, Recreo, and 

Valparaíso). In this calculation, the travesía teams leave their homes in Chile in order to 

venture “out there,” which in many cases is to remote parts of Chile. In 1984, the School 

was part of efforts to underscore Chile’s place in the world. This was a sentiment shared 

by Zurita and other members of C.A.D.A. as later chapters of my dissertation will 

demonstrate. Thus even if they do not have an overtly Chilean agenda, they are faculty 

and students from a Chilean university going out into the world and in my opinion 

behaving like cultural ambassadors. 

Lastly, though I am proposing to include the School of Valparaíso within Chilean 

art history, this should not diminish the points of dialogue I am proposing through 

comparisons with figures like Buckminster Fuller, Land artists, and groups like Land Arts 

of the American West. I believe that the dialogue that will emerge from these 

comparisons will give shape to the School’s activities, as I outlined in my discussion of 

simultaneity in the section on Methodology. Moreover, extending the limits of dialogue 

beyond the borders of Chile is more in line with how visual artists, architects, writers, etc. 

craft their constellations of influence since people rarely restrict their influences to 

personages of the same nationality.  

SECTION E: CHAPTER SUMMARIES 

Each dissertation chapter addresses one case study with cross-references among 

the chapters. My narrative follows a chronological trajectory since the progression of this 
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visualization is a key part of the story. With this “slicing” in mind, I endeavor to present a 

thorough reading of these distinct moments in the School’s history. 

Chapter 1 narrates how and why the School embraced Godofredo Iommi’s 

pronouncement—“volver a no saber”—as a defining slogan. I outline how the faculty 

pursued knowledge and experience in order to fulfill Iommi’s call. This entailed a range 

of activities: the formation of a proper reservoir of references for the architecture school, 

observation and wandering in Valparaíso and the travesías, and constructing ephemeral 

obras. By committing themselves to a “return to not knowing” the School solidifies their 

decision to teach architecture, rather than practice it. This path ultimately put them at 

odds with mainstream architecture, though they never fully abandoned the field, to 

borrow Bourdieu’s concept. 

Since the Amereida Project encompasses both the 1965 journey and the 1967 

poem, I have dedicated one chapter to each part. Chapter 2, focuses on the first half of the 

Project—the 1965 Travesía Amereida. In this chapter I craft the historical context 

informing the School’s impulse to set out on a travesía. I then outline how the 1965 

journey was planned and what took place focusing on a few key stops. The chapter 

concludes with an evaluation of the travesía based on three elements: the act of traveling, 

the site, and the obras. In this analysis I am guided by the Dadaists, Surrealists, 

Situationists, and Land artists.  

Chapter 3 presents the second half of the Amereida Project by analyzing 

Amereida I. I begin the chapter discussing how the poem manifested, notably the visuals, 

and present a thorough formal analysis of select maps. Following this analysis, I evaluate 
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the maps in relation to traditional maps and tease out the poem’s rhetoric regarding 

America. In this section the Situationists as well as Torres-García are helpful points of 

dialogue and contrast. This chapter ends by highlighting the intertwined nature of the 

Amereida Project and how this casts an air of reverence around this subject. 

With Chapter 4, I move into an interim period between the travesías (1970-1982). 

During this time the School expanded upon the visual shorthand they established during 

the 1965 Travesía Amereida and Amereida I. An essential theme informing this 

shorthand was the School’s perspective on America. This view permeated their activities, 

notably through their exhibitions at the Museo Bellas Artes in 1972 and 1982. The 

chapter begins with an analysis of the first exhibition, followed by historical context for 

this show. I repeat this approach with the 1982 show. The final section of the chapter 

contemplates what to make of the School’s rhetoric regarding America, especially in the 

1982 exhibition since it was at odds with the socio-political tone of the moment. In this 

regard I am guided by the work of C.A.D.A. from this period. 

Chapter 5 begins with the emergence of the travesías, addressing how these 

journeys became part of the School of Valparaíso’s curriculum in 1984. I offer a brief 

introduction to the five travesías from this year, focusing on the participants, locations, 

and travel periods. I then narrate the influence of Amereida I  on the choice of destination 

as well as on the poetic inscriptions left behind. The remainder of the chapter is dedicated 

to evaluating these travesías from the perspective of hospitality, landmarks, and 

pilgrimage. This evaluation is aided by the work of Zurita and design-build programs 

(Virginia Tech’s Washington-Alexandria Architecture Center and Auburn University’s 
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Rural Studio) as well as Land Arts of the American West and the concept of site-specific 

art. Within this analysis I also present the historical context of this period in order to 

emphasize the importance of wanting to connect Chile with the wider world. 
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Chapter 1: The Schools Commits to “Volver a No Saber” 

SECTION A: INTRODUCTION 

Nearly twenty years after the School of Valparaíso’s rebirth, a group of professors 

and students gathered in the sand dunes north of campus to inaugurate the Open City. 

Godofredo Iommi marked the moment with a puzzling statement: “Thus the sands show 

us the incessant volver a no saber (return to not knowing), which is not ignorance with 

respect to wisdom.”35 It may seem odd that nineteen years of curricular and 

extracurricular activities, participation in the University Reform—essentially all that went 

into building the School of Valparaíso—would result in a dispiriting call. But for the 

professors and students, this was an invigorating challenge. 

This chapter examines how the School addressed Iommi’s call to “volver a no 

saber.” I will explore the School of Valparaíso’s pursuit of knowledge—their ambition to 

craft primary sources, make translations available, and thus establish a reservoir of 

information. The School also undertakes experiential activities in the name of “volver a 

no saber,” from observations in Valparaíso to far-off travesías to ephemeral projects at 

the Open City. Lastly, the founders’ choice of pedagogy over the professionalization of 

architecture also responds to Iommi’s statement. Through the Open City and travesías, 

                                                
35 Godofredo Iommi, Ciudad Abierta — Agora 7.1.1971: Apertura de los Terrenos (Viña del Mar: Ciudad 
Abierta, 1971; repr., Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de 
Arquitectura y Diseño, 2010, accessed November 4, 2014, 
http://wiki.ead.pucv.cl/index.php/Ciudad_Abierta_-_Agora_7.1.1971_Apertura_de_los_Terrenos), 6. 
Citations refer to the Biblioteca Constel version. All translations from this text are my own. 
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the School of Valparaíso makes teaching and learning part of everyday life and thus 

“side-steps” the direction of mainstream architecture.  

My goal in this chapter is to present the concept of “volver a no saber” as a primer 

on the School of Valparaíso. It is possible to interpret this phrase as a desire to not 

preserve knowledge, as a one-way endeavor to eliminate knowledge and never replace it. 

However, given the School’s mission to teach and learn, they define this idea as 

something creative (which in the literal sense results in data and objects). This chapter 

will demonstrate how “volver a no saber” is  very much an empirical undertaking since 

the School of Valparaíso celebrates first-hand accounts over the Beaux Arts model of 

passively receiving Classical studies. Therefore, as a continuous process “volver a no 

saber” reveals how the faculty are always seeking a state of unlearning and learning for 

their students. With this idea in hand, my reader will be prepared to enter the case studies 

in the following chapters (1965 Travesía, Amereida I, MNBA exhibitions, and 1984 

travesías). 

SECTION B: “VOLVER A NO SABER” — THE PURSUIT OF KNOWLEDGE 

One of the key factors that propelled the group from the Pontificia Universidad 

Católica de Chile (PUC) in Santiago was a lack of substantial references, something that 

marked the formation of the founders as architecture students and as young professors. 

According to Miguel Eyquem:  

The School of Architecture in our time, in Santiago, was very poor. […] 
The library had those old books […] with those Classical engravings. And 
we studied the Classics in our first year and that continued through our 
second year. […] It was exactly like transporting the Parisian Beaux Arts 
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here. But we obviously had an interest in modern architecture. For 
example, there wasn’t a single book by Le Corbusier when by that time 
numerous had been published. All the works from the 1930s had been 
published. I found a book on modern architecture brought [to Chile] by an 
architectural firm.36  
 

This dependence on the Classics, essentially whatever the Beaux Arts model deemed fit 

for learning, left Eyquem and his colleagues feeling stifled. They yearned to develop 

more agency in their education, specifically by gaining access to primary sources, as 

Eyquem emphasizes:  

No, what we sought was something else: to emerge from the poverty we 
found ourselves in. I don’t blame anyone, it was our situation at that 
moment. We had great architects as professors. It was a poverty of 
resources. We were in an attic, we didn’t have libraries, we didn’t have 
anything. None of the audiovisual materials of today. We wanted, first, to 
study from the originals, ideally from the primary source.37 
 

Thus, from the beginning of the School’s rebirth, the new group of professors led a 

rigorous resource-building campaign in Recreo composed of internal writing and internal 

publishing. As noted in the Introduction, the School has a rich tradition of faculty and 

students writing about their experiences and publishing these accounts. Beyond 

dominating the discourse about the School of Valparaíso, this practice of self-writing, and 

self-publishing results in a curated library, which also contains translations of writers the 

founders considered important.  

                                                
36 Alejandro Crispiani, Horatio Torrent, and Rafael Moya, “Interview: Miguel Eyquem Astorga,” in La 
Escuela de Valparaíso y sus inicios: una mirada a través de testimonios orales (Santiago: Pontificia 
Universidad Católica de Santiago, Dirección de Investigación y Postgrado, 2002, accessed November 4, 
2014, https://docs.google.com/file/d/0BwlhEBKSKB3OWjlsanpyUklkcHM/edit?pli=1), 60. All 
translations from this text are my own. This text does not have page numbers, therefore I use the PDF page 
numbers.  
37 Ibid., 63-64. 
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When Graphic Design became part of the School in 1971, students in this 

program began developing texts, like Iommi’s Ocho de enero de mil novecientos setenta 

y seis (January Eighth Nineteen Seventy-six)(fig. 33). Herminia Bencich, a fourth-year 

Graphic Design student, diagrammed and illustrated an edition of Iommi’s poem as part 

of the Printing Workshop led by Iommi and Claudio Girola during the 1977 academic 

year. In addition to printing original works, this Workshop also published works the 

School faculty esteemed, like Der Gang aufs Land (The Walk in the Country) by the 

eighteenth-century German poet Friedrich Hölderlin.38 Iommi translated the poem 

himself from German to Spanish as Ida al Campo and in 1978 another fourth-year 

Graphic Design student—Soledad Canobra—designed a limited edition. In addition to 

this Printing Workshop, the Taller de Investigaciones Gráficas (TIG), led by Girola, has 

been active since the 1970s.39 The team produced a translation of nineteenth-century 

French poet Stéphane Mallarmé’s Un Coup de Dés Jamais N'Abolira Le Hasard (A 

Throw of Dice Will Never Abolish Chance)(1897) in 1981, which commemorated a 

performance directed by Iommi.40 The TIG also printed Iommi’s poems, like Los Héroes 

                                                
38 Alberto Cruz and Godofredo Iommi originally wanted to hold the opening of the Open City on March 20, 
1969 to coincide with the anniversary of Hölderlin’s birth nearly two hundred years before; the German 
poet was born in 1770. Cruz and Iommi would need to wait twenty-one months to realize this opening on 
January 7, 1971. During this ceremony Der Gang aufs Land was read aloud (in Spanish and German). For 
the gathering “the poem’s invitation is a fundamental tone of the new habitation that would be established 
in the Open City.” “Acerca de la corporación,” Corporación Cultural Amereida, accessed August 2, 2014, 
http://www.amereida.cl/acerca-de-la-corporacion/. All translations from this text are my own. 
39 e[ad] Ediciones, another publishing entity related to the School, appears in the 2000s and usually along 
with the Taller de Investigaciones Gráficas. 
40 Mallarmé’s poem figures largely in the School’s history, beginning with an international phalène that 
took 16 years to complete. See Varios Autores, “Phalène del Golpe de Dados,” in Revista Amereida (Viña 
del Mar) 1 (1969; repr., Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de 
Arquitectura y Diseño, 2011), accessed November 4, 2014, 
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(The Heroes) (1981). The specialized library at the School of Valparaíso enabled students 

and faculty alike to access to a bevy of resources, thus addressing the poverty Eyquem 

lamented in his own education. This library further empowered and supported the School 

in their decision to emphasize teaching architecture over the professionalization of the 

discipline. 

It is not surprising that when Godofredo Iommi uttered the call to “volver a no 

saber” he was standing amid rolling, bare sand dunes (fig. 23). In this setting, the Beaux 

Arts model as a form of pedagogy truly seemed nonsensical. Instead, Iommi supported 

clearing the clutter this model as well as other forms of education had left in the minds of 

professors and students alike. The School of Valparaíso would teach with a clean canvas. 

In this sense, Iommi echoes the aims of the preliminary course developed by Johannes 

Itten during the early years of the Bauhaus. Itten developed this course in response to the 

prevailing model of education where the student blindly emulated the teacher. Itten wryly 

noted that when he was an art student in Switzerland, “the star students were those who 

made the best job of copying their professors.”41 The result was an overall absence of 

originality, as evident in the student applications to the Bauhaus Itten and his colleagues 

were reviewing for the 1919-1920 winter term: “The work they submitted for acceptance 

by the Bauhaus was devoid of individual expression. It was difficult to assess the 

                                                                                                                                            
http://wiki.ead.pucv.cl/index.php/Phalène_del_Golpe_de_Dados. There was also a performance of the 
poem with costumes at the Open City in 1987.  
41 Johannes Itten, Design and Form: The Basic Course at the Bauhaus and Later (rev. ed. New York: Van 
Nostrand Reinhold, 1975), 6. This text is a translation of Gestaltungs-und Formenlehre: Vorkurs am 
Bauhaus ind später, which was originally published in 1964 as Mein Vorkurs am Bauhaus; Gestaltungs-
und Formenlehre. 
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students' potential and character.”42 This lack of individual agency was something Itten 

was determined to rectify at the Bauhaus through his Basic Course. In addition to 

teaching the fundamentals—pairing students with their destined media and assuring they 

gained an understanding of compositional principles—students would learn how to be 

creative. The first task of the Basic Course was  

To liberate the creative forces and thereby the artistic talents of the 
students. Their own experiences and perceptions were to result in genuine 
work. Gradually, the students were to rid themselves of all the dead wood 
of convention and acquire the courage to create their own work.43 
 

For the Bauhaus “the dead wood of convention” was linked to an uninspiring top-down 

model of pedagogy. For the School of Valparaíso “the dead wood of convention” was a 

similarly outdated approach to teaching architecture from the Beaux Arts tradition. Both 

the Bauhaus and the School of Valparaíso sought to spark individual expression and 

creativity. For Leah Dickerman, Itten's Basic Course was an idealistic project for the post 

World War I period: 

Itten declared it his aim to rid students of "all the dead wood of 
convention"—a tabula rasa imperative deeply connected to the experience 
of World War I. The goal of such "unlearning" was to bring the young 
artist back to a state of innocence beyond the corruption of culture—to a 
childlike self—from which learning could begin anew.44 
 

In the wake of World War I Itten was among many figures in the cultural field who 

questioned the unchecked and horrific potential of technology in the modern world; and 

by extension criticized the society that had produced these weapons. Education at the 
                                                
42 Itten, Design and Form, 7. 
43  Ibid. 
44 Leah Dickerman, “Bauhaus Fundaments,” in Bauhaus 1919-1933: Workshops for Modernity, ed. Barry 
Bergdoll and Leah Dickerman (New York: The Museum of Modern Art, 2009), 17. Within this passage 
Dickerman cites the English translation of Itten’s Design and Form. 
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Bauhaus would reconnect students to the craft tradition of the Middle Ages and thus 

sidestep the trajectory that had led mankind to the Great War. With their interest in 

Hölderlin, Mallarmé, and other nineteenth-century poets, the School of Valparaíso looked 

backward to a distinct period of European history. Nevertheless, both schools used 

history in the process of “unlearning” as they skipped over the realities of their respective 

presents to embrace an idealized past. Thus, “volver a no saber” was a process of 

“unlearning” where School of Valparaíso faculty exerted more influence through their 

selection of primary sources: they would be the authors and control which outside 

sources entered the library they were building.  

In addition to Mallarmé, several other nineteenth-century French poets occupied 

the School’s reservoir of knowledge: Arthur Rimbaud, Charles Baudelaire, and the 

Comte de Lautréamont. Rimbaud is a notable influence, especially his belief regarding 

the poet as “seer,” where the poet is a courageous and adventurous figure. As Rimbaud 

emphasizes in a letter to Paul Demeny:  

The poet makes himself a seer by a long, prodigious, and rational 
disordering of all the senses. Every form of love, of suffering, of madness; 
he searches himself, he consumes all the poisons in him, and keeps only 
their quintessences. This is an unspeakable torture during which he needs 
all his faith and superhuman strength, and during which he becomes the 
great patient, the great criminal, the great accursed—and the great  learned 
one!—among men.—For he arrives at the unknown!45  
 

For Rimbaud, the poet is an admirable figure because he endeavors into the “unknown.”  

Iommi cited this famous proclamation by Rimbaud in his 1963 essay Lettre de l’Errant 

                                                
45 Arthur Rimbaud to Paul Demeny, 15 May 1871; repr. as “The ‘Voyant’ Letter to Paul Demeny, 1871” in 
Toward the Open Field: Poets on the Art of Poetry, 1800-1950, trans. Oliver Bernard, ed. Melissa Kwasny 
(Middletown, CT: Wesleyan University Press, 2004), 147. 
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(translated and published in 1976 as Carta del Errante (Letter of the Wanderer)).46 We 

can clearly see Rimbaud’s influence upon Iommi: the courage to “volver a no saber,” 

essentially to venture into the unknown, is the task of poet who can see into the future. 

Rimbaud’s simple yet stirring call continues to resonate because he transforms the poet 

into a locus of inspiration and action.  

Indeed, the French poets were such a profound influence for the School because 

they promoted the inclusion of poetry into everyday life. Though critics of the School of 

Valparaíso will use poetry as a slur or as an excuse to dismiss the group as eccentric, the 

place of poetry in the School’s activities is not difficult to comprehend. Iommi outlines 

the essential position of the poet by citing Lautréamont: 

"A poet must be more useful than any other citizen of his tribe," because 
he institutes time. The poet opens the testimony of this original passion. 
Poetry finds itself, before all contrary points, in the profound 
"contradiction  of my spirit with nothingness." Her mirror is always empty 
since she is the possibility of the mirror. Dreams and wakefulness, 
knowledge and ignorance, power and impotence, etc. are "significances." 
[…] Her relation with the unknown—what is beyond the accepted 
world—is essential since her act enables the possibility of creating and 
making a world there.47  
 

Poetry allows the School to grapple with the unknown and embrace the creative potential 

buried within, as Iommi notes during the 1971 inauguration of the Open City: “The sands 

seen during the poetic act of opening the lands gather the recreation, but in a more 

                                                
46 Godofredo Iommi, Carta del Errante (Valparaíso: Escuela de Arquitecura UCV, 1976; repr., Viña del 
Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 2011, accessed 
November 4, 2014, http://wiki.ead.pucv.cl/index.php/Carta_del_Errante), 8fn8. Citations refer to the 
Biblioteca Constel version. All translations from this text are my own. Iommi’s essay was originally 
published in 1963 as Lettre de l’Errant.  
47 Ibid., 5. In the first line of this statement Iommi cites Lautréamont’s Poésies (1870), though page 
numbers or publication information are not provided. 



 48 

thorough manner. The sands, there, tell us of the re-creation of this incessant volver a no 

saber.”48 The desire to cleanse their palette by returning to the unknown inspired the 

School to engage influences unorthodox for architects, like the French poets. This in turn 

rouses the School to form their own philosophies and create their world. Moreover, the 

French poets cast the pursuit of knowledge, of venturing into the unknown, as a 

continuous and dynamic process; thus countering the stagnation of Classical studies.  

SECTION C: “VOLVER A NO SABER” — THE PURSUIT OF EXPERIENCE  

With the slate wiped clean, so to speak, the School of Valparaíso felt an impulse 

to go out into the world, thus opening themselves to unfettered observation and first-hand 

experience. For example, at the PUCV Alberto Cruz was finally able to realize his 

proposal for students to wander the city, which had caused such a scandal in Santiago. 

During one exercise, students were given a photograph of a house in Valparaíso and 

challenged to find it in the labyrinth of hills and streets that characterize this port city. For 

Cruz this type of wandering was an invaluable teaching tool: “How can we know life? 

We believe that as we see it through space, going out into the city and walking around it. 

It cannot be known inside the classroom. It cannot be known through the accounts of 

others. It is known by going out into the city and walking around it.”49 Thus, wandering 

                                                
48 Iommi, Ciudad Abierta — Agora 7.1.1971, 7. 
49 Alberto Cruz, “Improvisation,” in Drifts and Derivations: Experiences, Journeys and Morphologies, ed. 
Erica Witschey and trans. John Norman, Laura Suffield, and Erica Witschey (Madrid: Museo Nacional 
Centro de Arte Reina Sofía, 2010), 160. Cruz’s essay was originally published in 1959 (Santiago: Primera 
Conferencia de Facultades Latinoamericanas de Arquitectura, Universidad Católica de Chile) and reprinted 
in 2012 (Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 
accessed November 4, 2014, http://wiki.ead.pucv.cl/index.php/Improvisación_del_Señor_Alberto_Cruz.). 
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in Valparaíso was connected to one of the goals of “volver a no saber”: to experience 

something anew. 

In addition to the task of locating a house, these urban wanderings were 

opportunities to personally gain layers of experiential knowledge. Alberto Cruz outlines 

the process and discoveries as follows: 

The students then go out into the city. […] Gradually observations start 
 taking shape and from all of this, a case arises. This city full of needs, 
 some particular, some general, some naive, all kinds of needs. Each 
 student discovers something that is missing in the city. From that 
 observation, from that revelation, emerges an architectural case which he 
 himself formulates, which he himself considers, which he himself 
 realizes.50 

 
This observation of what a city is “missing” and what it “needs” motivates the School; in 

later texts, professors will put a name to this concept—carencia (deficiency). As 

Professor Boris Ivelic notes, acknowledging such deficiencies is a positive observation 

since it is a call that results in action—to address these needs through the act of building, 

drawing, writing, etc.51 Most significantly, it inspires the School to leave the classroom 

and venture into the world. 

The founders felt that the most pressing carencia lay within the continent, away 

from the heavily populated zones on the coasts. Indeed, the School felt that a significant 

portion of South America suffered from abandonment. As Jolly states: 

The confirmations: we are in a continent that has been inhabited on its 
border. This reality, which has been positively formulated in Amereida [I], 
takes the shape of an interior sea, the South American continent has an 

                                                
50 Cruz, “Improvisation,” 166. 
51 Boris Ivelic (Architect; School of Valparaíso Professor, Nautical and Maritime Master’s Program), in 
discussion with the author, May 5, 2014, Escuela de Arquitectura y Diseño PUCV Campus, Viña del Mar, 
Chile. All translations from this interview are my own. 
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interior sea […] sea indicates a great extent, which our actions cannot 
comprehend; it also doesn't contain points that are distinguishable beyond 
their positions […] the interior American sea is America's unknown, and 
thus it is distinguished from the ignored that is in search of being known.52 
 

In this description School Professor David Jolly outlines the characteristics of the Interior 

Sea: it is incomprehensible and unknown. Yet, just as the carencias scattered throughout 

Valparaíso inspire the School to action, so does the monumental carencia of the Interior 

Sea. The School of Valparaíso will not ignore this region. They will travel to her on 

travesías and undertake numerous poetic and architectural activities.  As a space for 

experimentation, the Interior Sea accommodates the School’s ethos of “volver a no 

saber.” 

Jolly’s statement also highlights how the concept of the Interior Sea has been with 

the School since its re-founding; in Chapter 2 I will narrate the historical context 

surrounding this phrase. Since the travesías continue through today, the notion of the 

Interior Sea as a carencia has persisted for nearly fifty years. It is important to note that 

the Interior Sea is a construct, something the School of Valparaíso conjured when 

thinking about South America. An essential feature of this construct is the drive to 

experience the landscape first-hand, a sentiment echoed by Land artists like Robert 

Smithson. In 1966 Smithson signed on to work as an artist-consultant on a project for the 

Dallas/Fort Worth International Airport. A large part of his work involved surveying the 

land, both in terms of land and air, and thus considering questions regarding earth’s 

                                                
52 David Jolly, La capital poética de América: Relación poesía arquitectura (Saarbrücken: Editorial 
Académica Española, 2012, accessed November 4, 2014, http://www.tdx.cat/handle/10803/131862), 109. 
All translations from this text are my own.  
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curvature. The experience of being in Texas led him to champion a new type of 

immersive arts research:  

“Site Selection Study” in terms of art is just beginning. The investigation 
of a specific site is a matter of extracting concepts out of existing sense-
data through direct perceptions. Perception is prior to conception, when it 
comes to site selection or definition. One does not impose, but rather 
exposes the site—be it interior or exterior. Interiors may be treated as 
exteriors or vice versa. The unknown areas of sites can be best explored by 
artists.53 
 

This drive for real-time perception resonates with the School of Valparaíso, especially the 

sense of exploring "unknown areas of sites." By responding to a site through one's own 

perception, one can “expose” the site rather than “impose” premeditated ideas according 

to Smithson. In this light, the Interior Sea seems to be something to that is both exposed 

and imposed by the School of Valparaíso. Yet it is possible that a premeditated idea, like 

the Interior Sea, falls outside of the scope of something “imposed.” After all, it is unlikely 

that Smithson ventured to Texas without some ideas about his destination. As Martin 

Hogue notes, Land artists were especially invested in these questions regarding when and 

how a site is defined: 

[Richard] Long and [Robert] Smithson together suggest that it maybe 
enriching to think of a site as the structure of action that conditions our 
experience of any environment. With both, we are confronted with the 
idea that sites can exist in the mind’s eye before they are established as 
precise locations in the world. […] In this [Long and Smithson] dislodge 
the assumed primacy of location in the definition of a site and place it 
alongside the site as a concept—as a set of ideas and relationships in the 
mind.54 
 

                                                
53  Robert Smithson, "Towards the Development of an Air Terminal Site (1967)" in Robert Smithson: The 
Collected Writings, ed. Jack Flam (Berkeley, CA: University of California Press, 1996), 60. 
54 Martin Houge, “The Site as Project: Lessons from Land Art and Conceptual Art,” Journal of 
Architectural Education 57, no. 3 (February 2004): 57. 



 52 

Hogue’s statement regarding Richard Long and Robert Smithson resonates with how the 

School has invented the Interior Sea. When Godofredo Iommi was in Europe in the early 

1960s he was in a position (literally and figuratively) to contemplate South America and 

all the mysteries held within this continent. This dissertation began with a question posed 

to Iommi— “But what about America?” The response was the Interior Sea, a concept that 

encompasses both the condition of South America (carencia) and contains its treatment 

(travesía).  

Through their imagining of the Interior Sea, the School joins a long tradition of 

urbanites who look to the frontier as a space upon which to project hopes and ideas. As 

Katherine Manthorne highlights in her masterful essay on the art of Juan Manuel Blanes 

the frontier is an imaginary of the last open space: 

The cowboy came to be characterized as a skilled, self-reliant individual 
of the open spaces. The rider of the unfenced West was the last American 
to live the life of freedom that distinguished our frontiers. Just as artists in 
the United States, from Ranney to Remington, played the figure off 
against the open grandeur of the West, so Blanes depicted the gaucho 
beneath an enormous canopy of sky. It was one mode of expression of the 
American sublime, in which the indistinct horizon of the endless plains 
provided a source of both artistic inspiration and national pride. The 
delineation of American spaces (or the American delineation of spaces) 
possesses an eloquence all its own.55  
 

Therefore, the frontier is a place for respite, nostalgia, and experimentation as civilization 

drags humanity into the modern era. Nevertheless, while these “endless plains” stirred 

awe they also sparked unease:  

                                                
55 Katherine Manthorne, “‘Brothers Under the Skin’: Blanes’s Gauchos and the Delineation of the Frontier 
Types of the American West,” in The Art of Juan Manuel Blanes, ed. Gabriela Rangel (Buenos Aires: 
Fundación Bunge y Born, 1994), 191. 
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Empty space, the problems of territorial vastness and its conquest, was 
shared by North and South America. Washington Irving expressed this 
sentiment in 1835, following an expedition to the West: 'There is  
something inexpressibly lonely in the solitude of a prairie….here we have 
an immense extent of landscape without a sign of human existence. We 
have the consciousness of being far, far beyond the bounds of human  
habitation; we feel as if moving in the midst of a desert world’.56 
 

Washington Irving’s sentiments are a helpful point of dialogue to the School’s 

characterization of the Interior Sea. To begin with, both Irving and the School highlight 

mankind’s absence from the frontier. As I will touch upon throughout this dissertation the 

Interior Sea of South America was never truly as empty as the authors of Amereida I 

would leave one to believe. Indigenous settlements have existed in frontier spaces in 

North and South America for centuries. Regardless of these facts, Irving’s comment 

highlights a key undercurrent in the concept of the Interior Sea: the sense of stepping into 

a removed world, one that is palpably distinct from the world “of human existence.” 

Whether it is a “desert world” (as imagined by Irving), or an Interior Sea (as defined by 

the School of the Valparaíso), the frontier is not home. It is a place of bewilderment, in 

the positive and negative sense, and thus an irresistible siren.  

Returning to the topic of wandering and observation, these practices play a critical 

role in the travesías. During these journeys, the scale for wandering expands beyond local 

excursions as teams travel to remote places where most of the students have never been 

before. Unlike the photograph exercise in Valparaíso which revealed new details of an 

ostensibly familiar setting, on a travesía students are often immersing themselves in the 

unknown. Thus, traveling on a travesía is a tangible form of “volver a no saber” since 

                                                
56 Manthorne, “‘Brothers Under the Skin’,” 191-193. 
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participants have the opportunity to wander and observe a truly new space within the 

Interior Sea. During the 2013 travesía to Cochrane—a small town 1,362 miles south of 

Santiago in Chile’s Patagonia—students spent the first few days sketching the environs of 

the work site and walking around in order to better execute their plans for the obra.57 

During a travesía, the ethos of “volver a no saber” also appears as the participants 

commemorate moments through poetic acts and obras. For the 2013 Travesía Cochrane, 

there were several acts during the course of the 15-day trip. These acts were organized by 

the Grupo Ambito (Ambience Group) to celebrate significant travesía moments. For 

example, after checking-in at the airport in Santiago the group gathered on the sidewalk 

outside. Two members of the Grupo Ambito read fragments of Amereida I and other 

poems as the other twenty travesía participants stood shoulder to shoulder. The 

participants were instructed to close their eyes, soak in the sounds of the urban sphere, 

and once the reading was finished to shout out a single word that embodied what they 

were hoping to leave behind. Within 20 minutes, the travesía group commemorated their 

departing act. 

Travesía participants also summon the spirit of “volver a no saber” through the 

obra they erect during the trip. Two aspects of the obra highlight the travesía moment: its 

ephemeral character and the space for lingering it seeks to create. For the Travesía 

Cochrane, the team developed stations along the river where locals could stop and reflect. 

Students were encouraged to keep in mind the concept of the misericord. Professors 

                                                
57 For a basic summary of this travesía as well as insight on the guiding philosophy and planning process, 
see Appendix G. 
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David Jolly and David Luza were inspired by the way this ledge, usually found 

protruding from a seat in a church choir, offered the sitter minimal support. Instead of a 

seat meant for extended sitting, a misericord is for a moment of lingering. The idea of the 

misericord steers the students away from considering something perfunctory, like a 

bench, and more towards something with a spatial essence, something built for lingering. 

Though the misericord was constructed for temporary usage it nevertheless continued to 

have a presence when it was not in use. The professors furthermore encouraged their 

students to focus on lingering over extended sitting because the obra was never conceived 

as something permanent but rather something “leve and brief.”58 In this context, “brief” 

refers to the time allotted to build the obra. For example, the Travesía Cochrane was 

fifteen days long but the team only had 10 days to work after accounting for travel time 

and settling into Cochrane. Within that limited time period, fours days were dedicated to 

sketching and general leveling with the remaining six days left for students to work on 

their own stations.59  

Returning to the goal of creating a “leve and brief” obra, leve is a complex 

adjective that can mean many things (slight, light, minor). For example, the obra 

                                                
58 Escuela de Arquitectura UCV y Ciudad Abierta, Amereida en Barcelona (Viña del Mar: Taller de 
Investigaciones Gráficas, Escuela de Arquitectura UCV, 1996; repr., Viña del Mar: Biblioteca Constel, 
Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 2011, accessed November 4, 2014, 
http://wiki.ead.pucv.cl/index.php/Amereida_en_Barcelona), 10. Citations refer to the Biblioteca Constel 
version. All translations from this text are my own. 
59 Part of the delay in setting up the obras was the availability of lumber. On the first day of the travesía, the 
team flew from Santiago to Coyhaique. Since this is the largest town in the region, the team spent the day 
acquiring materials at a supermarket and Home Depot-like store. The bus the team hired for the seven-hour 
drive had limited space; therefore, with assurances that they would be able to find lumber in Cochrane, they 
left that off their list. However, once in town they realized how difficult it would be to acquire lumber. 
After a few days of phone calls and haggling, the professors secured a limited supply; the team also had 
access to beams and telephone-like poles from a recent demolition. 
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constructed during the Travesía Cochrane was a leve intervention into the landscape. In 

the material sense there was minimal change to the site. During the first few days of the 

travesía, a team of five students led by Professor Aide Valentina Requesens leveled the 

site in order to set up the border and plot the location of the eight stations (fig. 60). With 

the stations established, each pair of students worked on their own station: leveled the site 

in order to set down balanced stakes in specific places according to their design; broke 

ground; fixed the supports; laid down the beams; and added finishing touches of paint 

and landscaping. Perhaps the most invasive work took place as the students broke ground 

since each group dug three to four holes (each 19.6 inches deep) for the telephone-like 

poles—which they termed pollos since they are apollados (supports)—of varying heights 

(fig. 61). However, this was still a leve intervention since most of the pollos were barely 

visible; as supports they were only meant to hold the beams, which, in many stations, 

seemed to float in mid-air (fig. 62). The plot the students worked on was unfinished when 

they arrived. With rumors of a deck possibly being constructed in this area, the students 

had further reason to build with ephemerality in mind. Coupled with the economy of 

available materials, the students approached their obra without taking permanency into 

consideration. For example, they fixed the reclaimed poles into the ground solely with 

earth, water, and stones so with constant rain these beams will decay. Also the plot has 

not been thoroughly leveled or cleaned up as it would for a permanent construction. This 

travesía, as well as its precedents, follow the ethos of obras leves: slight and brief 

interventions.  
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It is important to note that the ephemeral and temporal nature of the travesía obra 

does not diminish its presence as an object. Since the travesía obra is meant to 

commemorate a specific place at a specific moment it is more than just a work. When the 

obra achieves this additional dimension it becomes a pormenor, which typically translates 

into “detail.” Within the School’s vocabulary, this word comes to describe how the obra 

draws visitors into such a place at such a moment, as Jolly notes in the following passage:  

The Pormenores aim to sing the possibility that every point in America 
holds, in accordance with the vision of Amereida. This is the possibility of 
erecting its present in a double sense: that of the here and now, and that of 
constituting a gift or donation. In this way the spatiality of the Pormenores 
adopts weight-bearing dimensions in order to accommodate bodies at rest. 
They have the possibility of being sat on, and at the same time their 
spatiality involves the beauty of the rivers’s clear waters and the distance 
made present on looking up.60 
 

The pormenor is a central concept to the travesía obra design and I will return to this idea 

in Chapter 5. For the purposes of the current discussion it is important to grasp how the 

philosophy of “the here and now” directs the building ethos for the School, both on the 

travesías and at the Open City. In 1992 the School built the Casa de los Nombres (The 

House of Names) in Ritoque. The structure was a gallery for an exhibition celebrating the 

School of Valparaíso’s 40th anniversary (fig. 55). Twenty-nine concrete pillars were 

needed to support a unique roof structure that could withstand the rough winds and the 

shifting sands. In light of this insurmountable geography, the School decided to work 

with nature: instead of leveling the dunes, they installed the pillars within a dune valley. 

                                                
60 David Jolly, “Obra terminada en Travesía a la Patagonia en Cochrane,” e[ad] Escuela de Arquitectura y 
Diseño, trans. Mary Anne Steane, accessed September 19, 2014, http://www.ead.pucv.cl/2013/obra-
terminada-en-travesia-a-la-patagonia-en-cochrane/. 
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Once the exhibition ended, Casa de los Nombres was demolished and today only a few 

pillars remain as “traces and evidence of that quality of appearance and disappearance 

characteristic of the landscape of dunes linked by the group to the idea of shedding, of a 

‘return to not knowing’.”61 (fig. 59)  

It may seem odd, if not completely contrary to the discipline of architecture, to go 

through the trouble of building the Casa de los Nombres or the stations in Cochrane just 

to celebrate “the here and now.” But for the School the structure is an accompaniment, 

like the poetic acts, and thus perceived as equally ephemeral. Just as the poetic acts carve 

a moment and space for an activity, so do the obras, as the authors of Amereida en 

Barcelona note: “And at a stopping place [during the travesía], we raise a work. Leve and 

brief. Which in the end is an agora or a lodge, a recreation room, or even a palace.”62 

Perceiving the “leve and brief” obra (whether on travesía or at the Open City) as a 

meeting place is a powerful gesture since it suggests that value does not come from 

permanence but what that obra offers at the moment: an exhibition space, a public forum, 

or simply a site for reflection. By drawing the visitor or visitors into the pormenor, the 

School maintains the dynamism of “volver a no saber” as people discuss, debate, and 

think.  

It should be noted that there is nothing really preventing this pormenor from 

lasting beyond the travesía itself. Indeed, in comparison to the poetic act since the obra 

has more of a material presence it has the potential to persist. For example, with the eight 

                                                
61 “House of Names (Casa de los Nombres)” in Valparaíso School, Open City Group, ed. Raúl Rispa 
(Montreal & Kingston: McGill-Queen’s University Press, 2003), 81. 
62 Escuela de Arquitectura UCV and Ciudad Abierta, Amereida en Barcelona, 10. 
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stations in Cochrane the travesía team indeed established a space for many people to 

linger, essentially an agora to complement the Mercado Municipal Tamango (Tamango 

Municipal Market) a few feet away. Thus, these stations can serve the community during 

and after the travesía, depending on what the town of Cochrane chooses to do with the 

obras. In actuality, the destiny of the travesías obras is left in the hands of the 

townspeople who can either disassemble the obras, let them deteriorate, maintain them, 

or build a new work off the original design. Therefore the travesía teams leave these 

obras open-ended, something I will discuss at length in Chapter 5. This factor of open-

endedness does not signal the work’s permanence but instead underscores the experience 

of the travesía. A similar approach is at work among the Land artists, as Hogue notes:  

When sites are considered to be something more than a location awaiting 
 a project, we are confronted more clearly with the quality of open- 
 endedness and incompleteness that accompanies any completed project. 
 It suggests a sense of humility and the need to design with change in mind 
 in a way that can actively accommodate future growth. Lastly, it clarifies 
 the point that places are formed over time, and in time a site is a process.63 

 
With Hogue’s statement we can appreciate how the School of Valparaíso initiates two 

periods of time during a given travesía. The first period is the most proximate and 

involves the time of the travesía itself, what I have been calling the “travesía moment.” 

The second period begins at the end of the travesía, where the obra can become 

transformed depending on what townspeople decide. With over 150 travesías completed 

as of 2014, the School has transformed the Interior Sea into a site that is very much “a 

                                                
63 Houge, “The Site as Project,” 59. 
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process,” to borrow Hogue’s phrase. I will explore this transformation in fuller detail in 

Chapter 5. 

In their pursuit of knowledge and experience the School of Valparaíso is in 

communion with essential epistemological questions, namely how can a school acquire 

knowledge? The School accomplishes this in part as faculty write essays and translate 

important works for the common library. The remaining knowledge is obtained 

empirically through wanderings. For example, students typically return from a travesía 

with a host of data: photographs, sketches, notes, and plans. These materials —collected 

from all the travesías the student participated in during her tenure at the School, usually 

five—are published within their theses. Beyond this output, which helps students 

complete their coursework, the travesías are unique, immersive experiences. By 

celebrating the moment through poetic acts and obras leves, the travesías propose 

architecture that commemorates the “here and now,” to cite Jolly. Most importantly, the 

travesías are recurring gestures that aim to demystify the Interior Sea. 

SECTION D: “VOLVER A NO SABER”—PEDAGOGY OVER PROFESSIONALIZATION  

Returning to the breakup with the PUC, there is another critical factor that pushed 

the group of dissidents away: the commercial path the PUC was leading its students. In 

the 1940s, professors at the PUC as well as other architecture schools worked as 

architects and taught on the side. As Francisco Méndez recalls, this led to insipid 

assignments: 

I remember a project that I had to do for an emperor’s palace on a faraway
 island. Those were the topics. In the [PUC] architecture school at that 
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 time there weren’t full-time professors, rather they taught for free. They 
 worked in commercial architecture. They tried to teach us the styles that 
 sold the best.64 

 
Alberto Cruz and the other members of the dissenting group shared a passion for 

teaching. Thus, part of the deal with the PUCV Rector was the formation of the Instituto 

de Investigaciones Urbanísticas y Arquitectónicas de la Universidad (Urban and 

Architectural Investigations of the PUCV; also known as the Instituto de Arquitectura). 

This would be a place where the group could fully immerse themselves in architecture as 

a discipline, not just as a profession. Miguel Eyquem recalls: 

The Institute was for study and thus we could hold some classes. In this 
 School of Valparaíso there were great architects as professors. But they 
 were professionals who were [teaching in] passing at the School. Godo 
 convinced us that a university professor could not be a man in passing, 
 with a small prop of some book that he had the chance to read between 
 a Saturday and a Sunday. No, it has to be with studies, one has to be 
 dedicated. And so he said, "We are going to do something, we are going 
 to have it so the university supports, in a very minimal, very modest way, 
 our daily private life. And thus we could dedicate ourselves to study."65  

 
As Miguel Eyquem’s quotation illustrates, there were many “great architects as 

professors” at the PUCV. For example, Carlos Bresciani served as Dean of the School of 

Architecture from 1952 through his death in 1969. In addition to witnessing the birth of 

the School of Valparaíso he remained active with Bresciani Valdés Castillo Huidobro 

(B.V.C.H.), the legendary Chilean architecture firm. From 1954 through 1964, the public 

housing project Unidad Vecinal Portales was built in Santiago: “[this project] was 

                                                
64 Alejandro Crispiani, Horatio Torrent, and Rafael Moya, “Interview: Francisco Méndez Labbé,” in La 
Escuela de Valparaíso y sus inicios, 22. 
65 Crispiani, Torrent, and Moya, “Interview: Miguel Eyquem Astorga,” 64. “Godo” is Godofredo Iommi’s 
nickname within the School.  
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internationally recognized following its publication in the book The New Brutalism, by 

Reyner Banham.”66  

Teaching architecture full-time was such a novel concept during this period that 

the new arrangement at the PUCV “caused a great scandal in their families because they 

didn’t believe there was a future in it,” as Francisco Méndez remembers.67 Nonetheless, 

the founders persevered with the Institute. It served as a place for them to immerse 

themselves in pedagogy, reflecting their commitment to architectural education before 

architecture as a profession.68 When this center met its end following the University 

Reform, the professors turned their attention to founding the Open City. The Reforma 

Universitaria was a movement that began in 1967 and involved the eight Traditional 

universities of the Chilean higher education system at that time, among them the PUCV. 

The protagonists (students and faculty alike) sought more representation within the 

University administration, and beyond that, more involvement in “the development and 

modernization of the nation.”69 The Reform process lasted several years and was cut short 

by the coup d’état in 1973, which initiated another process of change for the universities. 

                                                
66 Horatio Torrent, “Abstraction and Tectonics in Chilean Architecture since 1950,” in Chilean Modern 
Architecture Since 1950, ed. Malcolm Quantrill (College Station, TX: Texas A&M University Press, 2010), 
98. Bresciani’s influence upon the deviant Instituto group has yet to be fully developed; however it is 
interesting that one of the masters of Chilean modernism should be working in such close proximity.  
67 Crispiani, Torrent, and Moya, “Interview: Francisco Méndez Labbé,” 25. Méndez also notes how they 
pooled their salaries and shared living quarters in the spirit of establishing a community. 
68 The Institute was a center of studies within the School of Architecture, composed of some professors 
from the School. It is fairly common to confuse the School of Architecture with the Institute, mostly from 
mapping the projects from this period and determining whether they originated from the School or the 
Institute. In its brief lifespan (1953-1968) the Institute worked on several projects: a Benedictine 
monastery, the Navy School, the Parish of Santa Clara, and the Jean Marmoz House in Santiago. 
69 “La reforma universitaria y el movimiento estudiantil,” Memoria Chilena, Biblioteca Nacional de Chile, 
accessed July 11, 2014, http://www.memoriachilena.cl/602/w3-article-705.html. All translations from this 
text are my own. 
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According to Memoria Chilena, this process included “the purification of the teaching 

body for political reasons, the elimination of a vast number of university centers, 

especially in the social sciences, and dispensing with the representative student 

organizations.”70  

The School of Valparaíso was involved with the University Reform from the 

beginning.71 The year the movement began the School drafted a letter to Bishop Emilio 

Tagle Covarrubias outlining their grievances with the PUCV, denouncing the University 

leadership, and proposing their recommendations. As the Grand Chancellor of the PUCV, 

Bishop Tagle Covarrubias had the power to directly name the university’s hierarchy. 

Throughout the period of the University Reform (1967-1973) School faculty—

specifically Godofredo Iommi—drafted several missives related to this matter.72 In the 

end, the University Reform did not come to full fruition and the School’s proposals were 

dismissed by the powers that be. These manifestos from the University Reform era were 

nonetheless significant for the School’s development. For example, in “De la reforma” 

                                                
70 “La reforma universitaria y el movimiento estudiantil.” 
71 By their own estimation the School initiated the movement in Chile, which was part of the larger 
constellation of international protests: “No sociologist, [political] party, or intelligence service could 
foresee how a small problem in Nanterre would finish, two years later, forcing de Gaulle’s resignation, that 
a minor aggression would [inspire] a campground battle in Japan to the murders in Mexico […] or that in 
Chile the capture of the School of Architecture of the Universidad Católica de Valparaíso would result in 
University Reform on a national scale.” (Iommi, “De la reforma,” 4.) 
72 The first document was the June 15, 1967 letter to the Bishop. Beyond resting in the hands of the Bishop 
this letter remained an internal document until it was published by El Mercurio de Valparaíso on June 16, 
1968. This document reappeared abridged within Fundamentos de la Escuela de Arquitectura Universidad 
Católica de Valparaíso 1971 (Santiago: Talleres del Consejo de Rectores de las Universidades Chilenas, 
1971) as “Manifiesto del 15 de Junio de 1967” with Godofredo Iommi as the author. Fundamentos also 
republished Iommi’s “Voto propuesto al Senado Académico,” which originally appeared in November 
1969.  
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(1969) Iommi reflected on how universities could and should shape the lives of those 

who are part of that community:  

What to do then? It seems to us that America has the base to open itself 
and extend an adequate position to the need that is outlined in the student 
movements. Universities, we believe, should decisively give way to aunar 
vida, trabajo y estudio. They should go from being abstract or merely 
juridical communities to being real communities of life, work, and study 
founded in liberty and true self-management.73 
 

One of the key goals for the School of Valparaíso was to “aunar vida, trabajo y estudio” 

(unite life, work, and study).74 Though the Reform ultimately did not pass, the School 

was able to realize this dream at the Open City where life, work, and study were bound 

together within a landscape of lodges, agoras, and outdoor sculptures. With the freedom 

they enjoyed at the Open City, the professors could finally exercise their version of 

Gesamtkunstwerk. In the 1919 Cathedral Manifesto Walter Gropius imagined a school 

that would “bring together all creative effort into one whole, to reunify all the disciplines 

of practical art—sculpture, painting, handicrafts, and crafts—as inseparable components 

of a new architecture.”75 Therefore for the Bauhaus Gesamtkunstwerk was a true 

synthesis of the arts in order to define a novel approach to architecture. At the School of 

Valparaíso poetry, the visual arts, design, and architecture co-mingled in the pedagogy. 

However the most potent example of synthesis occurred among abstract ideals of life, 

work, and study. The School of Valparaíso’s version of Gesamtkunstwerk defined a new 

                                                
73 Iommi, “De la reforma,” 4. 
74 This phrase first emerged in Iommi’s “De reforma,” which was published in the Anales de la 
Universidad de Chile a few months before it reappeared in “Voto Propuesto Al Senado Académico 1969” 
(Fundamentos de la Escuela de Arquitectura Universidad Católica de Valparaíso 1971). This motto 
frequently appears in texts related to the Open City. 
75 Cited in Dickerman, “Bauhaus Fundaments,” 27. 
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architectural pedagogy that is exercised every day at the Open City and every day of the 

travesías. In both cases of the Bauhaus and the School of Valparaíso, teaching not only 

ceases to be a side project but also leaves the bounds a regular school day’s time and 

place. As teaching (and learning, in the case of the students) is completely absorbed into 

daily life, the School of Valparaíso fulfill their original commitment to pedagogy and the 

quest to “volver a no saber.” 

The decision of the founders to fully invest themselves in teaching—and indeed 

make it part of their everyday life—put them at odds with the direction of mainstream 

architecture. As the founders were orchestrating the rebirth of the PUCV School of 

Architecture and the 1965 Travesía Amereida, Chilean architecture was setting the course 

for the nation’s modernization through projects like B.V.C.H.’s Unidad Vecinal Portales, 

Emilio Duhart’s 1966 building for the Comisión Económica para América Latina y el 

Caribe (CEPAL (government offices, affiliated with the UN), and Luis Prieto 

Vial/B.V.C.H.’s 1967 Torres Tajamar apartment towers. Whether catering to citizens on 

public assistance, bureaucrats, or urban dwellers, these projects reflect how “architecture 

formed part of a social project that aspired to build a modern country, and therefore, 

many of its approaches and techniques remain in harmony with the social aspiration of 

‘the man in the street,’” to cite Horatio Torrent.76 Thus Chilean modernism echoes the 

aspirational goals laid out by figures like Le Corbusier who felt modern architecture 

could significantly improve people’s lives. Perhaps the most striking characteristic of this 

period—outlined below by Humberto Eliash and Manuel Moreno— is the absolute 

                                                
76 Torrent, “Abstraction and Tectonics in Chilean Architecture since 1950,” 100-101. 
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absorption of modernity as a style for the government, private architectural firms, and 

schools of architecture:  

At the end of the 1950s, the institutionalization of modernity, the 
professional decline of the generation formed in the 1920s and the 
University Reforms produced an unprecedented event in the brief history 
of our architecture: the almost absolute hegemony of modernity as an 
architectural expression.77 
 

If the 1930s and 1940s signaled the struggle to include modern ideas into Chilean 

architectural discourse, a couple decades later this movement was the discourse. 

Nevertheless, the School of Valparaíso was not on board with the functional and 

bureaucratic turn architectural modernism had taken in Chile. 

As the new group of professors at the School of Valparaíso sought ways to give 

pedagogy a more prominent place, they were more in tune with architects around the 

world who were channeling their energies into alternate modes of architectural 

expression. Groups like Archigram and Superstudio abandoned architectural practice all 

together and dedicated themselves to projects on paper. The British group Archigram 

published magazines and criticized what architectural modernism had become (fig. 77):  

The first Archigram was an outburst against the crap going up in London, 
 against the attitude of a continuing European tradition of well-mannered 
 but gutless architecture that had absorbed the label "Modern," but had 
 betrayed most of the philosophies of the earliest “Modern."78 

 
The Italian group Superstudio were infamous for their collages of post-apocalyptic scenes 

that reflected the failures of modernism (fig. 80):  

                                                
77 Humberto Eliash and Manuel Moreno, Arquitectura y modernidad en Chile: 1925-1965 Una Realidad 
Multiple (Santiago: Ediciones Universidad Católica de Chile, 1989), 96. 
78 Peter Cook, “Archigram, the Name and the Magazine,” Perspecta 11 (1967); cited in Simon Sadler, 
Archigram: Architecture without Architecture (Cambridge, MA; London: The MIT Press, 2005), 11. 
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Where do you think you’ll end up by taking the Utopian Road? Do you 
really think that this is the way out of the mistakes and the misery that 
surrounds us? Have you forgotten that this road is as long as the existence 
of man and that no one has ever found a resting-place along it? Can’t you 
see that it is illuminated by a false light; that the footsteps you can hear 
advancing are the sounds of dreams, that the lakes you can see from it are 
a mirage, a shimmering fata morgana provoked by the blinding sun?79 
 

Between the presumed gutlessness of the modernist aesthetic signaled by Archigram and 

the empty promises projected by the ethos guiding this style according to Superstudio, 

architectural modernism did not have much to recommend itself. Thus on these points, 

and no doubt dozens more, architects worldwide stopped practicing their craft in the 

commercial sphere. Professors at the School of Valparaíso eventually abandoned 

independent architectural practice once the agenda of the new group became 

consolidated. They did not reject the profession of architecture simply because they 

wanted to teach; there was more to it as Francisco Méndez emphasizes: “We felt that 

professional architecture had become corrupted. Even through today. One sees the type of 

buildings that are being made and, architecturally speaking, they are bloodcurdling.”80 

Thus, as they commune with groups like Archigram and Superstudio, the School of 

Valparaíso sets its sights on architectural pedagogy. 

Cook’s assessment that contemporary architecture had lost its way—“betrayed 

most of the philosophies of the earliest ‘Modern’”—resonated deeply with the School. To 

begin with, Alberto Cruz and other founding faculty members embraced modernism as 

students and young professors: they were part of the first generation to graduate from 
                                                
79 Superstudio, “Utopia, Antiutopia, Topia,” In 7 (September-October 1972): 93; cited in Terence Riley, 
The Changing of the Avant-Garde: Visionary Architectural Drawings from the Howard Gilman Collection 
(New York: The Museum of Modern Art, 2002), 32.  
80 Crispiani, Torrent, and Moya, “Interview: Francisco Méndez Labbé,” 25. 
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architecture schools, just as modern ideas were arriving in Chile; and they were 

prominent in the reform movements to integrate modernism into the PUC curricula. The 

discord between the founders (who at that time were the PUC dissidents) and their 

colleagues was rooted in the different paths each party was taking. The PUC dissidents 

“questioned the line of modernity connected to functionalism and the international style 

that Dean Sergio Larraín assumed as they searched for a modernism that was more 

committed to poetic values and of their own expression.”81 Thus, as Larraín steered the 

PUC alongside Chilean mainstream architecture, Cruz and company took a more esoteric 

direction. Instead of glorifying Le Corbusier, the late Bauhaus, and other heroes of classic 

architectural modernism the founders rooted their influences further back in time with the 

nineteenth-century French poets and the avant-garde milieu of the early twentieth-

century. In this manner, the School returned to the pre-origins of the modern movement, 

dwelling in the philosophies that formed “the earliest ‘Modern,’” like Rimbaud’s dreams 

of the poet as visionary. 

This disagreement in fundamentals translated into the School of Valparaíso’s 

marginalization from the discourse of other architecture schools in Chile. For a long time 

the PUCV architecture school was one of a few in the country. This is evident in the first 

few issues of the architecture magazine Revista CA, which regularly featured a list of 

recent graduates from the main Schools of Architecture in the 1960s: Pontificia 

Universidad Católica de Santiago (PUC), Universidad de Chile, and Pontificia 

Universidad Católica de Valparaíso (PUCV). Throughout the 1970s and 1980s, Schools 
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of Architecture formed at the Universidad de Valparaíso, Universidad Bio-

Bio/Concepción, and Universidad del Norte.  

Perhaps in response to this growth the Colegio de Arquitectos de Chile, the entity 

publishing Revista CA, established the Bienal de Arquitectura (Architecture Biennial) in 

1977.82 Tracing the history of these biennials reveals the emergence and submergence of 

schools of architecture in Chile. For example, from the outset Colegio de Arquitectos 

affirmed the principal schools of architecture by including them in the biennial: PUC, 

Universidad de Chile, Universidad Bio-Bio/Concepción mounted their own exhibitions in 

1981. The purpose of featuring these three Schools was to give a glimpse of their 

pedagogy. In the case of the Universidad de Chile, their rhetoric centers on the 

possibilities architecture offers man to be the creator of his own world:  

Regarding architecture, for us, is to dream the realized work, to feel the 
sensation of its presence within ours. To create an unreal world that will 
make it possible to consider ourselves as human. Perhaps trees and the 
crane dream but the dream of men is the announcement of our condition 
[as] similar to God. To give architectonic facilities is to feel like a creator, 
to touch and rediscover that material that acquires in ourselves our 
dimension, that quality that makes us diverse and serves to glorify that 
unique essence of architecture “The Infinite Celebration of Space.”83  
 

The Pontificia Universidad Católica de Santiago had several workshops involved in their 

exhibition. One workshop included a practical statement, aimed at forming students into 

professional architects:  

                                                
82 Established in 1942 the Colegio de Arquitectos de Chile is a trade association for architects that offers 
many training and continuing education services as well as access to a library. Membership is based on a 
degree from an accredited Chilean university. The Colegio de Arquitectos awards the Premio Nacional de 
Arquitectura, one of the most prestigious awards within Chilean architecture. 
83 Alberto Sartori, “Arquitectura Joven—U. Chile,” Revista CA 31 (November 1981): 58, accessed 
November 6, 2014, http://www.revistaca.cl/webca/pdf/031.pdf. All translations from this text are my own. 
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With them, the Workshop proposes from the first moment to maintain the 
 student confronting the chores specific to an architect. The place of work 
 in the School, the whole system of corrections, and the support with 
 complementary grouped works, seek to constitute the Workshop, through 
 the existence of a common language.84  

 
The School of Valparaíso’s poetic tone is clearly distinct from the more functional 

discourse of other architecture schools in Chile. Even the slightly poetic air of the 

Universidad de Chile, with its “architect-as-God” overtones, clashes with the communal 

and contemplative stance of the PUCV. For example, in La Ciudad Abierta: de la Utopía 

al Espejismo Iommi and Cruz note how the School’s approach to architecture (i.e. 

building spaces for bodies) is in contrast to mainstream architecture:  

Our conception signifies a posture before power: that which dominates 
nature and constructive operation; not to negate or diminish it but simply 
to volver a no saber and thus really find oneself with it. And in this we are 
also in a posture opposed to the professional that constitutes himself in 
adapting to power, including to that power that distills from a pure 
fecundation.85 
 

Perhaps due to the arrival of more Schools of Architecture with similar agendas and the 

formalization of mainstream architectural pedagogy, the School of Valparaíso receded 

from architectural discourse. Indeed, PUCV students scarcely participated in the 1981 

Biennial and were not present at all two years later. 

People frequently conflate the School of Valparaíso’s departure from mainstream 

architectural with their withdrawal from the world, and thus their total immersion in 
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esoteric matters. The Open City largely informs this stereotype since the project 

physically removed the School from the public. In an essay exploring the meaning of the 

Open City, Alfredo Larreta highlights the curiosities surrounding this project: 

Anyone who has observed the seemingly absurd constructions, almost 30, 
which are defiantly raised in the dunes of Punta de Piedra, en route to 
Quintero, have always been surprised. Half-finished buildings, a curious 
and enormous stockade that serves as an ornament and as a means of 
containing water deposits, are disseminated throughout the “city." This is 
the "Open City" of Ritoque, known as "Amereida," which is the name 
with which the cooperative—the legal form given to this group of 
architects and artists—was baptized. Based on the premise that 
architecture is an art, they united [architecture] to poetry. But, what does 
architecture have to do with poetry? The truth, from the perspective of this 
group of architects, [through] the shared life in the Open City, is that they 
felt obligated to indissolubly unite their conception of poetry and other 
manifestations of art, which had never been done before and which is still 
debated.86 
 

Larreta underscores several points that are fundamental to the aura of mystery that began 

to surround the School once they inaugurated the Open City in 1971. First, though El 

Mercurio Valparaíso is a local newspaper for the communities on the coast, including the 

sand dunes of the Open City, it is likely that many readers are unfamiliar with the site 

considering that it cannot be viewed from the road or visited without invitation.87 Second, 

even among those who have visited, the constructions can seem “absurd” or enigmatic. 

Third, when Larreta ventures to ask the most fundamental question about the School—

why is an architecture school so keen on poetry—the answer is vague: simply because 

                                                
86 Alfredo Larreta, “El porqué de la ‘ciudad abierta’” El Mercurio (Valparaíso), September 26, 1982. All 
translations from this text are my own. For a longer excerpt of this quotation, see Appendix E.  
87 The first time I visited the Open City in 2011, my taxi driver and I were lost for over an hour. Though my 
contact at the Open City had provided me with a list of phrases to use in case I got lost (i.e. “where the 
architects from the Catholic University live”) the locals were in the dark. I finally found someone who 
vaguely knew where I was trying to go and when he said, “Oh, the place with the weird architecture where 
all the “gringos” [foreigners] visit” I was relieved.  
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they want to. The Open City is not the best ambassador for the School of Valparaíso 

because, as a complex project, it cannot communicate the School’s beliefs in a 

straightforward manner. Moreover, it was not built to serve the public but the members of 

the School of Valparaíso.  

Yet scholars in particular return to the Open City as their touchstone. Rodrigo 

Pérez de Arce links the School’s displeasure with the architectural profession to their 

secluded building activity, following the inauguration of the Open City and the return to 

the travesías in 1984: 

[…] between the everyday intimacy of the Open City in Ritoque on the 
one hand, and the far-off destinations of so many travesías on the other, 
the experiences of the Valparaíso group became radically polarized, and 
finally separated by the breach which occurs between habit and memory: 
since 1970, the majority of the group’s works have been seen either in the 
Open City, or in the destinations of the travesías, with all of them side-
stepping the market and the channels it normally provides for typical 
professional practice.88 
 

Though the School builds obras in at the Open City and during the travesías they are 

mostly inaccessible due to the “intimacy” of the former and the “far-off” locations of the 

latter. Pérez de Arce does not take into account how the temporal ethos behind these 

projects dictates their accessibility, more so than their location. After all, those present 

during a travesía or invited to Ritoque are able to view the obras and mark them in their 

memories. Nevertheless, Pérez de Arce is correct in highlighting that only a small group 

of people will ever see these works. Thus, for all intents and purposes these obras “side-

step the market” and are beyond the reach of mainstream architecture. Since the projects 

                                                
88 Rodrigo Pérez de Arce, “So Far, Yet So Near: The Open City and the Travesías,” in Valparaíso School, 
Open City Group, ed. Raúl Rispa (Montreal & Kingston: McGill-Queen’s University Press, 2003), 13. 
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erected at the Open City and during the travesías were not paid commissions, there was 

never really a question of the School’s place within the market. Yet since this is the 

traditional “channel” for the “professional practice” of architects, where does that leave 

the School of Valparaíso? If they are not creating visible works of architecture, with 

accompanying press and photographs, are they still part of the discourse? 

By focusing on the post-Open City history of the School Pérez de Arce overlooks 

the 1960s, when the School of Valparaíso was indeed invested in building projects that 

were highly visible and public. It was the School’s frustration with the PUCV that 

ultimately drove them underground, so to speak: 

Despite having always collaborated with the requests of the nation, and on 
a real level of study (churches in the south, an interdisciplinary study of 
the Rocuant shanty town, studies for the Bishop and Diocese after the 
1960 earthquake; government survey of the city of Quillota after the 1965 
earthquake; a study of 26 cases for the Operación Emergencia under the 
charge of the Province of Valparaíso, acts with the workers from the sea—
from Horcón to Caleta El Membrillo—the participation of students for the 
summer chores, etc.) the University Directorate did not vacillate in slyly 
attacking the School, characterizing it as “an Ivory Tower,” closed, 
impermeable to dialogue, or utopian, attempting to discredit it before other 
departments and Schools and before its own students.89 
 

This statement is part of a missive the faculty drafted to outline their grievances with the 

PUCV during the University Reform movement of the late 1960s. It is remarkable to 

consider that the stereotype of being “closed, impermeable to dialogue, or utopian” 

existed as early as 1967, years before the Open City materialized. Despite a robust track 

record of public projects, and a willingness to collaborate when summoned, the School 
                                                
89 Carlos Bresciani, Fabio Cruz, and Alberto Cruz to Bishop Emilio Tagle Covarrubias, letter, 15 June 
1967, 6. Archivo Histórico, Pontificia Universidad Católica de Valparaíso, accessed November 5, 2014, 
http://archivohistorico.ucv.cl/files/historia/19670615_ManifiestoArquitectura.pdf. All translations from this 
text are my own. 
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was still written off as removed and strange perhaps because of the contemporaneous 

phalènes and the 1965 travesía. Therefore I would argue that the seeds for the School of 

Valparaíso’s withdrawal were present from their re-founding in 1952 since their core 

beliefs have always bewildered others. The possibility of setting up the Open City simply 

gave them a dedicated space where they could experiment beyond the critical view of the 

PUCV.  

The question of autonomy is a significant undercurrent among the School’s 

activities that I have outlined in this chapter. Therefore it is important to highlight the 

brands of autonomy in question since, as a chameleon term, it has various shades. During 

the University Reform period, the School desired autonomy for PUCV faculty, students, 

and staff: “Democratization (understood as access for all or for those with the most 

aptitude, and autonomy for their own management).”90 In this abstract way, Iommi 

signals the freedom to manage one’s own affairs as one of the School’s fundamental 

requests. Thus, the School of Valparaíso sought a degree of autonomy within the 

institution of the university. Another move for autonomy is also evident as the School of 

Valparaíso maneuvers to break away from the Beaux Arts model, which for decades had 

been the standard pedagogical program. Though the School is not unique in this move, 

since many other architecture schools in Chile were also restless in the 1940s and 1950s, 

the School took things much farther. Through their epistemological enterprise the 
                                                
90 Godofredo Iommi, “Voto Propuesto al Senado Académico 1969,” in Fundamentos de la Escuela de 
Arquitectura Universidad Católica de Valparaíso 1971 (Santiago: Talleres del Consejo de Rectores de las 
Universidades Chilenas, 1971; repr., Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, 
Escuela de Arquitectura y Diseño, 2011, accessed November 5, 2014, 
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founders ensured future generations would have the intellectual autonomy they did not. 

Indeed, we can read many of the School of Valparaíso’s activities as moves to gain 

greater autonomy within the PUCV (establishing the Institute; fighting for University 

Reform) as well as within their discipline (teaching full-time and not having to practice as 

architects; making obras leves wherever they wanted). 

On the other hand, they do not wish to be wholly autonomous from the field of 

architecture or the field of academia. The School is certainly critical of the architectural 

profession—namely, the direction mainstream architecture is moving and how this relates 

to architecture schools. But they remain invested in architecture as a discipline, as 

something that is worth teaching. Thus they find a way of remaining within the field yet 

proposing a unique discourse that is often out of touch with prevailing trends, which I 

outline in Chapter 4. With regards to the PUCV the School has a history of institutional 

critique, which I will also explore in Chapter 4. Yet, they never sought to break away 

from the university and become an independent collective. 

Their most radical maneuver for intellectual autonomy occurred with the founding 

of the Open City, where they could freely work, study, and live; and in this regard fulfill 

the historical avant-garde’s mission to merge art with the praxis of life. Through this 

goal, the School of Valparaíso circles back to the historical avant-garde’s defining battle. 

These early twentieth-century artists found bourgeois society guilty of engendering 

autonomous art, that is providing an environment where art was no longer connected to 

life. Thus, among the figures of the historical avant-garde, this brand of autonomy had a 

negative connotation. As Peter Bürger notes: 
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The European avant-garde movements can be defined as an attack on the 
status of art in bourgeois society. What is negated is not an earlier form of 
art (a style) but art as an institution that is unassociated with the life praxis 
of men. When the avant-gardistes demand that art become practical once 
again, they do not mean that the contents of works of art should be 
socially significant. Rather, it directs itself to the way art functions in 
society, a process that does as much to determine the effect that works 
have as does the particular content.91 
 

For the historical avant-garde bourgeois society had detached art from “the life praxis of 

men,” essentially making art sterile. By integrating art into the praxis of life, artists of the 

avant-garde could propose a new function for art. Through the project of the Open City 

the School of Valparaíso endeavors to make their art a part of their daily practice, 

merging it to such a degree with other tasks that it is often difficult to discern what is 

work, what is study, and what is life. Nevertheless a complete assimilation of art into life 

does not occur among the School’s activities, just as it did not with the historical avant-

garde. The School has achieved autonomy for their intellectual practice, which allows 

them to work freely at the Open City, in the travesías, etc. Yet they do not seek complete 

institutional autonomy since the faculty did not leave the PUCV to completely immerse 

themselves in the Open City. This could have been an option, in theory, since the 

Cooperativa owns the land and they could pay their expenses through other means. It 

seems that within the limbo suspended between creative autonomy and remaining 

tethered to the PUCV the School has found an ideal space. As Bürger warns, 

Given the experience of the false sublation of autonomy, one will need to 
ask whether a sublation of the autonomy status can be desirable at all, 
whether the distance between art and the praxis of life is not requisite for 

                                                
91 Peter Bürger, “The Negation of the Autonomy of Art by the Avant-garde (2002),” in Participation, ed. 
Claire Bishop (London: Whitechapel; Cambridge, MA: MIT Press, 2006), 48. 
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that free space within which alternatives to what exists become 
conceivable.92 
 

It is precisely within this “free space” where the School of Valparaíso can aspire to fuse 

art and the praxis of life without the risk of achieving it since “an art no longer distinct 

from the praxis of life but wholly absorbed in it will lose the capacity to criticize it, along 

with its distance.”93 Perhaps after so many power shifts, the faculty could not completely 

break with the PUCV: the dissidents from Santiago initially had significant power since 

they were being recruited, they had specific terms, etc.; but with the Reform, the faculty 

were no longer in such an influential position. As many have argued, this historic 

moment pushed them to the Open City though not so far that the professors were willing 

to quit their posts. In the end, what kept the faculty tethered to the PUCV was their belief 

in architectural pedagogy, specifically their belief in their own manner of teaching 

architecture. 

Within this discussion of the School’s autonomy, it is essential to keep in mind 

that while the School criticizes the architectural profession or of the PUCV as an 

institution, they do so as members of both fields, to borrow Pierre Bourdieu’s sense of 

this term. And as Bourdieu notes, the field is maintained by such struggles for power: 

In a field, agents and institutions constantly struggle, according to the 
 rules constitutive of this space of game, with various degrees of strength 
 and therefore diverse probabilities of success, to appropriate the specific 
 products at stake in the game. Those who dominate in a given field are in 
 a position to make it function to their advantage, but they must always 
 contend with the resistance, “political” or not, of the dominated.94 

                                                
92 Bürger, “The Negation of the Autonomy of Art by the Avant-garde (2002),” 52. 
93 Ibid., 49. 
94 Loïc J.D. Wacquant, “Towards a Reflexive Sociology: A Workshop with Pierre Bourdieu,” Sociological 
Theory 7, no. 1 (Spring 1989): 40. 
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As Bourdieu highlights, all the personages within the field are interrelated; not simply 

because they are in the field, but because they are all actively engaged with or against 

each other. Thus, any given field needs both the dominant and dominated since both 

parties have something to contribute. As the agents and institutions struggle, they engage 

in   

 
[…] the position-takings (works, political manifestos or demonstrations, 
and so on), which one may and should treat for analytical purposes as a 
'system' of oppositions, [which] are not the result of some kind of 
objective collusion, but rather the product and the stake of a permanent 
conflict. In other words, the generative and unifying principle of this 
'system' is the struggle itself.95 
 

Bourdieu acknowledges how the “permanent conflict” is what allows the “works, 

political manifestos,” etc. to take shape. In this way he underscores how the field, 

composed of dominant and dominated members, can be a creative space. Through this 

lens we can appreciate how the School—with its objections against the Beaux Arts model 

and the University Reform missives—is indeed an active participant within their fields. 

Returning to Pérez de Arce’s statement, we can perceive the “side-stepping” as a 

decision to accept a subordinate place within the fields of architecture and academia. In 

this manner, the School remains within both fields in order to practice their brand of 

architectural pedagogy. The following chapters will outline how the School of Valparaíso 

maintained a robust schedule of activities (exhibitions, conferences, publications) as they 

set up the Open City and began traveling on travesías. Therefore, their building activities 

                                                
95 Pierre Bourdieu, The Rules of Art: Genesis and Structure of the Literary Field, trans. Susan Emanuel 
(Stanford, CA: Stanford University Press, 1996), 232.  
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may have been away from the public but their sketches, photographs, and prose 

circulated within Chile’s architectural discourse. In contrast to Archigram or Superstudio 

who rejected the field, the School of Valparaíso continued to believe in architecture; they 

were looking for a way to use architecture for another end, so that architecture school was 

not just about producing architects but “something else.”  

For Peter Bürger, “the artist's activity is avant-gardist not in the production of a 

new work but because the artist intends with this work (or with the renunciation of a 

work) something else: the realization of a Saint-Simonian utopia or the "multiplication" 

of progress, a task that Rimbaud assigns to the poet of the future.”96 Bürger had strict 

parameters for what constitutes avant-gardist practice, to such an extent that it prohibits 

him from appreciating the activities of his own time as he lauds the historical avant-

garde; this is a topic I will explore further in the upcoming chapter. Bürger’s definition of 

“avant-garde” is helpful in the present discussion of the School of Valparaíso’s quest to 

do “something else” with architecture because it recalls the essence of this term—to be 

part of the advance guard, meeting the next horizon. Bürger emphasizes the importance 

of innovation, of aiming for a goal that has no shape (hence it can only be described as 

“something else”), and thus summons Rimbaud’s call for visionaries. The aims of this 

dissertation are not to explore degree to which the School of Valparaíso can be cast as 

avant-garde; however, a comparison with the neo-avant-garde and historical avant-garde 

is fruitful. Neo-avant-garde artists working in the 1950s and 1960s echo the restlessness 

                                                
96 Peter Bürger, “Avant-Garde," Encyclopedia of Aesthetics, Oxford Art Online. Oxford University Press, 
accessed October 25, 2014, 
http://www.oxfordartonline.com.ezproxy.lib.utexas.edu/subscriber/article/opr/t234/e0054. 
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felt by Archigram, Superstudio, and the School. According to Hal Foster, the neo-avant-

garde endeavored: 

[…] to reconnect with a lost practice in order to disconnect from a present 
 way of working felt to be outmoded, misguided, or otherwise oppressive. 
 The first move (re) is temporal, made in order, in a second, spatial move 
 (dis), to open a new site for work.97 

 
Thus, the malaise and disillusionment permeating mid-century culture motivated people 

to “side-step” the present in the search for “something else.” For the School of 

Valparaíso, in a move that resonates with the neo-avant-garde, this translated into a 

recovery of strategies that originated with the historical avant-garde. In the following 

chapter I will further examine these resonances as I highlight how the School's 

wanderings share an affinity with Dada and Surrealism. For the current discussion it is 

important to keep in mind that the School is in sync with the historical avant-garde on 

some points, while being at odds on other points. Rimbaud’s call to make art part of daily 

life resonated with the historical avant-garde and the School; however, the latter was not 

as invested in the daily life of the public. As they undertake activities out in the world, 

the School wishes to merge their architectural practice of wandering, observation, poetic 

acts, and obras with the daily life of the students and faculty; not the daily life of society 

in general. The School of Valparaiso’s raison d’être is not to transform mankind, or 

propose a radical form of architecture but to transform their students. Beginning with the 

founders, the goal of this School was and continues to be focused on this pedagogy: 

namely, addressing the poverty of knowledge they had experienced as architecture 

                                                
97 Hal Foster, The Return of the Real: The Avant-Garde at the End of the Century (Cambridge, MA and 
London: The MIT Press, 1996), 3. 
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students through their pursuit of knowledge and experience. In a sentiment that echoes 

Superstudio, perhaps the “Utopian Road” is a venture that should only be done by a 

collective for a collective, instead of society at large. Thus the School’s proposals are 

more internal: how to set a different course within architectural pedagogy that remains 

tethered to the architectural community.  

SECTION E: CONCLUSION 

Though the School of Valparaíso focuses on internal over external changes, this 

does not diminish the task at hand. The process of “volver a saber” is a significant 

undertaking, especially since it is a leap into the unknown. Yet as Iommi reminds those 

present at the opening of the lands in Ritoque, since time immemorial the winds have 

shaped and re-shaped these dunes without any certainty of the future: 

Thus the sands show us the incessant return to not knowing, which is not 
ignorance with respect to wisdom. Instead of the stability of any acquired 
wisdom, this very crisis of disappearance speaks to us of a continuous 
return to not knowing, which excludes rooting itself in an understanding 
acquired with respect to what remains to be known and, consequently, it is 
not a conquerable understanding. Simply, through the light of the poetic 
act, the sands speak to us of this incessant return to not knowing. This is 
how we open the lands [in a manner] that is more particular and concrete. 
They are opened in form and happening, place and word, real transparency 
or limit: in agora. The agora is, thus, the site of this  continuous return to 
not knowing.98 
 

As architects, the School can offer a port in this storm through the agora. Whether it takes 

physical or symbolic form, this moment of discussion and shared presence will guide the 

intrepid faculty and students on the journey of “volver a no saber.” This essential concept 

                                                
98 Iommi, Ciudad Abierta — Agora 7.1.1971, 6. 
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manifests through the pursuit of knowledge and experience, and the decision to make 

pedagogy more important than the professional track within the field of architecture. The 

following chapters elaborate these manifestations, as the School undertakes travesías, 

exhibitions, and publications like Amereida I in the spirit of “volver a no saber.” 
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Chapter 2: The Amereida Project—The 1965 Travesía 

SECTION A: INTRODUCTION 

When Godofredo Iommi and other School faculty planned the 1965 Travesía 

Amereida, they were possessed by a tremendous spirit of adventure: their group would 

set out from Cape Horn, Chile during the South American winter, traveling north by car. 

Even today this would not be a light undertaking. But in 1964, the group used history to 

insulate themselves for the difficulties to come as Gerardo Mello Mourão recalls: “And 

why Cape Horn [as the destination]? Because it is in those abandoned lands of ice and 

wind from Antarctica where we find, according to the star chart’s placement as in 

[Antonio] Pigafetta’s letter, the summit of America, or the tip of the funnel that filters 

it.”99 In 1520, when Ferdinand Magellan sailed through the strait that now bears his name, 

Pigafetta was present to narrate the discovery. More than four centuries later this account 

inspired the School faculty to visit this remote part of the world. The travesía group 

departing from Valparaíso, more than 2,000 miles away, would endeavor to travel farther 

than Magellan as they set their sights on Cape Horn. 

In this chapter I will first outline the ideas informing the 1965 Travesía Amereida, 

namely why Godofredo Iommi and company were compelled to draft an epic for Latin 

America. I will then narrate the story behind the 1965 Travesía Amereida, reporting key 

activities that took place. The chapter concludes with an evaluation of the travesía from 
                                                
99 Gerardo Mello Mourão, “America y Aquiles,” in Frei y la revolución en América Latina (Santiago: 
Editorial del Pacífico, 1966), 16. Though Mello Mourão was present at several meetings he did not travel 
on the travesía. In this declaration he conflates two moments in history: Magellan’s voyage pre-dates the 
discovery of Cape Horn, hundreds of miles further south, by nearly a century. 
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the vantage point of three ideas: the act of traveling, the site, and the obra. I am exploring 

the 1965 Travesía Amereida in this chapter because I want to narrate the trip (since it has 

not been thoroughly presented before), in order to help my reader understand the place of 

this journey within the School’s history. The 1965 Travesía Amereida represents a radical 

choice: in addition to wandering through Valparaíso, Iommi was inspired to lead a group 

of his friends and colleagues into the Interior Sea. This is a fundamental moment in the 

School’s history because the Travesía effectively set off a chain of events that fortified 

many of the School’s principles: the place of poetry in the building process, the 

commitment to gifting and hospitality, and by extension, the commitment to leve, 

ephemeral obras. 

SECTION B: PART ONE OF THE EPIC—IMPULSE TO TRAVESÍA 

Iommi’s dream of traveling to Europe in 1941 was thwarted by the outbreak of 

war. His ship could not sail to Europe and, finding himself in Brazil, he participated in a 

journey into the Amazon with others members of the poetic group Santa Hermandad de la 

Orquídea (Holy Brotherhood of the Orchid).100 Miguel Laborde underscores how the war 

cast the Old World in a different light for these young men: “By 1940, with Europe sunk 

into the Second World War, it was necessary to stop adoring her and turn one’s gaze to 

                                                
100 This group included: Efraín Tomás Bó, Juan Raul Young, Gerardo Mello Mourão, Napoleón Lopez 
Filho, and Abdias Nascimento. The poets “wanted to liberate poetry from writing and transform it into 
poetry of action. For this they gathered their complete “works” and burned them in a public act in a plaza 
near the locale where they swore their allegiance for life to the Santa Hermandad de la Orquídea.” (Berríos, 
“Tácticas de invisibilidad,” 50-51.) 



 85 

South America’s interior, where the Amazonian jungle is a sort of ‘interior sea.’”101 For 

Iommi the trip to the Amazon expanded in scope to include Chile, so he could meet 

Vicente Huidobro. However, as fate would have it, Iommi ended up settling down in 

Chile.102 He would not reach Europe until well after the end of the war, in the meantime 

joining the faculty of the School of Valparaíso and engaging in the various activities of 

the Instituto de Arquitectura.103 

By the late 1950s, Iommi’s dream of traveling to Europe had been on a nearly 

two-decade pause. However, the passage of time allowed the poet to give more shape to 

his motivations and have a better picture of what he wanted to accomplish once he finally 

went abroad. As Miguel Eyquem recalls, 

In ’58 Godo and his family went to Europe simply because that’s what 
was needed, which was to accept ourselves not as a colony but as the 
authentic children of European culture, of which we are descendants, and 
so that all of our references could come from the European originals. And 
obviously this is something I discussed with Godo, that we couldn’t go on 
talking about originals that we were unfamiliar with, and so we had to 
confirm this, we had to see it.104 

                                                
101 Miguel Laborde, “Godofredo y el mar interior,” in Travesías de Amereida, ed. Sebastián Alfaro and 
Sandra Gatica (Valparaíso: Pontificia Universidad Católica de Valparaíso, 2010), 1: 48. All translations 
from this text are my own. 
102 Once in Chile, Iommi “makes his way to Huidobro’s apartment but fortuitously he only found the poet’s 
wife, with whom Iommi fell madly in love and since that moment he decides to stay in Chile.” (“Godofredo 
Iommi Marini,” e[ad] Escuela de Arquitectura y Diseño, accessed March 11, 2014, 
http://www.ead.pucv.cl/escuela/historia/godo/. All translations from this text are my own.) 
103 During this decade there was a significant amount of activity within the art worlds of Chile and 
Argentina, fortifying the ties between these neighboring countries. In 1952 the School hosted an exhibition 
titled Primera Exposición de Arte Concreto (First Exhibition of Concrete Art), which featured works by 
Alfredo Hlito, Tomás Maldonado, Enio Iommi, and Claudio Girola. For more on this exhibition, as well as 
an account of other exhibitions and connections among artists and writers in the Southern Cone during this 
period, see Cristina Rossi’s “Pasos Cordilleranos: The Argentinean—Chilean Exchanges Around Abstract 
Art” in Transnational Latin American Art from1950 to the Present Day (Austin, TX: The Permanent 
Seminar in Latin American Art and Meeting Margins, 2010), accessed January 6, 2015, 
http://utexasclavis.org/wp-content/uploads/2012/10/2009_FORUM_PAPERS.pdf. 
104 Begoña Vargas, “Encuentros y vínculos: Primeros 20 años Escuela de Arquitectura y Diseño,” 
Undergraduate thesis, Pontificia Universidad Católica de Valparaíso, 2012. Accessed January 6, 2015, 
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As I outlined in the previous chapter, it was Eyquem who acutely felt the need for the 

School of Valparaíso to set up their reservoir of knowledge and thus direct the kind of 

ideas that would enter their campus. In the preceding passage Eyquem emphasizes the 

need to see the European originals in situ. Yet this search will not relegate him, Iommi, or 

any other School member to the status of European “colonial.” For Eyquem Latin 

Americans have every right to mine European culture because they are descendants of 

Western civilization. Moreover, the value of immersing oneself in this culture was a way 

of evaluating it, or “confirming” it to use Eyquem’s word. Thus, the period in Europe was 

an invaluable chance to make personal assessments about these originals, without the 

filter of someone else’s mediation.105 With this mission in mind, School of Valparaíso 

faculty made remarkable acquaintances. According to Eyquem: 

This [time in Europe] is not just an anecdote, it’s a branch of our mission, 
because for [Iommi] as a poet, the originals were literary [figures], and so 
he went to France, where modern poetry was born through troubadours 
and those who sang in medieval courts, Provençal […] [André] Breton, for 
example, I met with Godo; Tristan Tzara, the Yugoslav who made 
theatrical works, we went to see Tzara […] for Godo he was a source of 
inspiration.106   
 

The opportunity to meet André Breton and Tristan Tzara was especially remarkable since 

these giants of the historical avant-garde were in the final years of their lives: Breton died 

                                                                                                                                            
http://wiki.ead.pucv.cl/index.php/Diagrama_de_encuentros_y_v%C3%ADnculos#II._20_Primeros_a.C3.B
1os_de_fundaci.C3.B3n_1952-1972. 
105 Though this time is not well-documented, Alejandro Crispiani provides a good overview in “Arte 
concreto en Valparaíso. ¿Qué es una exposición?,” a chapter in Objetos para transformar el mundo: 
Trayectorias del arte concreto-invención, Argentina y Chile, 1940-1970—La Escuela de Arquitectura de 
Valparaíso y las teorías del diseño para la periferia (Santiago: Ediciones ARQ, 2011). For an idea of who 
was part of Iommi’s circle during his time in Europe see Appendix A. 
106 Vargas, “Encuentros y vínculos.” 
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in 1966 while Tzara passed away on Christmas Day in 1963. A dozen years after Tzara’s 

death Iommi reminisced about their Parisian encounter: 

Since we are on the subject, we cannot forget a long summer night in  
Paris strolling for four hours down the Rue des Saints Péres and listening 
to Tristan Tzara when, before he died, he showed us his passionate studies 
in poetic Provençal texts; in order to read, via distinct combinations of the 
same letters of each verse, names and verses within the verse. And Tzara 
submitted his work to computer calculation in order to be certain of the 
margins of chance and intentionality!107 
 

Iommi also greatly admired Surrealism and the flame of hope Breton ignited through this 

movement. For the Argentine poet,  

Surrealism, above all, has reopened the dream and the hope of a unity that 
tends to extend wakefulness beyond consciousness. But the promise that 
palpitates, which is still very much alive, in their best poem—the 
Surrealist Manifesto—is much larger. Here concrete reality opens its well 
and floods all poetic creation. […] The hope of something else beside 
literature is our debt to Breton’s Surrealism. I call it hope because, in its 
deeds, despite everything, it has remained in the expression of process, in 
the sketch, and in the “artworks.”108 
  

Indeed, as he wrote Lettre de l’Errant in 1963 he was determined to recall the influence 

of the historical avant-garde: “Who today—I am speaking of poets that write poems—is 

not in debt, more or less, to Cubism, Dadaism, [or] Surrealism?”109 Regardless of 

genealogy, people from all over the world were reviewing the work of Europeans—

notably the historical avant-garde—during this period. Thus as the founders of the School 

of Valparaíso looked to the work of Dada and Surrealism so did the Situationists in 

                                                
107 Godofredo Iommi, Elogio de la Unidad Discreta. (Valparaíso: Escuela de Arquitectura UCV, 1976; 
repr. Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 
2011, accessed January 16, 2015, http://wiki.ead.pucv.cl/index.php/Elogio_a_la_Unidad_Discreta), 5. 
Citations refer to the Biblioteca Constel version. All translations from this text are my own. 
108 Iommi, Carta del Errante, 3-4. 
109 Ibid., 3. 
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France, Land artists in the U.S., etc. This is another example of simultaneity at work, 

where artists working in distinct places and rooted in distinct cultures sought inspiration 

from the historical avant-garde; the degree to which the School elaborates the work of 

these early twentieth-century groups or simply repeats them will be explored later in this 

chapter. For the time being it is important to note that the School of Valparaíso was 

taking inspiration from the early avant-garde with the goal of creating something proper. 

Hence Eyquem’s assertion that will not be colonials but rather the inheritors of this 

European tradition. 

During this interlude in Europe, Iommi and his School of Valparaíso colleagues 

(Francisco Méndez, Miguel Eyquem) were inspired to rewrite Latin America’s origin 

story in order to cast a contemporary Latin American identity. It was clear to Iommi and 

company that the current version—Europeans accidentally sail into the Americas, the 

New World “sprouts without a mythic word”—had embedded a sense of inadequacy in 

the Latin American character.110 There was no glory in this origin, thus the School turned 

to Ancient Rome as David Jolly notes:  

We are in South America and the question regarding origin is very 
 pertinent. What is our origin? One possible response is what Amereida 
 proposes, which indicates that America is Latin. In this manner we are the 
 inheritors of the Latin pietas. And this construction of the world is sung in 
 Virgil's Aeneid, and from there the name that reunites the Aeneid with 
 America to construct Amereida.111 

 
                                                
110 Godofredo Iommi, Introducción al Primer Poema de Amereida (Valparaíso: Escuela de Arquitectura 
UCV, 1982; repr. Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura y 
Diseño, 2012, accessed November 5, 2014, 
http://wiki.ead.pucv.cl/index.php/Introducci%C3%B3n_al_Primer_Poema_de_Amereida), 9. Citations 
refer to the Biblioteca Constel version. All translations from this text are my own. 
111 Jolly, La capital poética de América, 157.  
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A term entirely invented by the School, Amereida encapsulates this mission within its 

etymology: America + Eneida (Spanish for the Aeneid).112 Thus the faculty would 

endeavor to compose an American epic influenced by the great Latin story of Aeneas. 

Godofredo Iommi outlines this influence: “The protagonist of the Aeneid, who is Aeneas, 

is a refugee, he loses the war and goes in search of a fatherland. And the protagonist 

returns to be shipwrecked. All of this to establish a place. A withdrawal that gives a place 

and leaves a place for the place.”113 What does all this mean for an architecture school? 

Why do they need an epic?  

For the School fulfilling this epic was a way of answering the call for South 

Americans to poetically reconsider their place within the continent’s history. The 

founders were particularly inspired by Huidobro’s summons for an intellectual 

reconquering of America. In his 1932 Manifiesto a los jóvenes argentinos, chilenos, 

uruguayos y paraguayos (Manifesto to the Argentine, Chilean, Uruguayan, and 

Paraguayan Youth) the celebrated Chilean poet outlined his strategy:  

In the past, conquests were done by the sword, by brute force. Now it 
 must be done through intelligence, through logic. What obligates us to 

                                                
112 The term Amereida was not universally embraced among the School of Valparaíso faculty and original 
phalène group: “Now, something I never agreed with Godo about, is that he introduced the Aeneid in his 
project, which was Amereida. Because to me it was like the typical arrogance of South Americans, who are 
always trying to place themselves at a heroic level instead of something [based on] their own [merit]. And I 
remember that the English poet Boulting also reproached him for that. He said that [Godo] should call it 
something else, a word that he himself could invent. But that belongs to a moment in School [history] that I 
didn’t participate in. My main participation was at the beginning, in its origins, as some would say.” 
(Crispiani, Torrent, and Moya, “Interview: Francisco Méndez Labbé,” 34.) 
113 Godofredo Iommi, Borde de los oficios (Viña del Mar: Escuela de Arquitectura UCV, 1991; repr., Viña 
del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 2011, 
accessed November 5, 2014, http://wiki.ead.pucv.cl/index.php/Borde_de_los_Oficios), 3. Citations refer to 
the Biblioteca Constel version. All translations from this text are my own. 
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 continue respecting the old delimitations, more or less arbitrary, that the 
 Spanish traced a century ago?114  

 
For the School founders, their approach would be more of a “poetic” intervention than 

outright occupation.115 Nevertheless, Huidobro’s appeal to perceive the continent without 

“arbitrary” borders resonated with the School since they always conceptualize the 

continent as a singular entity. For the faculty the region that especially beckoned was the 

Interior Sea, an area that had been left abandoned since the Conquest. The authors of 

Amereida I describe this region through a series of questions:  

what do we inherit/ awakening on this edge?/ what do we inherit when we 
 are surprised/ with the gift/ immigrants/ children of immigrants/ mestizos/ 
 or aborigines// others wake up/ in the donation?/ don’t we inherit/ that 
 capacity to be ignorant of/ the sea/ that hollows us out for the admiration/ 
 and the recognition?/ it is necessary to open the road—/ and which in this 
 one could/ say116 

 
Of course this was not a truly empty or forgotten territory, this was merely the School’s 

perception, which I will explore in the next chapter. Many of the founders felt a duty to 

venture into the Interior Sea so keenly, they organized a journey to address this 

abandonment, as outlined in Amereida I: “unveil/ tear the veil/ through/ —the voice tells 

us—/ travesía/ that neither discovery nor invention/ consents/ that the proper and free sea 

                                                
114 Vicente Huidobro, “Manifiesto a los jóvenes argentinos, chilenos, uruguayos y paraguayos,“ Crítica 
(Buenos Aires), December 19, 1932 (repr., Cartagena, Chile: Museo Vicente Huidobro, 2013, accessed 
November 5, 2014, http://www.museovicentehuidobro.cl/wp-content/uploads/2013/11/Jovenes-de-
América.pdf), 4. Citations refer to the Museo Vicente Huidobro version. All translations from this text are 
my own. 
115 Crispiani, Torrent, and Moya, “Interview: Francisco Méndez Labbé,” 33-34. 
116 Various authors, Amereida, volumen primero, 27. 
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traverses us/ lift/ in gratitude/ or recognition/ our own freedom.”117 Thus the epic of 

Amereida, the mission to recover South America would entail a poem and a journey. 

For the School their American epic, as manifested through a travesía, would 

finally set the foundation for the continent and thus define the identity for its inhabitants. 

According to Fernando Pérez Oyarzún: 

The Aeneid represented a sort of foundational myth of the Latin condition 
 in Roman culture. The Latin condition is not a nationality but rather a 
 status obtained simply by belonging to the world opened by Rome. 
 Amereida wanted to establish a new and similar American status based on 
 the idea of a “gift.”118 

 
For the School the “gift” is one of their core principles and as a philosophy it guides how 

they feel about the continent. As Iommi recounts in his classic essay Eneida-Amereida:  

With the Aeneid as a torch, we can now ask about America. [...] America 
 emerged with a sudden presence, an unexpected presence, freely, 
 unexpectedly. Thus the only possible tie with America, the proper form of 
 American love, is gratitude. And until it’s explored in words, in thought, 
 what defines gratitude, America will not have love and won’t know 
 anything of love and it will be in vain to repeat gratitude.119  

 
In practice, the concept of the gift propels the School to wander like Aeneas throughout 

the region and create architectural works that are gifted to the local communities. These 

obras are physical objects that establish a place for visitors. As noted in Chapter 1, these 

sites draw in people in order to celebrate moments; this at the heart of the concept of the 

pormenor. While the pormenor focuses on the intimate scale of the obra, the concept “ha 

                                                
117 Various authors, Amereida, volumen primero, 25. For a longer excerpt of this passage, see Appendix C. 
118 Fernando Pérez Oyarzún, “The Valparaíso School,” The Harvard Architecture Review 9 (1993): 90. 
119 Godofredo Iommi, Eneida-Amereida (Viña del Mar: Taller de Investigaciones Gráficas, Escuela de 
Arquitectura UCV, 1982; repr., Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de 
Arquitectura y Diseño, 2011, accessed November 5, 2014, http://wiki.ead.pucv.cl/index.php/Eneida-
Amereida), 8-9. Citations refer to the Biblioteca Constel version. All translations from this text are my 
own. 
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lugar” considers this obra on a larger scale. As School professor Iván Ivelic highlights, 

during the travesía wanderings participants 

[…] must "think epically” because it is the only way to fearlessly set out 
on an endeavour of such vast dimensions and impossible goals. This form 
of poetry has been named ha lugar because it unites spatial and temporal 
dimensions and it implies to make place, being place.120 
 

Through the notion of “ha lugar,” the School of Valparaíso can perceive the full scope of 

the continent as a site for temporal exploration and construction. As Robert Godoy 

Arcaya eloquently summarizes it, with regards to the Interior Sea, the act of laying a 

foundation is “not a matter of populating lands, or tracing roads: [it] is a matter of 

(poetically) understanding what the abyss is expressing, and responding to it by material 

means, means capable of establishing a tangible “ground" and have had access to it.”121 

Armed with a mission to establish a new foundation through an epic proper to South 

America, the founders and their friends embark on a travesía. 

Once Godofredo Iommi returns to Chile in 1964 he and his colleagues work for 

the next year to realize a trip through the continent, keeping in mind the Interior Sea. 

Miguel Eyquem recalls that: 

                                                
120 Iván Ivelic Yanes, “Travesías of the Amereida: Opening Voyages, Researches, and Works Gathered 
from the American Continent,” in Cancha: Chilean Soilscapes, Pavilion of Chile at the 13th International 
Architecture Exhibition—La Biennale di Venezia, ed. María Pilar Pinchart Saavedra and Bernardo Valdés 
Echenique (Barcelona: Architecture Unit of the National Council of Culture and the Arts of Chile, 
NovaEra, 2012), 106. “Ha lugar” is part of a larger play on words with “no-lugar” (no place) and “sin-
lugar” (without place): “Nonetheless, one could consider that utopia instead of being a no-place was more 
of a without-place, i.e. a place that despite being mundane had a property distinct to (or at least) to those 
denoted en all reality of the world. For example, without the exclusive particle “without,” instead of 
negating, it attempts to indicate a place with mundane reality whose characteristic is of not having depth. 
Like a mirage.” (Iommi and Cruz, “La Ciudad Abierta: de la Utopía al Espejismo,” 1-3.) 
121 Robert Godoy Arcaya, “Part Two: Regarding Perception at the Valparaíso School of Architecture,” in 
National Identities and Sociopolitical Changes in Latin America, ed. Mercedes F. Durán-Cogan and 
Antonio Gómez-Moriana, trans. Mercedes F. Durán-Cogan (New York: Routledge, 2001), 406. 
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[Iommi] began crossing the farthest axis, if he had the means he would 
have done it from the [South] Pole. He outlined the first axis that crosses 
[the continent] through the middle. Founding, inaugural axis. With a gaze 
that others never had.122 
 

Since Iommi felt Europeans had botched the first founding, he invited some of the friends 

he had met during his time in the Old World to join this trip: Jonathan Boulting, Michel 

Deguy, François Fédier, Jorge Pérez Román, Edison Simons, and Henri Tronquoy.123 

Among the School faculty was Alberto Cruz, Fabio Cruz, Claudio Girola, and Godofredo 

Iommi. According to Fabio Cruz, the School group handled the planning:  

[…] [Godofredo] connected with the people in Europe, to see who could  
 come, and he settled on a quota, if I’m not mistaken, a $1,000 dollar-cost 
 each, in addition to their travel fare. We made all the contacts here, to buy  
 the pickup truck. Back then everything was different, Punta Arenas was a  
 free port, someone could buy a pickup truck there not for cheap but not  
 insanely expensive either. And we’d have to sell it there. And so we made  
 all those contacts in order to have this vehicle to transport ourselves.124 

 
Thus, the travesía would be a land journey via Chevrolet truck. In addition to the 

planning the School faculty also took on other responsibilities during the trip. According 

to Professor Sylvia Arriagada Claudio Girola functioned as the main scribe because he 

“was the most archival” and liked to gather the stories from the group.125 Fabio Cruz was 

                                                
122 Crispiani, Torrent, and Moya, “Interview: Miguel Eyquem Astorga,” 71. 
123 Boulting was an English poet; Deguy was a French poet, writer, and philosopher; Fédier was a French 
poet with several books published by the PUC; Pérez Román, of unknown origin, published prints in 1960s 
Paris; Simons was a Panamanian poet; and Tronquoy was a French designer. 
124 Alejandro Crispiani, Horatio Torrent, and Rafael Moya, “Interview: Fabio Cruz Prieto,” in La Escuela 
de Valparaíso y sus inicios, 53. 
125 Sylvia Arriagada (Graphic Designer; School of Valparaíso Professor), in discussion with the author, 
May 5, 2014, Escuela de Arquitectura y Diseño PUCV Campus, Viña del Mar, Chile. All translations from 
this interview are my own. Alberto Cruz kept a notebook which appears in the Appendix of the Paula 
Yolanda Uribe Muñoz’s student thesis, Involuntarias: manchas gráficas seleccionadas durante travesía a 
la Cuanca del Plata (Valparaíso: PUCV, 1987). 
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the main driver during the travesía and drove the truck alone all the way back to Punta 

Arenas once the trip was over.126 

As noted earlier, the group initially wished to begin their travels in Cape Horn 

since this site appealed to their sense of history. This remained the starting point less than 

a month before the departure according to an ad in London’s The Times: “International 

expedition of Poets and Others departs from Cape Horn for Patagonia August 1—Contact 

HAM. 5721.”127 However, this was not to be, perhaps due to the difficulties of reaching 

this remote destination in the hostile weather of winter. Therefore, the group began their 

journey 244 miles northwest in Punta Arenas, Chile. With regards to the finality of their 

travesía, the group decided upon Santa Cruz de la Sierra, Bolivia after declaring it the 

Poetic Capital of America sometime during this trip “because the pampa ends there like a 

beach on the shores of the jungle that goes up to the Caribbean,” to cite Iommi.128 

However, arriving at this destination would also not come to pass. In Villa Montes, 290 

miles south of Santa Cruz de la Sierra, Bolivian officials called upon a local cowboy to 

recommend a different route through La Paz since the their current trajectory was 
                                                
126 Though he took the same path, “he said he didn’t recognize anything since it was another season, 
nothing looked the same.” (Jolly discussion with the author.) 
127 “Personal,” The Times (London), July 7, 1965. The authors of Amereida I reprinted this notice in the 
poem, like a tear from the actual newspaper, beneath the headline “Poetagoonia” and next to a logo for 
“Oddly Enough Paul Jennings.” They characterized it as a “personal column.” A recent project by the 
Chilean artist Fernando Prats introduces another layer to the myth surrounding this advertisement in The 
Times. In Gran Sur (2011) Prats features an infamous text by Sir Ernest Shackleton in a neon installation—
“Men wanted for Hazardous Journey. Small wages, bitter cold, long months of complete darkness, constant 
danger, safe return doubtful. Honour and recognition in case of success.” Not only does the Shackleton’s 
message stir the same emotions, especially among those who wish to travel to this corner of the world, but 
it also ran in The Times as an advertisement, half a century before the School’s notice. 
128 Godofredo Iommi, “América, Américas Mías,” Revista Atenea (Concepción, Chile) 447 (1983) (repr., 
Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 2011, 
accessed November 5, 2014, 
http://wiki.ead.pucv.cl/index.php/Am%C3%A9rica,_Am%C3%A9ricas_M%C3%ADas), 3. Citations refer 
to the Biblioteca Constel version. All translations from this text are my own. 
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impossible with their vehicle. In hindsight, Girola felt the officials were trying to keep 

them away from Santa Cruz due to the presence of Che Guevara: “The track from Villa 

Montes to Santa Cruz passes through Camiri and through the zone where Che Guevara 

had his camp. Precisely in 1965 the Peredo brothers had installed the future camps for the 

guerrillas in this zone.”129 It is more likely that in September 1965 the group’s truck just 

would not have made it the regular route; or because, due to the tepid relations between 

Bolivia and Chile, the officials simply wanted them out of the country. Regardless, the 

team accepted defeat; their academic posts in Valparaíso beckoned and they were short 

on time. Therefore the group went to Tarija before returning to Argentina. Considering 

how unfixed the end points of the travesía route were, it is perhaps not surprising that the 

group did not plan where they would stop between Cape Horn and Santa Cruz de la 

Sierra.  

For the 6-week journey, the team needed an array of documents since the group 

was composed of people from different countries as well as different professions. For 

example, letters of introduction were particularly critical since they reflected “the support 

of authorities, influential people, institutions, etc. for the group of the poets and their 

                                                
129 Claudio Girola, Amereida: Bitácora de la Travesía (Viña del Mar: Taller de Investigaciones Gráficas, 
UCV, 1986; repr., Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura 
y Diseño, 2011, accessed November 5, 2014, 
http://wiki.ead.pucv.cl/index.php/Bit%C3%A1cora_de_la_Traves%C3%ADa), 41. Citations refer to the 
Biblioteca Constel version. All translations from this text are my own. For better or for worse, this part of 
the travesía has been shrouded in a spectrum of myth: from the team meeting Guevara’s army to meeting 
Che himself. Though the group may have encountered the Peredo brothers, who were part of this army, that 
did not happen since they travesía never pressed on to this area. It was further impossible to have come 
across Guevara since he arrived in Bolivia in November of 1966 and fighting began the following March. 
For more on what took place in Villa Montes see Appendix B. 
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project to travel across America.”130 They were not in touch with the townspeople 

beforehand, therefore these letters were a lifeline according to Jolly: “[The travesía 

participants] were on the road, they would arrive, and ask for hospitality. And in some 

places they got it and in others they didn’t, they were thrown out.”131 The participants 

also counted on various supplies to carry out this project, from camping equipment and 

cold-weather clothing to materials to express their creative urges. The writers of 

Amereida I presented the following list:  

art materials/ thick notebooks/ always in existence (repair)/ pencils/ pencil 
sharpeners/ colored pencils/ paint/ in cans and metal/ colored charcoal/ 
white measured paper for drawing/ special notebook/ three cameras thirty 
rolls white/ black/ five color and beyond that (fast)/ synthetic epoxy/ 
Aspers Instans Vigorex/ distinct nails/ copper/ wire/ blade/ sheet132 
 

The travesía—officially known as 1965 Travesía Amereida—took place from July 30 to 

September 15, 1965. During this period the ten-member team travelled between Chile, 

Argentina, and Bolivia.133 The only participants that remained the entire time were from 

the School of Valparaíso—Alberto Cruz, Fabio Cruz, Claudio Girola, and Godofredo 

Iommi; the Europeans left the trip early or arrived late, as in the case of Tronquoy who 

arrived on August 24th, the night the team drove into Choele Choel, Argentina.134 

                                                
130 Valentina Pérez, “Amereida Anotaciones,” Proyecto de Titulación de Diseño Gráfico (Escuela de 
Arquitectura y Diseño, Pontificia Universidad Católica de Valparaíso, 2011, accessed November 5, 2014, 
http://issuu.com/valentinaoriana/docs/amereidaanotaciones), 63n25. All translations from this text are my 
own. 
131 Jolly discussion with the author. 
132 Various authors, Amereida, volumen primero, 56. “Aspers Instans Vigorex” refers to synthetic Cola 
Araldite, a type of adhesive. For more of the inventory, see Appendix B. 
133 The majority of the towns the group visited were in Argentina. For a full list see Appendix B. 
134 These are recollections from Fabio Cruz’s interview in La Escuela de Valparaíso y sus inicios, 54. For 
more on Tronquoy’s dramatic arrival see Girola, Amereida: Bitácora de la Travesía, 18. 
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On July 30th, the first day of the travesía, the group outlined the rules for the 

poetic games they would engage in during the trip:  

“No judgments”: regarding everything that occurs and is constructed 
during the poetic acts. The freedom to “make”: For example, if Pérez- 
Román wishes to paint a picture, object, wall, etc. rooted in the poetic act 
after the fact, it counts. Obedience to the person who comes up with the 
act: not by mandate but rather availability. Transgressions: the idea is to 
mistake the mistake.135  
 

As the team traveled to Puerto Natales the following day they read different poetic 

passages—Boulting read John Keats, Simons read Luis de Góngora, and Iommi read El 

Desdichado (The Wretched One) by Gérard de Nerval, a celebrated nineteenth-century 

French poet. The group also completed their first creative act: five stones encircling a 

monolith composed of nine stones. In this stark and snowy landscape, the team gathered 

enough rocks to form perhaps the most primordial symbol: an upright column of stone, in 

this case composed of several stacked stones (fig. 1). The color photographs show Iommi 

barefoot, wearing red tights and a white sweater, an ensemble he often wore during poetic 

acts from this period.136 With his arms outstretched, he exalts the group’s first travesía 

obra, which recalls man’s first mark in the wilderness. As stated by Francesco Careri:  

The first situated object in the human landscape springs directly from the 
universe of roaming and nomadism. The desire to stabilize the vertical 
dimension [in relation to the horizon] was probably one of the motivations 
behind the creation of the first artificial element in space: the menhir. [...] 

                                                
135 Girola, Amereida: Bitácora de la Travesía, 1. 
136 According to Professor David Jolly, Iommi was all about spectacle and enjoyed shocking people. This 
ensemble was part of his routine. He would announce the start of the poetic act by stripping down to his 
underwear, which startled viewers because they didn’t realize he had tights on. Jolly remembers how 
terrified they all were as first-years when Iommi took off his pants to reveal his red rights during a seminar. 
Jolly discussion with the author. 
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raising [the menhir] is the first human act of physical transformation of the 
landscape.137 
 

Though this day garnered a brief mention in Girola’s log, it established the creative 

pattern of the trip: reading poems and crafting sculptures from materials on hand. Indeed, 

the majority of the group’s acts took place along the road, mostly due to car trouble. On 

these occasions the members worked with the most abundant objects in this landscape: 

stones and discarded fencing.  

Spontaneous acts also took place during long periods of waiting. For example, the 

team arrived before dawn in Espora on August 8th to cross the Strait of Magellan. 

However inclement weather caused by the fog and tides postponed the barge’s departure 

until the afternoon. With ten hours at their disposal the participants split up to carry out 

various creative acts. Girola walked around the site, gathering steel cables that he 

fashioned into round sculptures (fig. 2). Meanwhile, Alberto Cruz, Jorge Pérez Román, 

François Fédier, and Fabio Cruz found a telephone booth near the shore and painted its 

sides with supplies they brought with them (fig. 3). Girola recalls that later on, “some 

boxes, stalks and various elements are added to the booth. An ensemble is formed. 

Alberto patiently continues to paint his side. Jorge impatiently paints everything he finds 

along his path.”138 This telephone booth readymade gave way to a duo of inscriptions 

according to Girola: 

Later on Godo writes a poem regarding the entry to Tierra del Fuego, or to 
the Pampa. Edy writes about the exit from the island. Fabio finds two 

                                                
137 Careri, Walkscapes, 50-51. For further examples of steles constructed during this travesía see Appendix 
B. 
138 Girola, Amereida: Bitácora de la Travesía, 7-8. For more on what took place in Espora see Appendix B. 
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large discs of wood, which are used like cable cornets. Godo asks to use 
two plates of reflective aluminum upon which Alberto, with enamel, 
paints the letters of two poems.139 
 

The discs were installed along the roadside at two points the members had selected earlier 

in the day.  

On some occasions, the team was able to arrive at a hospitable location where the 

locals welcomed them into their community and allowed the group to elaborate projects 

in public spaces. During their time in Puelches, a village in central Argentina, the group 

accomplished a number of obras over the course of three days: a plan for the small square 

(painted on the wall of the school, along with the village’s history); two sculptures; a 

mural painting; a puppet theater with puppets; a fable by Iommi; a theatrical play; a 

poetic improvisation; and two plaques with Boulting’s inscriptions lauding the local 

bridge and river (figs. 8-10).140 On August 28th, their third day in Puelches, the team 

attended the much-anticipated inauguration of the school. Several acts followed the 

requisite hymns and speeches by officials. According to Girola’s log in one act “everyone 

goes to the bridge, Boulting reads his two poems, which are engraved on plates by Girola 

and Tronquoy and placed on the ends of the bridge.”141 The Puelches stop is one of the 

most unique moments in the travesía since they completed an array of obras and had a 

significant amount of interaction with the townspeople. Thus, the travesía group 

responded to the town’s hospitality in kind. 

                                                
139 Girola, Amereida: Bitácora de la Travesía, 8. “Edy” was Edison Simons’s nickname. 
140 Ibid., 19. For more on what took place in Puelches see Appendix B. 
141 Ibid., 19-20. 
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SECTION C: EVALUATING THE TRAVESÍA 

After elaborating the obras in Espora, the group reflected on their identity as 

travesía participants. For example, they were not typical tourists, for sure. But how 

should they define themselves, what was the distinctive trace of their journey? As the 

group noted in Amereida II, they were first and foremost craftsmen: 

We left village of that village—and now that we are on our way, are we 
travelers?//Like those ancient travelers who as they carried their luggage 
on their back were transformed into strange silhouettes? No, the event 
destroys the habitual opposites just like those who stay ignore the craft of 
the traveler, and he likewise ignores [the craft] of the other. Thus the time 
to execute the Sign depends on the event. The construction of the material 
itself does not possess an end. A surface never signals when it stops 
smoothing itself; no coordinate seeks to exclude itself. Thus, these, in 
order to guarantee them, are constituted on wheels. Again, thus, the 
transparency of the event. And the mystery of the material is depending on 
the depending. Thus the hands finish right when the barge is departing. 
And silence occurs once onboard.142 
 

Though this is an enigmatic passage, what comes through is a description of how the 

obra—or “Sign”— is completed during a moment that is both endless and finite. Indeed, 

what separates the travesía cohort from being mere travelers is their craft, the fact they 

are doing something during their journey. In this sense, the group echoes Dada’s 

revolutionary move to bring artists to the site, instead of vice versa. On April 14, 1921 a 

group of Dada figures—André Breton, Tristan Tzara, Louis Aragon, and others—met at 

Église Saint-Julien-le-Pauvre, a thirteenth-century church in Paris. As stated by Careri:  
                                                
142 Alberto Cruz, Fabio Cruz, Godofredo Iommi, Edison Simons, Michel Deguy, Jonathan Boulting, Henri 
Tronquoy, Claudio Girola, François Fedier, and Jorge Pérez Román, Amereida, volumen segundo 
(Valparaíso: Taller de Investigaciones Gráficas, Escuela de Arquitectura, Pontificia Universidad Católica 
de Valparaíso, 1986; 2nd ed., Valparaíso: e[ad] Taller de Investigaciones Gráficas, Escuela de Arquitectura 
y Diseño, Pontificia Universidad Católica de Valparaíso, 2003, accessed November 5, 2014, 
http://wiki.ead.pucv.cl/index.php/Amereida_II), 152-153. Citations refer to the second edition. All 
translations from this text are my own. 
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Before the Dada visit any artist who wanted to present a place to his 
audience had to shift the real place into a place designated by means of 
representation, with the inevitable consequence of a subjective 
interpretation. Dada did not intervene in the place by inserting an object or 
by removing others. It brought the artist, or the group of artists, directly to 
the site in question, without effecting any material operation, without 
leaving physical traces other than the documentation of the operation—
flyers, photographs, articles, stories—and without any kind of subsequent 
elaboration.143 
 

Though the participants in the Travesía Amereida left several physical traces, the impulse 

to go directly to the site resonates with Dada and the tradition of wandering this 

movement inspired. For the Surrealists, the act of traveling was marked by this spirit of 

chance. In May 1924, over three years after the journey to Église Saint-Julien-le-Pauvre, 

André Breton, Louis Aragon, Max Morise, and Roger Vitrac traveled into the French 

countryside, to Blois and Romorantin. Though this trip lasted only a few days, it 

embodied many tenets of the yet-to-be-born Surrealism in Careri’s opinion: 

The trip, undertaken without aim or destination, had been transformed into 
a form of automatic writing in real space, a literary/rural roaming 
imprinted directly on the map of a mental territory [...] The 
deambulation—a term that already contains the essence of disorientation 
and self-abandon to the unconscious—took place amidst woods, 
countryside, paths and small rural settlements.144  
 

Indeed, “after returning from the trip [Breton] wrote the introduction to Poisson soluble, 

which was to become the first Surrealist Manifesto.” 145  It is important to note that when 

Breton participated in the 1924 wandering, he was neither part of Dada nor Surrealism; 

he broke away from Dada in 1922. Therefore this second trip reflects how Breton was on 

                                                
143 Careri, Walkscapes, 76. 
144 Ibid., 79. 
145 Ibid., 79-81. 
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the cusp of founding a new movement. The 1924 trip is also significant since it laid the 

groundwork for urban and non-urban walks by later groups and movements: Lettrist and 

the Situationist International and the concept of the dérive; Land art walks by Richard 

Long and Hamish Fulton. I will elaborate on the Lettrist/SI concept of the dérive and 

Land art walks as they relate to maps in the next chapter. Breton and company’s journey 

away from Paris is significant when thinking about the 1965 Travesía Amereida since it 

encompasses a spirit of adventure and giving oneself over to chance and the vicissitudes 

of the landscape. As Breton notes in André Breton—Entretiens (Gallimard: Paris, 1952):  

We all agree then, that a grand adventure is at hand. “Let everything go 
[…] Set forth on the roads”: this was the motif of my exhortations in that 
period. [...] But which roads? On material roads? Not very probably. On 
spiritual roads? We didn’t like the sound of it. The fact remains that we 
got the idea of combining these two types of roads. This led to the 
deambulation in quartet, Aragon, Morise, Vitrac and I, in approximately 
this season, starting from Blois, a town we selected randomly from the 
map. We agreed to proceed by chance, on foot, continuing to converse, not 
allowing ourselves deliberate detours unless they were necessary for 
eating and sleeping. The performing of this project turned out to be quite 
singular and even fraught with dangers. The journey, planned to last about 
ten days and later shortened, suddenly took the tone of adepts. The 
absence of any purpose soon detached us from reality, causing more and 
more ghosts, increasingly disquieting, to be raised by our steps.146 
 

This resonates with the 1965 Travesía Amereida’s itinerary, where the end points were 

more or less set and the middle part was unplanned, with many “roads” open to the 

group. Since the travesía was also an adventure into a mythic area (the Interior Sea) and 

the group immersed themselves in centuries-old poetry and historic chronicles, they were 

similarly “detached” from reality and raising ghosts as they advanced.  

                                                
146 Cited in Careri, Walkscapes, 82-83. 
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Yet in contrast to the deambulation, the Travesía Amereida had a purpose: 

whether at a hospitable town or at an impromptu roadside stop, each poetic act followed 

the set of rules outlined on the first day of the travesía. Though the travesía was a new 

experience for this group of travelers, they were well-versed in these poetic acts. During 

his time in France Iommi began holding poetic acts, which he termed phalènes.147 Iommi 

worked with his colleagues from the School (Francisco Méndez, Miguel Eyquem) as well 

as foreign painters (Jorge Pérez Román, Enrique Zañartu) and poets (Michel Deguy, 

Edison Simons, Jonathan Boulting). During a phalène the participants gather in a public 

space, like a plaza, and the lead poet—often Iommi—proposes a word game.148 The 

participants spontaneously pronounce words, often working off of images from cards, 

and the lead poet takes the disparate terms and adds connectives in order to form a 

cohesive poem. According to Jolly, “the act finishes with the reading of a poem, which is 

left as a gift at the site.”149 The group sought public places, like the Muelle Prat (Prat 

Pier) in Valparaíso, with the intention of involving pedestrians and giving them a space 

apart from their everyday lives; nevertheless, the main participants were faculty and 

students from the School (fig. 14). Thus, the phalène resonates with the Situationist 

situation, which was “the most direct way to realize new forms of behavior in the city, 

                                                
147 According to Pérez Oyarzún: “Phalène is the French word for a kind of butterfly. It was chosen at 
random, by opening a page in the dictionary, to designate a special kind of poetic act.” (“The Valparaíso 
School,” 88). 
148 The plaza was a favored location for the phalène: “Godo would say, we’re going to the plaza because 
people stop in the plaza. Let’s go and invite all the unknown people there. So that they can participate in 
this, they can also say their word or do what they know how to do. So we can transform the plaza into a 
celebration. That was Godo’s power, [the ability] to make that transformation.” (Crispiani, Torrent, and 
Moya, “Interview: Miguel Eyquem Astorga,” 70.)  
149 Jolly, La Capital Poética de América, 159. 
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and to experience the moments of what life could be in a freer society within urban 

reality,” to cite Careri. 150 In Potlatch #1 (1954) Guy Debord describes how to construct 

such a moment as the “Psychogeographical Game of the Week”: 

In accordance with what you are seeking, choose a country, a large or 
small city, a busy or quiet street. Build a house. Furnish it. Use 
decorations and surroundings to the best advantage. Choose the season 
and the time of day. Bring together the most suitable people, with 
appropriate records and drinks. The lighting and the conversation should 
obviously be suited to the occasion, as should be the weather or your 
memories. If there has been no error in your calculations, the result should 
satisfy you.151 
 

While the Situationists situations were more concerned with examining and inspiring new 

patterns of urban behavior, the School's phalènes remained tethered to the democratic and 

disruptive potential of poetry performed during the phalène, which fulfills Lautréamont’s 

famous call: “Poetry must be made by all. And not just by one.”152 This phrase, perhaps 

one of the most beloved statements within the School of Valparaíso, guides their creative 

process and highlights the importance of collaboration for the faculty, whether in crafting 

architectural works or writing poetry. 

After Iommi returned from Europe in 1964 he immediately elaborated phalènes 

with professors and students throughout Viña del Mar and Valparaíso. Indeed there were 

                                                
150 Careri, Walkscapes, 108. 
151 Guy Debord, “Introduction to a Critique of Urban Geography,” in Situationist International Anthology, 
trans. and ed. Ken Knabb, Kindle ed. (1955; Berkeley: Bureau of Public Secrets, 2012). All citations from 
this text refer to the Kindle version therefore there are no page numbers. 
152 In Carta del Errante Iommi elaborates on this declaration from Lautréamont regarding the poet’s role: 
“Conveyor of the festivity, [the poet] is the conveyor of probabilities because with his presence unforeseen 
relations break out and provoke the active participation in Games with the end of fulfilling what was said to 
us: "Poetry must be made by all. And not just by one." And since his act is free of all dependence to the 
world, it is always a gift, a poetic present that stirs and consoles.” (9). 
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four poetic acts before the most ambitious phalène to date: the Travesía Amereida.153 As a 

collection of several poetic acts, the 1965 Travesía Amereida is an epic phalène for 

America. Francisco Méndez remembers how, 

[...] Godo, upon returning from Europe, returns with the idea of the 
Phalène. And so he decides to undertake a great Phalène. But like a good 
South American, he always needs to give it a “political tone,” I would say. 
Better yet, we’re speaking of “a policy.” And there he says that the 
Phalène needs to be like the conquest of America.154 
 

Some of the travesía participants had also participated in the French phalènes: Deguy, 

Simons, Boulting, and Iommi. In order to carry out the reconquering of America through 

poetry the group called upon key elements of the phalène: spontaneous and collaborative 

process of crafting a poem, involving bystanders in order to remove them from their 

everyday lives.  

Though the founders do not cite Dada and Surrealism as direct influences upon 

the travesías, my analysis proposes that there was indeed an affinity. Considering that 

Godofredo Iommi and Miguel Eyquem met André Breton during their time in Europe and 

that Iommi greatly admired the Frenchman it is possible that the School founders were 

aware of Dada, Surrealism, and other movements within the historical avant-garde. 

Instead of dwelling further on this awareness, I am more interested in considering the 

significance of the School’s engagement with the historical avant-garde. As the Travesía 

Amereida unfolded in South America, artists throughout the world were returning to the 

                                                
153 In 1964, there were three: Primera Phalène, Phalène Horcones, and Phalène Quebrada Verde. There was 
one phalène the following year titled Phalène Caleta Abarca. 
154 Crispiani, Torrent, and Moya, “Interview: Francisco Méndez Labbé,” 34. 



 106 

historical avant-garde as a source of inspiration. The project of neo-avant-garde artists 

took many forms, as outlined by Hal Foster:  

Some recoveries are fast and furious, and they tend to reduce the past 
practice to a style or a theme that can be assimilated; such is often the fate 
of the found object in the 1950s and the readymade in the 1960s. Other 
recoveries are slow and partial, as in the case of Russian constructivism in 
the early 1960s, after decades of repression and misinformation in East 
and West alike. Some old models of art appear to return independently, as 
with the various reinventions of monochrome painting in the 1950s and 
1960s (Robert Rauschenberg, Ellsworth Kelly, Lucio Fontana, Yves 
Klein, Piero Manzoni, Ad Reinhardt, Robert Ryman, and so on). Other old 
models are combined in apparent contradiction, as when in the early 1960s 
artists like Dan Flavin and Carl Andre draw on such diverse precedents as 
Marcel Duchamp and Constantin Brancusi, Alexander Rodchenko and 
Kurt Schwitters, or when Donald Judd contrives an almost Borgesian 
array of precursors in his 1965 manifesto “Specific Objects.”155 
 

Where Foster appreciates the diversity of approaches, Peter Bürger sees weak attempts to 

copy the original. Bürger observes: 

If an artist today signs a stove pipe and exhibits it, that artist certainly does 
not denounce the art market but adapts to it. Such adaptation does not 
eradicate the idea of individual creativity, it affirms it, and the reason is 
the failure of the avant-garde against art as institution is accepted as art, 
the gesture of protest of the neo-avant-garde becomes inauthentic.156 
 

In The Return of the Real Foster addresses flaws in Bürger’s argument, notably how blind 

he is to the art of his own time which distorts his view of the neo-avant-garde as well as 

of the historical avant-garde. For Foster, Bürger “can only see the neo-avant-garde in toto 

as futile and degenerate in romantic relation to the historical avant-garde, onto which he 

thus projects no only a magical effectivity but a pristine authenticity.”157 Instead of 

                                                
155 Foster, The Return of the Real, 3. 
156 Bürger, “The Negation of the Autonomy of Art by the Avant-garde (2002),” 51. 
157 Foster, The Return of the Real, 11. 
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writing off the neo-avant-garde Foster chooses to address them, proposing a constructive 

tact:  

[…] rather than cancel the project of the historical avant-garde, might the 
neo-avant-garde comprehend it for the first time? I say "comprehend," not 
"complete": the project of the avant-garde is no more concluded in its neo 
moment than it is enacted in its historical moment. In art as in 
psychoanalysis, creative critique is interminable, and that is a good thing 
(at least in art).158 
 

Benjamin Buchloh echoes this lens of comprehension as he outlines the achievements of 

Conceptual Art in relation to the historical avant-garde.159 According to Buchloh: 

It is with Cubism, of course, that elements of language surface 
programmatically within the visual field for the first time in the history of 
modernist painting, in what can be seen as a legacy of Mallarmé. It is there 
too that a parallel is established between the emerging structuralist 
analysis of language and the formalist examination of representation. But 
Conceptual practices went beyond such mapping of the linguistic model 
onto the perceptual model, outdistancing as they did the spatialization of 
language and the temporalization of visual structure. Because the proposal 
inherent in Conceptual Art was to replace the object of spatial and 
perceptual experience by linguistic definition alone (the work as analytic 
proposition), it thus constituted the most consequential assault on the 
status of that object: its visuality, its commodity status, and its form of 
distribution. Confronting the full range of the implications of Duchamp's 
legacy for the first time, Conceptual practices, furthermore, reflected upon 
the construction and the role (or the death) of the author just as much as 
they redefined the conditions of receivership and the role of the spectator. 
Thus they performed the postwar period's most rigorous investigation of 
the conventions of pictorial and sculptural representation and a critique of 
the traditional paradigms of visuality.160 
 

                                                
158 Foster, The Return of the Real, 15. 
159 In “Farewell to the Periphery” and When Does Contemporary Art Begin? Andrea Giunta further 
compares and contrasts the approaches of Hal Foster, Peter Bürger, and Benjamin Buchloh, highlighting 
how these theorists resonate within Latin American art history. “Farewell to the Periphery” appeared in La 
invención concreta, ed. Gabriel Pérez-Barreiro (Madrid: Museo Nacional Centro de Arte Reina Sofía, 
2013). 

160 Benjamin Buchloh, “Conceptual Art 1962-1969: From the Aesthetic of Administration to the Critique of 
Institutions,” October 55 (Winter 1990): 107. 
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Buchloh’s assessment of Conceptual Art highlights key contributions of the neo-avant-

garde’s engagement with the historical avant-garde. Whether it was through the 

representation of language, the experience of the viewer, or the “assault on the status of 

the object,” Buchloh relates how Conceptual artists were considering the tactics of the 

historical avant-garde and proposing new strategies. In this manner, Conceptualists and 

other neo-avant-garde artists were not striving to “complete” the project of the early 

avant-garde—to cite Foster—but rather demonstrate that they “comprehend” their ideas 

and elaborate them further. 

Within this debate, I feel that the School of Valparaíso is revisiting the strategies 

of the historical avant-garde to develop something proper to themselves, to give this 

tradition a local sense. Recalling Miguel Eyquem’s statement—“to accept ourselves not 

as a colony but as the authentic children of European culture”—one can imagine that the 

School wishes to see themselves as the inheritors of the early avant-garde. Thus, the 

founding faculty feel compelled to act upon these ideas, an urge that was shared among 

their contemporaries, like the Situationists in Paris. Though I hesitate to fold the School 

of Valparaíso entirely into the neo-avant-garde, there are several activities that reflect a 

“comprehension” and elaboration of the early avant-garde. Perhaps the clearest evidence 

is with the phalènes. Considering that it was developed in Paris, among and including 

neo-avant-garde artists and in the shadow of the historical avant-garde, it is not surprising 

that this poetic act should contain traces of the Dadaist and Surrealist deambulations. 

However the “epic phalène for America” (i.e. the travesía) is wholly proper to the School 

of Valparaíso. By transferring these poetic acts to South America, into the public and 
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wild spaces of this continent, mixing poetry from nineteenth-century France and 

twentieth-century Chile, the School continues the efforts of the historical avant-garde to 

arrive at a wholly personal and local practice. 

Nevertheless, there are some aspects of the phalène that did not materialize during 

the 1965 travesía. The very nature the phalènes takes into account the participation of 

standers-by. Yet this did not translate so easily during the Travesía Amereida. Though the 

participants would undertake poetic acts during the journey, it was unclear the degree to 

which they expected locals to be involved, or succeeded in that regard. When the travesía 

route brought them into contact with people, there was of course interaction. For 

example, sailors and locals approached the poetic inscriptions the group set up in Espora: 

“People went to read the poem and copied it. Some thanked us.”161 One man asked the 

travesía participants an essential question: “and the sailor// in the green sweater// 

asked//What is Amereida?”162 This anecdote appears in the free verse of Amereida II 

(1986) and it is unanswered, presented almost like a rhetorical question perhaps in 

response to an inscription or performance in Espora. A month later the participants have 

another encounter with a curious local. As they were eating lunch in the heart of 

Argentina “...behind a shrub, a man emerged, a wreck of a man, who asked if we were 

hunters. We responded that we were not hunters and that we came from the South, 

without speaking directly of Amereida."163 Throughout the journey the team struggled 

with the degree to which they revealed their guiding philosophy. At the beginning they 
                                                
161 Girola, Amereida: Bitácora de la Travesía, 8. 
162 Various authors, Amereida, volumen segundo, 146-147. See pages 122-150 in Amereida, volumen 
segundo for the complete poetic interpretation of this delay. 
163 Girola, Amereida: Bitácora de la Travesía, 20-21. 
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felt compelled to explain themselves; the succinct and catchy headline from a Punta 

Arenas newspaper describing their trip as a “geo-poetic study through Latin America” 

most likely originated from their self-fashioning.164 Perhaps the scope of their travels and 

the time they spent on the road cast a reticent tone over the group, as evident in their 

reluctance to discuss Amereida with the man from the shrubs or the nondescript way 

Bolivian officials characterized them as an “interesting cultural and university embassy" 

a few days before the travesía ended.165 Since this was arguably the first time the 

philosophy of Amereida was being presented to the public, these awkward encounters are 

also the first instances of reception and might illuminate why the School developed an 

aloof or closed-off character. 

The group’s reticence may also stem from seeing the living conditions of people 

in the ostensibly empty Interior Sea. In Puelches a dam project completed nearly twenty 

years earlier signaled the town’s decline, despite a robust infrastructure. According to 

Girola’s log: 

The school functions in absolutely disastrous premises. They had 
constructed a new structure which came down on its own and they had a 
prefabricated one that had yet to be inaugurated since they sent for a flag 
to be purchased in Buenos Aires. It is the strangest sensation: for example, 
there is a distinguished police force, justice of the peace and County 
Clerk’s Office, aviation field, Meteorological Station, public telephone 
and there isn’t a village. 270 inhabitants, before there was water and there 
were 700. There was a large lagoon with silversides and embarkations. 
The water disappeared when they made the Nihuil dike in Mendoza.166 
 

                                                
164 Girola, Amereida: Bitácora de la Travesía, 1. 
165 Ibid.,  41. 
166 Ibid., 19. 
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After leaving Puelches, the group made their way to General Ancha and reflected on their 

time in the small town. Though the team accomplished an admirable amount of work 

during their short stay, they felt the endeavor was a failure. Girola notes: “We told those 

in Puelches that they should stay, when perhaps they should leave. And now the true 

word—“ridiculous”—appears.”167 This reflection demonstrates their insecurity on this 

journey as well as acknowledging their own limits: in this scenario who is ridiculous—

the residents of Puelches or the travesía group? After all, the travesía participants are not 

aid workers but creative types who arrive in these often impoverished villages with 

abstract ideals. They cannot solve macro problems of development that affects people 

living in a remote part of Argentina. However as a group composed of poets, visual 

artists, and architects they can infuse the town with an artistic sensibility. It is an untidy 

exchange, for sure; it is one thing to erect obras on a roadside and relate them to the 

Interior Sea, but encountering local populations with needs that cannot be met is difficult. 

We can thus appreciate the remarks of the travesía participants, upon leaving Espora, 

from another vantage point. Recalling an earlier section from Amereida II: 

We left village of that village—and now that we are on our way, are we 
travelers?//Like those ancient travelers who as they carried their luggage 
on their back were transformed into strange silhouettes? No, the event 
destroys the habitual opposites just like those who stay ignore the craft of 
the traveler, and he likewise ignores [the craft] of the other. Thus the time 
to execute the Sign depends on the event.168 
 

The participants make it clear that every journey will always have two parties: the 

traveler and the local. It is inevitable for both groups to meet just as it is likely they will 
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not understand each other and “ignore” the craft of the other. For the travesía group the 

goal of traveling is not to transform the traveler into a local, or vice versa, but to enable 

an “event” for both to share and set down a Sign to mark that moment. Through these 

obras, the travesía participants cast themselves as something more than travelers. As the 

makers of the pormenor they are capable of translating the great size of the Interior Sea to 

the intimate scale of Puelches, or any other stop during the travesía.  

With this in mind, it is not surprising that the travesía participants should feel 

more comfortable contemplating the Interior Sea in the abstract than confronting the 

realities of its residents. Girola’s final observations as they left Bolivia hint at future 

adventures, like the end credits for a sequel:  

[...] [the] extraordinary brilliance of Bolivia. This glimmer is valid for all 
of America’s interior sea, all the Patagonias, and the jungles, and the 
summits, Alberto whispers that the adventure of the Pacific is much more 
than the ocean. We all already know that the path is not the path. And it 
will be difficult not to be wrong.169 
 

The “glimmer” that appears in all the territories the group traversed is not a resolution but 

an invitation, like a curtain that has been barely been drawn. Thus this sliver of light 

alludes to all that is left to been uncovered regarding the Interior Sea. Indeed, in six 

weeks the team has barely scratched the surface, they are still unable to fathom this 

territory that remains a mystery. In hindsight, their vague and ambitious rhetoric about 

conquering America and establishing a foundation does not reveal what they actually 

thought was going to be in the Interior Sea. Perhaps nothing. The act of traveling, as 

outlined in the previous section, is inextricably tied to the perception of the site; it is often 
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unclear which precedes which. Curiously, travels that are unorthodox and involve 

wanderings are often to undesirable places. For example, the 1924 Dada trip was to an 

urban church garden precisely because, as Careri notes, it was “a space to investigate, 

familiar but unknown, seldom visited but evident, a banal useless space which like so 

many others wouldn’t really have any reason to exist.”170 The Surrealists temporarily 

abandoned the city for their deambulation to “an "empty" territory [...] It would appear 

that the aim of going beyond the real into the dream world was accompanied by a desire 

for a return to vast, uninhabited spaces, at the limits of real space.”171 These two 

perceptions of the site—unvisited and empty—stir the same emotions as the Interior Sea: 

the city-based creatives feel that they are the only ones who hear the call to travel to such 

places, whether to add their presence or project their dreams. Yet, as the Travesía 

Amereida demonstrated the Interior Sea was neither unvisited nor empty. There were 

small towns, fenced-in lands, and a highway system. Therefore, what exactly could they 

“unveil”?  

The periphery/center relationship is palpable among these projects, with the 

anecdote regarding the overdue arrival of the Argentine flag in Puelches as a vivid 

example for the travesía participants. In this case Buenos Aires is the center from which 

Puelches, and most of the sites the team visited in Argentina, radiate. The concept of the 

Interior Sea underscores how the traditional perception of the center/periphery is inverted 

in this scenario: in the South America visualized by the Interior Sea, “the periphery” is 
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carved out of the continent’s physical center and the center is designated as the 

continent’s coastal “periphery.” Despite this inversion, the power dynamics remain the 

same. The peripheral “center” of the continent, represented by Puelches and numerous 

other villages, continues to live, before during, and after this travesía. In this light the 

participants may have guilt as urbanites traveling from the central “periphery” into this 

territory. But as their experience in Puelches demonstrates, they cannot provide the 

solutions people need. Perhaps the trip was more for the Interior Sea to discover them, 

than vice versa. They might never be able to establish a foundation but the Interior Sea 

continues to have a strong hold on the School; thus, the exercise of founding is infinite. 

In addition to dreams of conquering and establishing foundations, the group 

simply wanted to experience the Interior Sea on foot. In contrast to their European 

counterparts the Travesía Amereida travelers committed to a long land voyage that would 

be arduous even today. Their decision to cut through the center of the Interior Sea means 

they were determined to see as much of their space as possible and gain the experience 

that only comes from full immersion. The depth of this experience is evident in the 

material output—Cruz’s sketches and notes, Girola’s log, color and black and white 

photographs, and other documents—which was due in large part to the School’s 

experiential philosophy. Observation through experience and wandering was a key 

pedagogical tool at the School, as noted in Chapter 1. And this was a practice the 

professors carried over into the travesía. The travesía documents reflect the first-hand 

accounts of daily life, from the administrative (meeting local officials) to the 

unpredictable (planning travel) to the creative (hosting a phalène) the participants 
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observed and noted all the incidents of the trip. Though it many of these details may have 

seemed tedious to record, they are a testament to the full observations of the trip 

members. 

In addition to these empirical and phenomenological aims the travesía team also 

felt compelled to undertake obras. These works can be divided between what happened in 

discussion with the townspeople and spontaneously with found art. In the case of the 

former, these are formal gifts (plaques, murals, theatrical plays, etc.) to towns like 

Puelches. Since there was an exchange with the locals regarding what they would 

produce, there is a degree of collaboration in this interaction. The works made en route to 

these towns, or while they were waiting, were more spontaneous and precarious, 

constructed from found materials—both from nature (the stones in the stele) and 

manufactured (the barbed wire and other rural rubbish). For regions that are ostensibly 

part of the Interior Sea and thus empty, there is a considerable amount of manufactured 

rubbish. Given the material on hand (a mix of found objects and the team’s supplies of 

metal sheets and paint), the participants were able to make a variety of sculptures: steles, 

wire works, totems with bent metal sheets, etc.172 One particular stop—en route to 

Comodoro Rivadavia—epitomizes their creative output on this journey (figs. 4-7). The 

team stopped their truck as they drove next to hill. Alberto Cruz, Jorge Pérez Román, and 

François Fédier found leafless branches on the ground and painted them red and white. 

They affixed these branches onto a low stump, creating a tree. Claudio Girola meanwhile 

                                                
172 The wired sculptures from the 1965 Travesía Amereida are formally similar to Girola’s sculptures from 
the 1950s. See Claudio Girola: Tres Momentos de Arte, Invención y Travesía, 1923-1994, ed. Gabriela 
Echeverría (Santiago: Ediciones Universidad Católica de Chile, 2007). 
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made two cuts into a bronze plate with an axe. After bending the plate he fastened it to 

the top of a fence post. Girola’s “Sign” was on the other side of the road from the painted 

tree. Edison Simons and Jonathan Boulting walked up to the summit of a nearby hill to 

view the ocean as well as the obras underway. Godofredo Iommi then summoned the 

gathering: 

Once the tree, plate, and greeting are finished, Godo invites us to play with 
the rocks he has written on. The game consists in formulating a question, 
saying it, choosing two large rocks and a small one, flinging them [onto] 
the pavement and reading them in the order of proximity with respect to 
the player. The questions and answers the rocks give are noted. [The 
rocks] are placed next to the tree. Fédier takes photographs. We leave.173  
 

By commemorating this location with two sculptures and a poetic act, the team carried 

out a minimal intervention. The colorful tree and its neighboring bronze-top post are leve 

enough to become part of the landscape without losing their unique forms. In this respect, 

the participants on the 1965 Travesía Amereida are in communion with artists practicing 

Land art around this time. Both groups used materials from nature (rocks, soil, etc.) to 

realize works directly in remote landscapes. In the case of the travesía participants their 

interventions were smaller in scale compared to Robert Smithson’s classic Spiral Jetty 

(1970)(fig. 82). While the Land artists moved into nature in part to undermine the art 

market and the commodification of the art object, the School’s decision to undertake a 

travesía was more linked to the abstract ideal of writing a Latin American epic by 

undertaking a journey. To put it bluntly, the School went into the wilderness in order to 

have material for said epic.  
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Moreover, since they ventured into nature with the objective of visiting the 

Interior Sea they were manipulating their experience from the beginning. Thus 

encountering locals had the potential of upsetting these expectations, as in the case of 

Puelches. With the lens of the Interior Sea the travesía participants perceived nature in a 

poetic manner and painting the shrubs, arranging stones, integrating metal plates, etc. 

were done in order to mark the Interior Sea as proof of their travels. Yet the participants 

never intended these marks to be permanent since the moment at the site mattered more 

than the object. The travesía group focused their energies on documenting this moment—

via written text, photographs, and drawings—for the epic they were in the process of 

writing. Moreover, given the harsh conditions they faced it was wise for the group to 

have reverance for nature. According to Lisette Lagnado: “[...] this espousal of ephemeral 

materials also bears an implicit praise of temporality and mobility. That is: nature has 

precedence over man’s hubris and razes his edifications to the ground.”174 In the face of 

nature’s inevitable wrath the travesía participants had to strike a balance between 

commemorating a moment yet erecting an obra knowing it would eventually be “razed.”  

As the main sculptor on the travesía, Claudio Girola played a significant role in designing 

these ephemeral works. His approach to the materials on hand supported the ultimate goal 

of these obras, to celebrate a moment and carry out the notion of “ha lugar.” As Cecilia 

Brunson highlights, 

[…] the experience of Amereida, the poetic act, and collectivity, hasten 
Claudio Girola towards a new type of sculpture of an installative 
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speciality where an inevitable consciousness regarding the spectator is 
created, regarding the journey (in a time) and the landscape (in a space) 
[...] we see how departing from Amereida, and in particular with El Pozo 
(1976), sculpture fulfills the role of scenic resonance, erecting a dimension 
of debate regarding the "theatrical" because in the route [it] inaugurates a 
new space and time for sculpture.175 
 

Girola’s concern with the experience of the “spectator” and establishing a “new space 

and time for sculpture” relate back to the pormenor, a place that invites the guest to 

linger. Throughout his account, Girola refers to these sculptures as signos (signs). Thus 

these obras have the potential to function as objects that signal passersby, especially 

given their proximity to the road. After all, Girola’s sculptural Sign would be not 

complete without the possibility of someone receiving said signal. 

Though the team does not clarify what they meant by “founding America,” one 

can conceptualize these landmarks as part of that effort. Towards the end of the travesía 

the group stopped in Santiago del Estero and elaborated one of their most famous 

designs—the inverted continent with a superimposed Southern Cross constellation. 

Edison Simons, Fabio Cruz, and Godofredo Iommi engaged in poetic acts while Alberto 

Cruz and Henri Tronquoy focused on Alberto Alba’s house. Alberto Cruz painted 

abstract geometric shapes on two doors and windows with black and silver paint (fig. 11). 

In between the doors he rendered an inverted South American continent in black. Though 

photographs from the travesía do not show the Southern Cross, Alberto Cruz’s sketches 

                                                
175 Cecilia Brunson, “Originality and Void: Two Sculptural Questions,” in Claudio Girola: Tres Momentos 
de Arte, Invención y Travesía, 1923-1994, ed. Gabriela Echeverría (Santiago: Ediciones Universidad 
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and the accompanying notes illustrate that this constellation was part of the composition 

(figs. 12-13):  

Amereida trip, Santiago del Estero. Primitive house delivered to its doors; 
by night closed and during the day opened, giving passage to darkness, 
which describes these interiors. We paint the doors to elevate the Sign. 
The Southern Cross is called the Polar Anchor. The Atlantic contributes its 
light (Europe). The Pacific is the adventure while the Tropics-Antilles are 
the origin (Columbus). The South is the North that will neither be called 
North nor South.176 
 

Thus the space between the doors served as the canvas for the Southern Cross 

constellation and through this rendering Cruz classified the four points of the Cross: 

anchor, light, adventure, and origin. This classification set the groundwork for the images 

in Amereida I, which include various renderings of an inverted South America as well as 

images of the Southern Cross superimposed on the continent. Within the travesía, this 

gesture is perhaps the obra that most embodies the spirit of Amereida and thus 

contributes greatly to the series of landmarks the group was leaving in their wake. Since 

these works mark the team’s movement through the Interior Sea, the founding of 

America becomes more of a path than a settlement. Centuries ago the European 

conquerors founded America through violence and pillaging, with the hope of 

establishing permanent outposts. The Travesía Amereida proposes a different tack. Since 

the group traveled to an area ostensibly untouched by the colonial experience, they 

recognized the opportunity to propose something momentary and ephemeral; or, if the 
                                                
176 Alberto Cruz, Estudio acerca de la Observación en Arquitectura (Viña del Mar: Taller de 
Investigaciones Gráficas, Escuela de Arquitectura UCV, 1982; repr., Viña del Mar: Biblioteca Constel, 
Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 2011, accessed November 5, 2014, 
http://wiki.ead.pucv.cl/index.php/Estudio_acerca_de_la_Observación_en_la_Arquitectura), 80. Citations 
refer to the Biblioteca Constel version. All translations from this text are my own. For more on what took 
place in Santiago del Estero see Appendix B. 
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community requested it, something long-lasting like a plaque. In this last regard, the 

travesía participants proposed obras based on mutual hospitality, a sentiment that is 

echoed in later travesías I will explore in Chapter 5. Though they are not perfect 

collaborations, a gesture rooted in hospitality is nonetheless quite distinct from what the 

conquerors carried out and highlights a unique approach to the continent’s interior. Even 

the obras that were left on roadsides or in marginal parts of town offer significant 

contributions to the team’s experience of the Interior Sea. Thus after six weeks the route 

of the 1965 Travesía Amereida becomes dotted with varying landmarks and as we will 

see in the next chapter, this path becomes one of the most significant visual constructions 

to emerge from this journey. 

SECTION D: CONCLUSION 

The 1965 Travesía Amereida allowed the founders to experiment: in the physical 

sense with an array materials; and in the abstract sense with poetic acts and big ideas like 

gifting and hospitality. With the knowledge gained from this experience the returning 

faculty could implement their findings within the curriculum and activities at the School 

of Valparaíso. This is especially evident with the Taller de Amereida, the University 

Reform Movement, the Open City, and the curricular travesías. Most importantly for our 

story, after finalizing the journey these participants could draft the School’s charter, 

Amereida I. Iommi’s original call for a Latin American epic entailed two events: the 

travesía and the poem. The following chapter will explore the second part of this epic. 
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Chapter 3: The Amereida Project—The 1967 Poem 

SECTION A: INTRODUCTION 

The Travesía Amereida officially ended on September 15, 1965. Twenty months 

later, to the day in fact, the Santiago-based publishing house Editorial Cooperativa 

Lambda issued Amereida I. The nearly 200-page tome represented the fruition of so 

many dreams: a home-grown library of primary sources, a compilation of excerpts from 

esteemed writers, and lastly, a hard-bound copy of the Latin American epic Godofredo 

Iommi called for a decade earlier. 

In this chapter I delve into Amereida I (1967), focusing on the maps that appear 

throughout the poem, in order to help my reader understand how the poem’s visuals 

coalesce the School’s perception of America. Writing an epic poem was an unorthodox 

move for this architecture school, especially a text that is deliberately (and defiantly) 

inscrutable. The maps, in their stark simplicity, are a guide through this territory, as this 

chapter will demonstrate.  

I will first outline how the epic poem manifested: from the nuts and bolts of the 

writing process to the visuals. I will offer a formal analysis of several maps in order to 

elaborate a thorough evaluation of these drawings, focusing on the concepts of the 

Interior Sea and Southern Cross. The chapter concludes by considering how these maps 

communicate Amereida I’s unique rhetoric about America, which disengages with 

indigenous culture and nationalism in order to embrace complete abstraction. This section 

will also examine the extent to which these maps are exercises in anti-mapping. 
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SECTION B: PART TWO OF THE EPIC—AMEREIDA I (1967) 

In 1962, while he was still in Europe, Godofredo Iommi sent a poem about 

America to the faculty in Viña del Mar. As Fabio Cruz recalls: 

[He sent] the first poem that appears in Amereida. The first stanzas. He 
 sends them before undertaking the travesía. And his theory on America is 
 already there. I don’t remember if he sent anything else with respect to 
 that. This theory of an America that had not been discovered, but rather 
 emerged.177 

 
This poetic fragment heralded Iommi’s return to South America as well as his vision of 

Amereida—an epic for America. The founders responded to Iommi’s summons by 

manifesting this epic in two ways: a journey and a poem. Fabio Cruz’s anecdote shows 

how both projects emerged at the same time, with the poem coming to completion once 

the journey was over. Using the material gathered from this trip, as well as other 

documents, the 1965 Travesía Amereida participants crafted prose and drawings, thus 

authoring Amereida I. 

To formally describe Amereida I  is to list a sequence of negations. It is not a 

complete, straightforward account of the 1965 trip; for that see Claudio Girola’s travel 

log, published within Amereida II in 1986. Amereida I  does not solely relate to the 

period of the travesía since it includes observations and conversations that happened 

before, during, and after the journey. As the writers crafted their texts, they blended their 

own thoughts with “some texts taken from historic documents, like accounts from the 

                                                
177 Crispiani, Torrent, and Moya, “Interview: Fabio Cruz Prieto,” 53. In this interview Cruz maintains that 
this poem emerged during Iommi’s time in France. In América, Américas Mías—an essay that takes the 
shape of a letter Iommi ostensibly wrote to himself and where he constantly refers to himself in the second 
person—he situates writing this poem in Germany: “But wasn’t it you who lowered Hölderlin’s lamp [and] 
invented in Munich: Amereida?” (2). 
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moment of the Conquest.”178 These works include Antonio Pigafetta’s Relazione del 

primo viaggio intorno al mondo (1524), Francisco López de Gómara’s Historia general 

de las Indias (1552), Garcilaso De la Vega’s Comentarios reales de los incas (1609), and 

Bernal Díaz del Castillo’s Historia verdadera historia de la conquista de la Nueva 

España (1632), to name a few. The passages written by the travesía participants joined 

Iommi’s original 1962 fragment and were published as Amereida I in 1967. 

All together, the reader cannot determine the timeframe, the historical chronicle, 

or authorship since Amereida I does not contain section divisions or citations. The poem 

appears as a continuous statement, aided largely in part by the use of some punctuation 

marks (question marks, exclamation points, parentheses, and hyphens) and the exclusion 

of others (periods, commas, and semi-colons). This uneven distribution of punctuation 

marks leads to many questions and strong declarations. According to David Jolly when 

breaks are needed, the writers simply use “the blankness between words,” as an homage 

to Stéphane Mallarmé, which I will discuss in the following section.179 This haphazard 

arrangement is due to the fact that, as Alejandro Crispiani succinctly points out, 

“Amereida was written for a chance reading, to be opened and read on any page. In its 

discontinuity and its leaps of sense it seems to attempt to recreate that poem, in 

improvised dialogue that the phalène produces.”180 It is by no means an easy poem to 

enter since the poem’s authors designed Amereida I to be a text that requires repeated 

                                                
178 Alejandro Crispiani, Objetos para transformar el mundo: Trayectorias del arte concreto-invención, 
Argentina y Chile, 1940-1970—La Escuela de Arquitectura de Valparaíso y las teorías del diseño para la 
periferia (Santiago: Ediciones ARQ, 2011), 260. All translations from this text are my own.  
179 Jolly, La Capital Poética de América, 10. 
180 Crispiani, Objetos para transformar el mundo, 262. 
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reading and consideration, something to be approached in fragments. Nevertheless, the 

possibility to read this poem out loud and in a performative way is perhaps what endears 

it most to the School’s faculty and students. Amereida I continues to be recited at the 

School and during the travesías. As this chapter will explore, one person’s inscrutability 

is another person’s invitation to open interpretation.  

Beyond the complex formal quality of Amereida I the question of authorship is 

another frequent point of discussion. Perhaps because Iommi was the resident poet 

among the faculty and had developed the concept of Amereida he is often cited as the 

main figure behind this poem. However, most secondary sources on the School of 

Valparaíso maintain that Amereida I was a collective work.181 Though Iommi would go 

on to write a plethora of essays as a professor, keeping Amereida I author-less was in line 

with his idealization of poetry as a chorus of many, in the spirit of Comte de 

Lautréamont’s democratic hope for poetry to “be made by all.”182  

Though Amereida I was “made by all” the poem’s writers did not originally 

intend for it to be read by all since the text was meant to circulate within the School. 

Students are given their own copy when they begin their studies and there are copies of 

several editions at the PUCV library. Beyond Recreo, Amereida I appeared in fragments 

during exhibitions, conferences, poetic acts, etc. For example, in 1972 a few passages 

appeared on the chalkboards the School exhibited at the Museo Nacional de Bellas Artes; 

                                                
181 As María Berríos notes: "Although Amereida, the poem, is usually attributed to Godofredo Iommi on an 
exclusive basis, it is fruit of the collective work if not all of the crossing's participants, at least of Iommi, 
Boulting, Simmons, Fedier, Deguy, and Cruz.” “Invisible Architecture and the Poetry of Action,” in Drifts 
and Derivations, 81n8. 
182 Iommi, Carta del Errante, 9. 
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this is the subject of Chapter 4. The poem’s most coherent debut to the world took place 

over 20 years after its initial publication. Alberto Cruz and Godofredo Iommi held 

lectures over the course of three semesters at the Pontificia Universidad Católica de Chile 

(PUC) in Santiago, from 1989 to 1990. According to Fernando Pérez Oyarzún, who was 

the Director of the PUC’s School of Architecture at the time, on the occasion of this 

lecture series: “Amereida is delivered intentionally for the first time outside the personal 

and academic environment that generated it, open to the risk of interpretation.”183 What 

was behind this unprecedented intellectual exchange? The year 1989 was a moment of 

great transition in Chile. For example, a vote on October 5th set into motion the end of 

Augusto Pinochet’s term. Moreover, it had been almost 50 years since the PUC dissidents 

had left Santiago for Valparaíso therefore the time had come to revive the connection 

between both Schools.184 The opportunity to share their pedagogy (which they had 

invested so much time and effort in shaping) with this historic architecture school in 

Santiago (from which many of them had graduated and/or previously taught at) no doubt 

also appealed to the School of Valparaíso. In this respect, it seemed only fitting to 

                                                
183 Fernando Pérez Oyarzún, prologue to Amereida Poesía y Arquitectura: Godofreo Iommi, Alberto Cruz 
by Juan José Ugarte, Alejandro Aravena, Andrea Ortega and José Quintanilla (Santiago: Ediciones ARQ, 
1992). 
184 Following the 1952 breakup, the School of Valparaíso remained on good terms with the PUC. For 
example, the School participated in the first meeting of the Conferencia Latinoamericana de Escuelas y 
Facultades de Arquitectura (CLEFA), which took place on the PUC campus in 1959. On the occasion of the 
Iommi and Cruz’s lectures at the PUC, Pérez Oyarzún reflected on the relationship between both schools: 
“During the first years the movement from Santiago to Valparaíso continues: in disagreement, reforming, 
or simply in admiration of the new experience that is initiated. Though the tensions or mutual criticisms, 
latent at times and declared at other times, persist the relations between both schools is never interrupted. 
[…] during all the years of my studies in the Católica of Santiago, the School of Valparaíso constituted a 
permanent point of reference.” Review of Amereida Poesía y Arquitectura: Godofredo Iommi, Alberto 
Cruz, by Juan José Ugarte, Alejandro Aravena, Andrea Ortega, and José Quintanilla, ARQ 22 (December 
1992): 47. All translations from this text are my own.  
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explore the philosophy of Amereida (Amereida I, Amereida II, and the 1965 Travesía) 

with the PUC faculty and students. In the decades following this lecture series, Amereida 

I has gone through several editions.185 Though the early editions were often published in 

limited numbers for and by the School itself, the 2003 digital version in Spanish ensured 

the text’s diffusion to readers all around the world.  

From a formal perspective, one of the most notable aspects of Amereida I is the 

use of visuals: the arrangement of the words and the abstract renderings of the South 

American continent. For most of the poem, the words are scattered in random patterns as 

in the case of this passage on page 13 (fig. 16): 

 
who but her speaks of an origin then only poeti- 
cally it appears? 
one day the voices spoke to us in the intimate exile 

which origin? 
 

Columbus 
never came to America 

he searched for the Indies 
in the midst of his eagerness 

this land 
irrupts into a gift 
 

simply 
the gift 

appears 
contradicting intents 

alien to hope 
it brings with itself 

its donation 
                                                
185 The first edition was published on May 15, 1967 by Editorial Cooperative Lambda in Santiago. 
Subsequent editions all came from the School: second edition (1986, Taller de Investigaciones Gráficas); 
third edition (1997, Taller de Investigaciones Gráficas; 2003, e[ad] Taller de Investigaciones Gráficas—
PDF); fourth edition (2006, e[ad] Taller de Ediciones); fifth edition (2011, e[ad] Escuela de Arquitectura y 
Diseño). Amereida I has yet to be officially and completely translated into English.  
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its terms 
its edges 

rips 
—wound or opening where [it] emerges— 
     with 

an involuntary adventure186 

This is one of most frequently cited sections from Amereida I, largely in part because it 

contains several key themes: origins, the Conquest, gifts, expected discoveries versus 

unexpected interruptions, and the continent’s form as a site of violent intervention. 

Something that is usually overlooked is how this passage is presented, namely, the 

effectiveness of isolating certain words and phrases like “which origin,” “Columbus,” 

and “never came to America.” The scattering forces the reader, whether reviewing the 

words in her mind or aloud, to stop and take time with the ideas the writers offer; to 

linger on specific points of the page and contemplate their meaning; and to consider how 

these words and phrases relate to each other. Perhaps the absence of much punctuation 

and the choice to scatter the poem’s text allows the reader to devise several poetic 

combinations as the reader leaves and returns to any part of the poem she wishes. In this 

regard, Amereida I echoes Mallarmé’s Un Coup de Dés Jamais N'Abolira Le Hasard (A 

Throw of Dice Will Never Abolish Chance) (1897). Mallarmé famously dispersed his 

words throughout the page, transforming the white blanks into an active character, as he 

noted in his preface to this poem: 

The literary value, if I am allowed to say so, of this print-less distance 
 which mentally separates groups of words or words themselves, is to 
 periodically accelerate or slow the movement, the scansion, the sequence 

                                                
186 Various authors, Amereida, volumen primero, 13.  
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 even, given one’s simultaneous sight of the page: the latter taken as unity, 
 as elsewhere the Verse is or perfect line.187 

 
In the spirit of the French poet they so admired, according to Jolly the writers of 

Amereida I perceived the white negative space left on the page as “a performative space 

and not simply support.”188 In the same vein, the continental drawings are also something 

more than mere ornamentation as Jolly highlights: 

[The maps] are not the typical illustration of a poem, as in luxury editions 
 where the text is actually accompanied by artworks realized through the 
 technique of engraving, which despite their grandeur do not properly 
 belong to the poem. [...] one can enter the South American continent with 
 this map, into the poetic space of the whiteness that sustains poetry until 
 today. Therefore it is not about an America that resides in the mind and 
 heart of the poet but rather it is the continent that concerns all those who 
 inhabit it, which introduces it in the space of poetry.189 

 
We will see in the following section how the “whiteness” of the page is equally 

significant in the maps, as it highlights essential elements of negative and positive space. 

Thus as unorthodox drawings, the maps in Amereida I are in communion with the prose 

and the goals of the poem—to craft an American epic. As visual elements, the drawings 

have the capacity to guide readers into the abstract world of the page. 

The penultimate drawing in Amereida I (1967) is an inverted detail of the South 

America, centered on the lower part of the continent (fig. 20). The Malvinas Islands and 

islands around the continent’s tip appear in detail, in contrast to the rest of the continent, 

                                                
187 Stéphane Mallarmé, preface to Un coup de dés jamais n’abolira le hasard/ A Throw of Dice Will Never 
Abolish Chance, trans. A.S. Kline (Project Gutenberg Self-Publishing Press, 2007, accessed November 5, 
2014, http://self.gutenberg.org/wplbn0002171445-un-coup-de-d-s-jamais-n-abolira-le-hasard---a-throw-of-
the-dice-will-never-abolish-chance-by-mallarm---st-phane.aspx?), 5.  
188 Jolly, La Capital Poética de América, 158. 
189 Ibid., 158-159. 
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which is rendered as an outline on a white background.190 A line extends through the 

north-south axis of the continent, from the tip to the center of the continent; though on 

this drawing this geographic center is nearly the bottom edge of the page. This line can be 

interpreted in numerous ways. The line can be read as an abstraction of a physical or 

man-made demarcation: river, road, border, etc. It is also a line on a piece of paper that is 

reproduced (digitally in PDF form and in a printed book). It could refer to the physical 

route taken by the School faculty in 1965 during their terrestrial journey through Chile, 

Argentina, and Bolivia. If we read the path from the top down then we follow the path 

chronologically since the team moved from south to north during this travesía. This 

interpretation may explain why the authors of Amereida I inverted the map: the Southern 

tip is not where they end up but rather where they literally begin their journey down into 

South America. Thus, the dots— which Jolly characterizes as “eleven places [...] marked 

with a circle, united by a line that corresponds to the path than connects them”—

represent sites they visited as they travelled from Punta Arenas (Chile) to Tarija 

(Bolivia).191 The dots moreover could represent the places where the team left their obras. 

As in all the Amereida I maps we will encounter, there are no national borders to situate 

these dots in Chile, Argentina, or Bolivia. However, the rendering gives enough visual 

information in terms of the coasts of Argentina and Chile to make the drawing legible. 

                                                
190 These islands are also known as the Falkland Islands. Both names carry considerable political weight: 
pro-British use the Anglo name while pro-Argentine use the other. As an art historian working with 
materials from Latin America I prefer to follow the direction of the writers I read who refer to this territory 
by its Argentine name, “Malvinas.”  
191 Jolly, La Capital Poética de América, 34. Since the 1965 Travesía Amereida team could not reach their 
original destination they turned back and ended the travesía in Tarija, hence the backtracking in the line.  
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Through this route the writers are able to communicate the vulnerable existence of the 

communities they encountered during the trip:  

A road can handle anything except one thing:/ losing its continuity./ When 
it loses this we say it has been cut./ The roads are cut like a cord, like an 
elastic or like a film./ To cut itself is, for him, to simply not exist./ Espora 
and Punta Delgada have that desolation:/ they are before a road that lives 
the constant threat of not existing.192 
 

For these people living in remote parts of 1960s South America the roads were a literal 

lifeline. The presence of these roads as lines on maps affirmed the existence of these 

villages to the outside world and vice versa. Hence the form in this map—a continuous 

thread—is such a critical visual. Indeed, the writers of Amereida I are very sensitive to 

the impression they give of the places they visited during the 1965 Travesía Amereida, 

emphasizing that these drawings cannot give the full picture:  

We are used to seeing roads run through a landscape that, though it is 
unfamiliar to us beforehand, becomes familiar. Forests or crops or 
livestock, silos, industry, other roads, houses. Valleys, mountains or low 
ridges, some river. [...] Nonetheless, this abstract drawing on the surface is 
just a subtle translation of what takes place beneath the surface.193  
 

Perhaps because the landscape is so complex, both on the surface and beneath, the 

Amereida I drawings only endeavor to abstractly illustrate parts of the continent as later 

maps will demonstrate. 

The aerial perspective of this line not only allows one to take in the whole scope 

of the 1965 travesía but also recalls Le Corbusier’s infamous “law of the meander.” The 

Swiss-French architect developed this concept as he flew from Buenos Aires (Argentina) 

                                                
192 Various authors, Amereida, volumen segundo, 116. 
193 Ibid., 117-118. 
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to Asunción (Paraguay) in 1929, marveling at the network of rivers. Yet Le Corbusier 

was unsettled by the unwelcome obstacles clogging the system: 

The course of these rivers, in these endless flat plains, demonstrates 
peacefully the inevitable consequences of the law of physics; it is the law 
of the steepest gradient, and then, if everything becomes really flat, the 
affecting theorem of the meander. I say theorem because the meander 
resulting from erosion is a phenomenon of cyclical development 
absolutely similar to creative thinking, to human intervention. Following 
the outlines of a meander from above, I understood the difficulties met in 
human affairs, the dead ends in which they get stuck and the apparently 
miraculous solutions that suddenly resolve apparently inextricable 
situations. For my personal use, I have baptized this phenomenon the law 
of the meander [...]194 
 

Thus a river (and “human affairs”) had two operations: free-flowing or stagnant. Le 

Corbusier applied this metaphor to urban planning, with the ambition of replacing the 

unruly elements of outdated design with the orderly spaces of heroic modernism. For 

María Berríos, an independent curator who wrote about the School for the Drifts and 

Derivations exhibition catalog, the 1965 Travesía Amereida confirms Le Corbusier’s 

most negative perceptions of the South American landscape: 

In spite of the tracks opened by the expedition, the group discovered that 
there is no possible planning or cartography. The travesía revealed that the 
“law of the meander,” exposed to Le Corbusier as he flew over the 
continent and saw its topography from the air, is impregnated in the 
American soil; the experience of the Amereida showed that it is an integral 
part of the territory.195 
 

While Le Corbusier took the meanders within South America—the obstinate knots in his 

pristine line—as something to be tamed or eliminated, the School embraced these 

                                                
194 Le Corbusier, Precisions on the present state of architecture and city planning: with an American 
prologue, a Brazilian corollary followed by The temperature of Paris and The atmosphere of Moscow, 
trans. Edith Schreiber Aujame (1930; Cambridge, MA: MIT Press, 1991), 4-5. 
195 Berríos, “Invisible Architecture and the Poetry of Action,” 73. 
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deviations. Perhaps since many of the travesía participants were South Americans 

themselves they could not perceive this phenomena as wholly negative.196 The curves, 

setbacks, and changes in course that are reflected in the page 186 path demonstrate how 

the team never sought to conquer the wilderness but rather surrendered themselves to it. 

In an approach that inverts Le Corbusier’s dream of making straight lines from curves, 

the team rejected the rectilinear highway route and instead carved their own path through 

the center of the continent. This choice to set down their own route is also in large part to 

the fact that there is no highway that travels North-South through this region.197 The 

travesía participants treaded on the earth rather than flying over in an airplane. Perhaps 

for some confronting nature on a more visceral rather than aerial level inspires humility 

and not fantasies of domination; for others, like the Conquistadores, being bound to the 

land did not diminish such fantasies. Nevertheless, traveling by land made the 1965 

Travesía Amereida team more accepting of nature’s vicissitudes. 

Another significant inversion at play in this map is of the continent itself. This 

inversion serves a practical purpose since, as Valentina Pérez points out, the continent is 

positioned in the manner “that the sailors would have seen in order to direct their course 

to the new continent.”198 This Amereida I drawing, as well as the other inverted maps in 

                                                
196 Valerie Fraser expands on the political tone of Le Corbusier’s “law” in “Cannibalizing Le Corbusier: 
The MES Gardens,” in Roberto Burle Marx: The Modernity of Landscape, ed. Lauro Cavalcanti, Farés El-
Dahdah, and Francis Rambert (Paris: Cite de l'architecture & du patrimoine/ Institut francais d'architecture; 
Barcelona: Actar, 2011), 235-236. 
197 Though the infamous Pan-American Highway has yet to be completed, due to the formidable Darien 
Gap, the South American portion was mostly complete by the early 1970s; Chile’s portion was inaugurated 
in 1952. Nonetheless, this highway would not have helped the group since its north-south corridor ends in 
Valparaíso and runs along the Pacific. 
198 Pérez, “Amereida Anotaciones,” 53n22. 
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the poem, recall Joaquín Torres-García’s infamous Mapa invertido (Inverted Map)(1936) 

where the Uruguayan master boldly suggested a new orientation for the continent (fig. 

72). By inverting the continent, common cartographic elements (the compass, the sun and 

moon, and the pinnacle of the continent) all responded to a new north: the south. The 

1936 image is the visual component to one of Torres-García’s most famous statements, 

voiced during a 1935 conference in Uruguay: 

I have stated School of the South because, in reality, our north is the south. 
There should not be a north for us, but rather in opposition to our south. 
And that is why we now place the map upside down; and therefore now 
we have the idea of our position clear, and not how the rest of the world 
wants it. The tip of America, from now on, as it extends itself, insistently 
signals the south, our north.199 
 

Amereida I’s authors echo this reorientation: “and more than south/ isn’t that our north/ 

and its furthest [part]/ summit/ appeared/ to those who/ for the first time went up it?”200 

This recalibration of the continent’s place in the world was a key visual complement to 

the Amereida philosophy: from now on, whether inverted or not South America was 

untethered from the political constructs that had defined her since the Conquest. 

In the first image the reader encounters in Amereida I an empty South American 

continent floats over a dot matrix and swirling lines (fig. 15). Despite this frenzy of lines, 

the interior remains blank. Even the dot matrix does not venture into the continent. 

Indeed the lines on the first Amereida I map—whether they represent borders, water 

currents, or abstract marine shapes—separate the known world from the literally 

                                                
199 Joaquín Torres-García, Universalismo Constructivo (1944; repr., Madrid: Alianza, 1984), 193. All 
translations from this text are my own. 
200 Various authors, Amereida, volumen primero, 41.  
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unknown world. For the authors of Amereida I the continent’s unfamiliarity is rooted in 

the historic first encounter:  

Columbus/ never came to America/ he searched for the Indies/ in the midst 
of his eagerness/ this land/ irrupts into a gift// Continent found but not 
accepted/ it wasn’t searched further yet/ to leave it aside/ like an obstacle?/ 
America found and veiled201  
 

Thus, as the drawing reflects, the continent was both a literal and figurative obstacle for 

Christopher Columbus. As this accidental discovery spurred an existential crisis among 

Europeans—namely how to reconcile the new world into their perception of the 

universe—South America remained in this limbo of being “found but not accepted.” Yet 

like any physical obstacle, the continent could be overcome. Though it would prove an 

arduous task for Ferdinand Magellan a few decades later, the hurdle of South America 

would be circumnavigated to fulfill Columbus’s original course to Asia. The Age of 

Exploration ensured that the contours of the continent would eventually take shape, yet 

the interior remained “veiled.” The first Amereida I map reflects how this interior is 

waiting to be charted. Nevertheless, the authors will not fill this map or the others that 

follow with the factual information found on traditional maps: 

This first map constitutes the invention of a poetic threshold for South 
 America, it concerns the entrance of the continent, properly so, into the 
 poetic blank of the page, it is the presentation of the continent in its pure 
 surface, removing all facts, before names, making the main difficulties of 
 its totality and unity present. This untouched continent which appears in 
 the poem begins to have a mental existence among those who read and 
 gaze upon the text.202 

 

                                                
201 Various authors, Amereida, volumen primero, 13 and 16. For a longer excerpt of this passage, see 
Appendix C. 
202 Jolly, La Capital Poética de América, 41. 
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Thus the authors intentionally create simplified designs that, in the case of the first 

Amereida I map, illustrate the act of entering the Interior Sea in two- and three-

dimensional space. 

The second visual in Amereida I elaborates the Interior Sea through dots of 

varying sizes, which represent the population densities of specific cities (fig. 17).203 In 

contrast to the defined lines in the first drawing, here there are just enough dots to suggest 

South America’s kite form. The cluster of larger black dots along the coasts reflects the 

settlement pattern initiated during the colonial area, a practice that continues through 

modern times. Thus, these dots give form to the blank Interior Sea, which has ostensibly 

remained abandoned all these centuries as the authors of Amereida I remind the reader:   

to live in the contours of a figure/ in front of the inner sea/ is our manner/ 
 flee/ or confront/ is to keep us// to try it/ or go through it/ from and for the 
 other part/ that itself/ is to not accept it/ an interior sea opens/ for our 
 consistency// don’t we live perhaps/ with absence or a lack or continent/ 
 neither beloved nor forgotten/ but extinguished and mute?/ are we able to 
 recognize/ in its own uneasiness/ when we inquire about an identity?204 

 
In the drawing that follows on page 29, the Interior Sea is no longer “mute” but gains 

presence through shading (fig. 18). On this map the angled lines represent the Interior Sea 

while the negative space is everything else (land and ocean).205 This abandoned territory 

                                                
203 According to Pérez, “the length of the [dot’s] diameter is proportional to the population number.” 
(“Amereida Anotaciones,” 31n13.) 
204 Various authors, Amereida, volumen primero, 23. 
205 This left-to-right shading may be the work of Alberto Cruz: “...the right to left sense is more comfortable 
for someone left-handed than right-handed.” (Jolly, La Capital Poética de América, 18.) There is not much 
consensus about who drew the maps—some speculate Cruz, others believe it was a workshop, and some 
have mused the maps came from a children’s coloring book. In La Capital Poética de América Jolly gives 
insight to the drafting process: “[The page 9] map shows a definition of the drawing of the coastal line 
which is greater than what the eye and hand can draw on the size of page we have before us. This means 
that this map was drawn [first] as an original, much greater [in size] and was mechanically reduced by a 
photographic medium or something else for its printing, reaching a graphic quality.” (14). 



 136 

is finally given shape, where the positive space of the hatching is enough to suggest the 

South American form, countering the notion that the continent’s shape could only be 

rendered according to its border. Both the shaded map and the one of dotted cities 

abstract the South American continent to the point of illegibility. For Miguel Eyquem the 

viewer is an essential figure because she is capable of crafting an image from stars: 

These habitual experiences tell us that tracing with lines of light doesn’t 
 surprise us any more, not even when their trivial quality of the moment is 
 simultaneously of making and unmaking. Therefore, the only figures that 
 are traced are those that exist in memory, they are wiped from view as 
 soon as they appear—thus they remain as virtual figures, but no less 
 bright.206 

 
This is a powerful statement regarding presence and absence in visual memory, 

underscoring the role of the viewer in creating the image. The reader in Amereida I is 

most likely familiar with the shape of South America, they can imagine it in their mind; 

the drawing in the poem is not meant to confirm that image but dissipate and confound it, 

so the reader is ready to receive the bold prose of Amereida I. These abstract drawings 

pave the way for a series of drawings of the Southern Cross constellation, though the 

lines are elaborated to spare the reader from connecting the points. As the group 

endeavors to craft a new type of cartography that is not beholden to presenting facts, they 

rely on these “recognizable-enough” renderings to guide the reader. 

A cross with dotted ends is superimposed over the continent in the fourth 

Amereida I map (fig. 19). The cross’s vertical positioning and configuration suggest 
                                                
206 Miguel Eyquem and Alberto Cruz, Diálogo acerca de la Cruz del Sur (Viña del Mar: Taller de 
Investigaciones Gráficas, Escuela de Arquitectura UCV, 1985; repr., Viña del Mar: Biblioteca Constel, 
Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 2011, accessed November 5, 2014, 
http://wiki.ead.pucv.cl/index.php/Diálogo_acerca_de_la_Cruz_del_Sur), 14. Citations refer to the 
Biblioteca Constel version. All translations from this text are my own. 
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Crux, commonly known as the Southern Cross, a constellation of five stars that is 

prominent in the southern hemisphere. For Amereida I’s authors the Southern Cross is a 

key visual because it defines the southern hemisphere as distinct from the north:  

[Dante] said/ I returned towards the right and put my mind/ to the other 
pole and saw four stars/ never seen but by the first people/ enjoy the sky 
appeared with its flames/ oh northern widowed site/ how bereaved you are 
from looking at them// which soon appears to me/ the poet in these  verses/ 
wishes to describe/ through the four stars/ the pole of the other firmament/ 
and didn’t distrust until here/ that what you say/ doesn’t come out true// 
because I noted/ four stars/ enfigured/ like an almond// that had little 
movement/ and if God gives me life and health/ I hope to return soon to 
that hemisphere/ and not return without noting/ the pole207 
 

In a story that resounds with how the South American continent was accidentally 

discovered, Dante’s nostalgia for Crux reminds the reader that this constellation was once 

visible in Europe; the Ancient Greeks included it in the Centaurus constellation. However 

by AD 400 Crux literally disappeared from view due to the earth’s rotation and was 

rediscovered by westward-bound sailors in the sixteenth century.208  

When Alberto Cruz first painted the Southern Cross constellation during the 1965 

Travesía Amereida he only painted four stars. As the previous excerpt from Amereida I 

notes when musing about his visit to the Arctic Dante recalled four not five stars: “I 

returned towards the right and put my mind/ to the other pole and saw four stars/ never 

seen but by the first people.” It curious that Dante, Cruz, and others should willfully blot 

                                                
207 Various authors, Amereida, volumen primero, 34. 
208 “The Mythology of Crux,” The Globe at Night, accessed August 6, 2014, 
http://www.globeatnight.org/mythology/crux.  
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out one star.209 Perhaps it is because four stars make for a more harmonious visual, in the 

case of Dante’s “almond” or Cruz’s cross with endpoints. In the case of the latter, this 

cross replaces the traditional compass with new cardinal points: anchor (south), light 

(east), adventure (west), and origin (north). As Iommi elaborates,  

The extreme point towards Cape Horn was called: Anchor (such a figure 
 instead of the almond, as Vespucci signaled that constellation). The 
 extreme over the Atlantic was called: Light. Since America arises from 
 Europe. The extreme over the Caribbean is called: Origin. Since there, 
 despite what Columbus assumed, he had arrived to America. And the 
 extreme over the Pacific is called: Adventure.210 

 
Thus, the Southern Cross first initiated during the 1965 travesía and elaborated within  

Amereida I adds to the mythology surrounding this constellation. With these titles in 

place, the continent is framed by four ideals: the Anchor (a reference to the Age of 

Exploration); Light (a reference to Western civilization); Origin (a reference to 

Columbus’s arrival), and Adventure (the aspect of America’s destiny that remains open). 

It is perhaps no coincidence that this last point is the most proximate, both literally and 

metaphorically, to the School.  

The map on page 35 also illustrates how the continent mirrors the constellation, 

and vice versa. The Southern Cross is repeated in a smaller scale projection to the lower 

right of the page, recalling the diagrams in celestial maps that relate the heavens to earth, 

like Georg Christoph Eimmart’s Planisphaerium celeste (1690)(fig. 69). The fluidity 

within this union of sky and earth is a fundamental theme in Amereida I:  

                                                
209 This is a fairly unique depiction since most iterations of the Southern Cross maintain the fifth star, as in 
the case of the national flags of Australia and Brazil and the flag for the Region of Magallanes in Chile; 
New Zealand’s flag echoes the School’s depiction of the constellation. 
210 Iommi, Ciudad Abierta — Agora 7.1.1971, 14-15.   
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this sea/ that dazzles the navigator/ to lift his face to the stars// didn’t the 
sky guide that way/ through the waters/ to return sea and sea/ ocean 
exorcised in a figure?// doesn’t history appear/ where the land and sky 
unite and are measured?// what other thing/ does the horizon signify?// a 
sea dyes its calling/ of star/ and bequeathes it to us// what has become 
thus/ of our American sky?/ we still don’t know/ and it doesn’t talk to 
us.211 
 

Thus in the tradition of star charts used during the Age of Exploration, Crux will help the 

authors navigate the Interior Sea. 

The authors end Amereida I with two abstract messages, the first is a string-like 

line suspended in space, which appears on the page following the map of the 1965 

Travesía Amereida (fig. 21). Since the positioning and form are nearly identical, it seems 

the string-like line is the travesía route minus the continental outline and the dots. 

Without this context the curves and detours of the group’s trajectory are magnified, 

ironically underscoring the non-linear nature of this journey. According to Jolly:  

At first glance it is an enigmatic drawing, separating the course as if this 
could indicate something. We know that the original intent of the Travesía 
was to cross America through its center. Looking at this outline one 
appreciates that going through the center isn’t the will of the roads or 
footprints of those who passed through, to go through the center doesn’t 
form any kind of will—neither private nor public—which explains such an 
irregular trace.212 
 

Considering this line already appeared within the context of the continent, what do the 

writers wish to communicate about this isolated line? To begin with, it is curious that the 

authors would end their poem not with a rendering of the continent but instead an 

inscrutable line. Perhaps this is part of the map sequence in Amereida I: begin with the 

                                                
211 Various authors, Amereida, volumen primero, 31. For a longer excerpt of this passage, see Appendix C. 
212 Jolly, La Capital Poética de América, 36. 



 140 

most familiar depiction of South America, introduce abstractions and inversions, and 

finally remove the continent entirely in favor of a single line. Indeed the recurring motif 

among these drawings is “the line,” whether used to establish a border between the land 

and sea, shade the interior, or document the route of the travesía from 1965. On the page 

the line becomes an abbreviated metaphor for these borders, shadings, and routes. As a 

tool for abstraction the line functions like a gesture, tracing imaginary space where, to 

cite Jacques Derrida, “to trace means ‘to express,’ ‘to represent,’ ‘to recall,’ ‘to make 

present.’”213 However since only routes have a physical presence in the real world, the 

line also implies a sense of corporeality, like a channel: “different or distant places can 

communicate between each other by means of a given passageway or opening.”214 Since 

the drawing on page 187 could be many things—a border, a river, a doodle, the 1965 

Travesía Amereida—this line represents both scope and abstraction. The complex nature 

of this kind of line resonates with Francesco Careri:  

The term “path” simultaneously indicates the act of crossing (the path as 
the action of walking), the line that crosses the space (the path as 
architectural object) and the tale of the space crossed (the path as narrative 
structure).215  
 

Throughout Walkscapes Careri explores the aesthetic nature of the path in three-

dimensional space, culminating in the work of Land artists like Richard Long and 

Hamish Fulton (figs. 79 and 83). Though the travesía from 1965 was not a walk (in the 

sense of a deliberate intervention into the landscape where the act of walking is 

                                                
213 Jacques Derrida, Margins of Philosophy, trans. Alan Bass (Chicago: University of Chicago Press, 1982), 
313. 
214 Ibid., 309. 
215 Careri, Walkscapes, 24-25. 
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undertaken as an art form) the perception of the path as something aesthetic is helpful 

when thinking about the path of the 1965 Travesía Amereida on this map. 

If the drawing on page 186 is connected to the travesía from 1965, the message on 

page 189 challenges that context: “el camino no es el camino” (fig. 22). There are many 

layers of complexity to this phrase. To begin with, there is the complication of 

translation. This phrase is often translated as “the road is not a road” (as in the title of 

Ann Pendleton-Jullian’s 1996 book). However, in the spirit of Careri I prefer a more 

nuanced translation of “camino” as path or route since both terms are more indicative of 

human movement than the road, a passive mark on the land that is more associated with 

cars than people. In this sense, the drawing on pages 186 and 187 could indeed document 

and embody the 1965 travesía, illustrating the literal movement of the team through the 

Interior Sea. 

Another layer of complexity lies within the fact that the writers are posing a 

negation: “the path is not the path.” Seen within the sequence of the previous two 

drawings—a map of the 1965 Travesía Amereida followed by an enigmatic line—this 

phrase is puzzling.216 Which path is not the path? Considering that this phrase concludes 

the entire poem the reader cannot help but wonder if the previous pages of prose and 

images are cast in a different light with this ending. Perhaps one way to approach this 

conundrum is to accept the phrase’s world play and explore the numerous possibilities. 

For Umberto Eco the pun is a type of open work: 
                                                
216 As with many phrases, “el camino no es el camino” has appeared throughout the School’s publications. 
In 1972, Ediciones Universitarias de Valparaíso published Tres Odas by Godofredo Iommi. This text 
contains three poems that were performed in local public spaces, with the aid of students from the Instituto 
de Arte. One of the odes was titled, “America: El Camino no es el camino.” 
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The principal tool for this all-pervading ambiguity is the pun, the 
 calembour, by which two, three, or even ten different etymological roots 
 are combined in such a way that a single word can set up a knot of 
 different submeanings, each of which in turn coincides and interrelates 
 with other local allusions, which are themselves "open" to new 
 configurations and probabilities of interpretation.217 

 
Instead of offering a single word, the authors of Amereida I put forward a phrase that 

engenders a “knot of different submeanings.” Perceiving “the path is not a path” as a pun 

liberates the reader from seeking neat conclusions within Amereida I. Recalling an earlier 

statement from the School regarding the drawing of the travesía path—“this abstract 

drawing on the surface is just a subtle translation of what takes place beneath the 

surface”—it is critical to keep in mind that the drawing, as well as the prose, are simply 

partial accounts, separate offshoots and “knots of different submeanings.” If this poem 

was written to illuminate a journey or what inspired that journey, then it would seem 

logical to expect the prose as well as the drawings to communicate that information. 

However, as the analysis of the drawings and prose has shown that Amereida I’s writers 

did not seek that end. The authors do not write the Amereida I as a guide but for reasons 

that are not transparent. Thinking self-reflexively, what is apparent is how the writers 

welcomed deviations: 

its project is oriented upon a view/ (view of the spi/rit/ no doubt/ since 
 there is no other) which appears false in the/ impossible sense/ it’s to say 
 that its strict application cannot be/ sustained/ circumstantially the 
 travesía of South America through/ its center is highly unattainable/ and 
 that is how Amereida deviates from its compass needle218 

 

                                                
217 Eco, The Open Work, 10. 
218 Various authors, Amereida, volumen primero, 185. For a longer excerpt of this passage, see Appendix C. 
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Therefore, the concluding phrase in Amereida I can be recast as “the map is not the whole 

map” or “the poem is not the whole poem.” If indeed the poem’s writers of intended this 

text to inspire future generations, then concluding the poem with a conundrum ensures 

infinite interpretations.  

SECTION C: ON THE MEANING OF MAPS IN AMEREIDA I 

Perceiving Amereida I within a context of deliberate deviations, though, does not 

liberate the reader from curiosity. If anything, it inspires one to think of more questions. 

At this point it is only natural to wonder: what is the reasoning behind the drawings in 

Amereida I? As the previous section demonstrated, the maps complemented the 1965 

Travesía Amereida. Yet, to what extent are the drawings actually maps, especially given 

South America’s rich cartographic history? As Europeans were discovering the New 

World, they were simultaneously undertaking a mapping project: the depiction of the 

world before 1492 had to be expanded once explorers encountered this foreign territory. 

Maps from the sixteenth and seventeenth centuries show the emergence and 

consolidation of the South American continent into its iconic form (“the kite”) and 

placement (in the Southern Hemisphere, with the lower point of the kite at the bottom of 

the composition usually at a minimal angle)(figs. 66-69).219 Renderings of the New World 

and other exotic lands were also a breeding ground for racial stereotypes, notably on the 

                                                
219 South America’s form and perspective have been validated by NASA’s Blue Marble project 
(http://earthobservatory.nasa.gov/Features/BlueMarble.). However, it is worth considering that this 
standard perspective informed how NASA oriented the continent since the cardinal points do not exist in 
space. 
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decorations that filled the margins of maps. J.B. Harley notes how in these types of 

drawings: 

Natives are shown riding an ostrich or a crocodile, engaged in cannibal 
practices, located in captions as "wild men," or, as on one French maps the 
eighteenth century, include "a race of men and women with tails." Female 
sexuality in depictions of African women and allegories of America and 
the other continents is often explicitly for the benefit of male-dominated 
European societies.220 
 

Thus as the American territories were joining the European imagination, so too were odd 

perceptions of the Americans as “others.” 

Once the Conquest gave way to the Colonial era and later the wars of 

Independence, depictions of South America shifted from these often fantastical, 

speculative renderings to documents that evaluated the region’s economic potential, as in 

the 1911 “Railways and Economic Regions of South America” map (fig. 71). This map 

details where raw materials are located (for example, rubber in the Amazon Rainforest) 

and the closest modes of transportation (via rail or river) to export those materials. 

Another map from this era—“South America (Physical)” (1901)—highlights the 

continent’s topography and the surrounding ocean currents (fig. 70). In formal terms, this 

representation recalls the Amereida I page 29 drawing: the continental shape occupies the 

majority of the composition, with water swirling around it; the Interior Sea is curiously 

the lightest shade in the 1901 map. However the similarities stop there. As a “physical 

map” the 1901 rendition contains information typically seen on standard reference maps: 

names (rivers, mountains, oceans, etc.); latitudinal and longitudinal lines; lines denoting 

                                                
220 J.B. Harley, The New Nature of Maps: Essays in the History of Cartography, ed. Paul Laxton 
(Baltimore, MD: Johns Hopkins University Press, 2001), 76. 
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the Equator and Tropic of Capricorn; a horizontal line reflecting the temperate isotherm 

of mean annual 70°; title information for this map; and miscellaneous information 

regarding scale—from the standard linear inch to mile ratio to an outline of the state of 

Kansas in the southern Atlantic Ocean. Though the Amereida I map may not aspire to 

contain all the data of this map, this comparison highlights how the poem’s maps do not 

provide any data. In the absence of acting as references, what do the Amereida I maps 

do? 

To begin with, the Amereida I maps allow the poem’s authors to experiment with 

their perception of the continent as a space for traveling. Through these abstract, nearly 

invisible maps the writers wipe the slate clean—they are going to design new 

interpretations of South America’s landscape. Thus they go beyond inverting the 

continent, as in the case of Torres-García, because the drawings are inextricably 

connected to an act of traveling. 

The Amereida I maps are part of a larger movement during this period to craft 

alternative maps. In 1950s Paris, the Letterist and later the Situationist International 

revised traditional cartography through two key concepts: the “dérive,” the act of drifting 

through the city; and psychogeography, the “study of the specific effects of the 

geographical environment (whether consciously organized or not) on the emotions and 

behavior of individuals.”221 The marriage of both concepts enabled the Letterists and 

Situationists to perceive the usually overlooked phenomena of urban life and thus 

                                                
221 “Definitions,” in Situationist International Anthology. 
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elaborate maps of Paris that proposed new ways of moving through the city. According to 

Guy Debord: 

The lessons drawn from dérives enable us to draw up the first surveys of 
the psychogeographical articulations of a modern city. […] One measures 
the distances that actually separate two regions of a city, distances that 
may have little relation with the physical distance between them. With the 
aid of old maps, aerial photographs and experimental dérives, one can 
draw up hitherto lacking maps of influences, maps whose inevitable 
imprecision at this early stage is no worse than that of the first 
navigational charts. The only difference is that it is no longer a matter of 
precisely delineating stable continents, but of changing architecture and 
urbanism.222 
 

Debord and Asger Jorn’s two maps of Paris—Guide psychogéographique de Paris 

(1956) and The Naked City (1957)—were new, imprecise “maps of influence” that 

succeeded in disorienting the viewer (figs. 75-76). Careri notes how Guide was 

“conceived as a folding map to be distributed to tourist, [albeit] a map that invites its user 

to get lost.”223 In the end a map is of course an abstraction of the space it strives to 

represent; it is impossible to include all the information of a single, selected space. Yet, 

Guide and The Naked City still endeavored to serve as guides, even if they were 

disorienting or proposing unorthodox paths. Do the Amereida I maps do the same? To 

begin with, in the vein of the Letterists and the Situationists the School is concerned with 

traveling to neglected areas in need of mapping, although since they travel to non-urban 

areas they have a different set of issues than their French counterparts. Comparing the 

formal qualities between both sets of maps reflects this essential difference in scope: the 

Letterists and Situationists are neighborhood-oriented while the authors of Amereida I are 

                                                
222 Guy Debord, “Theory of the Dérive,” in Situationist International Anthology.  
223 Careri, Walkscapes, 100-102. 



 147 

continental. The two projects propose a re-evaluation of space based on the first-hand 

experience gained from wandering. The maps are both the inspiration and fruit of that 

exercise. In the face of the obvious obstacle of scale, the maps from Amereida I simply 

represent the Interior Sea and why it matters. The travesía path on the inverted detail of 

South America on page 186 of the poem is not meant as a guide but as proof of the 

journey. Nothing in the literature related to the 1965 Travesía or 1967 publication (the 

log, the poem, the photos, etc.) assists the viewer in replicating this journey; if anything 

these documents drop their own veil and thus unintentionally ensure the viewer's 

disorientation should they attempt this journey.  

Returning to the first map in Amereida I we can now appreciate how it offers a 

clean slate, like a form in a coloring book that a child can color freely or an invitation for 

the reader to enter the continent through “the poetic blank of the page,” as Jolly noted 

earlier in this chapter. Thus the blankness is not a void but rather a space that inspires 

activity. Recalling Eco’s “open works”: “In primitive terms we can say that [open works] 

are quite literally "unfinished": the author seems to hand them on to the performer more 

or less like the components of a construction kit.”224 The way the drawings in Amereida I 

are presented as empty canvases cannot be overlooked: since each drawing occupies 

nearly an entire page they can be easily printed and literally drawn upon; also, nearly all 

the drawings are preceded and/or followed by a blank page, inviting the reader to take 

notes or make sketches. On this last part, we return to the topic of blankness. As 

discussed in the previous section the authors of Amereida I deliberately left white 

                                                
224 Eco, The Open Work, 4. 
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negative space throughout the poem, an homage to Mallarmé. Eco underscores how 

Mallarmé’s penchant for blankness was another example of an open work: 

Blank space surrounding a word, typographical adjustments, and spatial 
 composition in the page setting of the poetic text—all contribute to create 
 a halo of indefiniteness and to make the text pregnant with infinite 
 suggestive possibilities.225  

 
We can extend this interpretation to the blank space within the continent of the page 9 

map in Amereida I, which is equally “pregnant with infinite suggestive possibilities.” 

Thus the maps that follow the first in Amereida I are interpretations of this first form. In 

the spirit of Eco we can see how the authors of Amereida I have drawn these open maps 

as a call to future travesías and thus anticipate the paths those journeys will trace upon the 

continent. 

Returning to the question of what the Amereida I maps do, in the absence of 

acting as references these maps reflect the poem’s rhetoric regarding America. There are 

many layers to this rhetoric, perhaps the most palpable is the critique of the Conquest. As 

discussed in the previous chapter and throughout this one, there were many factors 

informing the overall Amereida project: the desire to craft an epic for America, to visit 

the Interior Sea, and establish foundations. Thus the Amereida project is an endeavor to 

ameliorate what the European Conquerors missed, ignored, or forgot to accomplish. In 

my earlier analysis of the page 29 drawing, I discussed how this drawing illustrates the 

continent as a literal and figurative obstacle for the explorers. Indeed, Columbus was so 

caught off guard, Amereida I’s authors note that he “never came to America/ he searched 

                                                
225 Eco, The Open Work, 8-9. 
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for the Indies/ in the midst of his eagerness/ this land/ irrupts into a gift// Continent found 

but not accepted.”226 This is a curious passage since it confirms Columbus’s physical 

arrival to the American landmass, yet because America was “not accepted” (the 

Europeans were still committed to landing in Asia) the region was cast into limbo. 

Furthermore, “Columbus/never came to America” because he landed before that name 

existed. Therefore he appeared on the shores of an unchartered place. What the 

Europeans perceived as a lack of identification, of course, needed immediate rectifying. 

In Amereida I the authors cite Bernal Díaz del Castillo, who related his experience as a 

Spanish soldier in Mexico during the campaign and eventual victory over the Aztecs in 

his chronicles, in order to highlight the arbitrary naming process that took place as these 

conquerors encountered America’s foreign lands: 

—and he responded// that those from Culúa// sent him to sacrifice// and 
since he was clumsy in language// he said// Olúa/ Olúa// and since our 
captain// was present// and he was named Juan// and likewise that was the 
day of San Juan// we named// that islet// San Juan de Ulúa// and it is a 
main square// this frequently named place// —and when I was saying it// 
in their language//227 
 

In addition to Díaz del Castillo the authors of Amereida I also call upon Garcilaso De la 

Vega, who chronicled the transition from the Inca Empire to the Spanish in Peru. De la 

Vega also noted the faults in the naming process: 

and he named// his own name// saying// Berú// and added another// and 
said// Pelú// he meant to say// if you ask me my name// and I say Berú// 
and if you ask me where I was// I say// that I was in the river// the 
Christians understood conforming to their desire/ imagining that the indian 

                                                
226 Various authors, Amereida, volumen primero, 13 and 16. 
227 Ibid., 134. This passage contains excerpts from Bernal Díaz del Castillo, Historia verdadera historia de 
la conquista de la Nueva España (1632); see Pérez, “Amereida Anotaciones,” 144nn95-96. For a longer 
excerpt of this passage, see Appendix C. 
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had understood them and responded as such/ as if he and they had spoken 
in Castilian/ and from that time/ which/ was the year of 1515 or 16/ they 
called that rich and great empire Perú/ corrupting both names/ just as the 
Spanish had corrupted almost all the words that originate from the 
language of the indians// but nothing is corrupted// if in the adventure// 
one language announces the language it hears// and another word// is 
born// or the translucent name// of a scream//228 
 

The observations of Díaz del Castillo and De la Vega are remarkable historical records 

since they reflect the complexities of this historic encounter between Europeans and the 

indigenous people of America: the most basic introduction between strangers is stymied 

by several linguistic mistakes. Amereida I’s authors cite this passage, not as a critique 

against these chroniclers, but to demonstrate how the first fissures of misunderstanding 

between both cultures happened; notably, through language. For example, the natives of 

Culúa continued perceiving their territory under that name while the Spanish jotted it 

down as San Juan de Ulúa on the maps they were designing for the New World.  

From the moment of this first encounter, a shadow America recedes behind the 

America “invented” by the Europeans. In his groundbreaking text, The Invention of 

America (originally published in Spanish in 1957 and later translated by the author in 

1961), Edmundo O’Gorman shifts the narrative of the Conquest from the concept of 

discovery to invention. Though the emergence of America in 1492 has been cast as a 

discovery since Columbus’s auspicious arrival, O’Gorman rejects this interpretation 

because it casts the continent as a passive character. Instead O’Gorman proposes to view 

the story of America “as the result of a unique and peculiar historical process” initiated in 

                                                
228 Various authors, Amereida, volumen primero, 136-138. This passage contains excerpts from Garcilaso 
De la Vega, Comentarios reales de los incas (1609); see Pérez, “Amereida Anotaciones,” 146n98 and 
147n99. For a longer excerpt of this passage, see Appendix C. 
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Europe, which culminated in the invention, not the discovery, of the New World.229 In 

visual terms, for O’Gorman, the invention of America meant altering the existing map of 

the world: 

The Cosmographiae Introductio [1507] states that (a) traditionally the orb, 
that is, the Island of the Earth in which the world was lodged, was divided 
into three parts, Europe, Asia, and Africa; (b) by virtue of recent 
explorations, a "fourth part" has now appeared; (c) inasmuch as it was 
conceived by Amerigo Vespucci, there seems to be no just reason to 
hinder its being called Land of Amerigo, or better, America, since Europe 
and Asia bear feminine names; and (d) the “fourth part” is an island, thus 
differing from the other three parts, which are “continents,” that is, bodies 
of land not separated by the sea, but neighboring and contiguous.230 
 

The invention was actually more of a classifying process whereby the new territory 

received a feminized name, following the tradition of “Europe” and “Asia,” and acquired 

a space on the earth. Returning to the earlier phrase from Amereida I—“Columbus/never 

came to America”—we can now read this as the idea that America proper did not exist 

when Columbus landed because it had yet to be invented and become part of the existing 

world order.231 Once America had its name and place in the world, the next part of the 

invention turned to more spiritual matters: since America’s inhabitants lacked a spiritual 

being, it would also need to be invented. For O’Gorman this part of America’s invention 

was a direct echo of Europe: 
                                                
229 Edmundo O’Gorman, The Invention of America: An Inquiry into the Historical Nature of the New World 
(Bloomington, IN: Indiana University Press, 1961), 46. 
230 Ibid., 123. 
231 Another layer to this statement is the fact that Columbus died unsure of where exactly he had arrived: 
“The observations which, at this point, Columbus made in his Diary concerning the variation of the 
compass, the astonishing mildness of the climate, and the fine proportions and light skins of the natives 
indicate that the Admiral was mulling over some other explanation. During his return trip to Hispaniola he 
confided to his Diary an extraordinary alternative: either the land which he had found was a “great terra-
firma,” or else it was “where the Terrestrial Paradise is to be found,” which according to the general 
opinion ‘is at the end of the East,’ the region of the earth where he believed himself to have been.” (Ibid., 
96.)   
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The historical being exhibited by America was rejected as lacking in 
spiritual meaning, according to Christian standard of the time. America 
was no more than a potentiality, which could be realized only by receiving 
and fulfilling the values and ideals of European culture. America, in fact, 
could acquire historical significance only by becoming another Europe. 
Such was the spiritual or historical being that was invented for America.232 
 

Thus a shadow falls after this invention. The modern world sails away from the past, 

leaving behind ghosts like the natives Culúa hopelessly voicing the pre-Columbian name 

of their lands, towards the newly invented America. In Global Histories/Local Designs 

Walter Mignolo examines the power dynamics that emerge from this linguistic 

encounter:  

In the sixteenth century, Spanish missionaries judged and ranked human 
intelligence and civilization by whether the people were in possession of 
alphabetic writing. This was an initial moment in the configuration of the 
colonial difference and the building of the Atlantic imaginary, which will 
become the imaginary of the modern/colonial world. Translation was the 
special tool to absorb the colonial difference previously established. 
Border thinking, as we shall see, works toward the restitution of the 
colonial difference that colonial translation (unidirectional, as today’s 
globalization) attempted to erase.233 
 

Through his lens of decoloniality Mignolo seeks to recover the “differences” that were 

nearly lost during the colonization process. Much of Mignolo’s discussion in this 

introduction is colored by the notion of presence and absence, which extends to the 

continents of the New World as well as its inhabitants.234 A lack of spirituality or history 

                                                
232 O’Gorman, The Invention of America, 139. 
233 Walter Mignolo, Global Histories/Local Designs: Coloniality, Subaltern Knowledges, and Border 
Thinking (Princeton, NJ: Princeton University Press, 2000), 3. 
234 Mignolo cites José Ortega y Gasset’s concept of suelo-subsuelo-enemigo to discuss the invisible 
presence of the American continent—“The underground is what is there but is not visible. The Christian 
T/O was invisibly inscribed since the sixteenth century in every world map where we “see” fourth 
continents. We may not “know” that the fourth continents are not “there” in the world map but the 
symbolical inscription “fourth” in the tripartite Christian division of the world in Asia/Shem, Africa/Ham, 
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is simultaneously an opportunity (for the colonizers) and a loss (for those being 

colonized).  

From this vantage point the historic encounter between the Old and New World 

was at its most comical a misunderstanding of language and at its most tragic a nearly 

permanent burial. Though numerous indigenous cultures persisted, the authors of 

Amereida I lament this lost world: 

we live mutilated/ until one’s own body/ unties itself from its shadow/ 
beneath the light of an origin/ spoiled// and nonetheless/ isn’t the gift a 
present/ another form of time and existence?/ a new world with respect to 
the exploit?/ how/ to receive America unveiled?// unveil/ tear the veil/ 
through/ —the voice tells us—/ travesía/ that neither discovery nor 
invention/ consents/ that the proper and free sea traverses us/ lift/ in 
gratitude/ or recognition/ our own freedom235 
 

The 1965 Travesía Amereida and the poem that followed were quests to remove this veil, 

to reject both the discovery of America and its invention. The blank, abstract maps of 

Amereida I are thus representations of this lost world, of what this “shadow America” 

might be. 

Yet beyond an interest in the pre-Columbian names of places, the authors of 

Amereida I  do not engage indigenous culture and history. Another layer to Amereida I’s 

discourse on America is the de-emphasis on indigenous culture. For example, perceiving 

the Interior Sea as a void is a slight to the indigenous communities that often live in these 

                                                                                                                                            
and Europe/Japeth began to be accepted in and since the sixteenth century. And we may not know that the 
Americas were considered the daughter and the inheritor of Europe because it was, indeed, a fourth 
continent but not like the others. Noah did not have four sons. Consequently, the Americas became the 
natural extension of Japeth, toward the West. The imaginary of the modern/colonial world system is not 
only what is visible and in the “ground” but what has been hidden from view in the “underground” by 
successive layers of mapping people and territories.” (24) 
235 Various authors, Amereida, volumen primero, 25. 
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peripheral areas. Though the poem features the mis-naming process of various indigenous 

settlements, none of the drawings in Amereida I plot these areas. Secondly, as an earlier 

quotation reflects, the writers are concerned with origins. Yet, they look to Ancient Rome 

for inspiration. For Roberto Segre, the term Amereida “synthesiz[es] the encounter 

between Latin America and Europe,” in the tradition of other terms for the region like 

Iberoamérica and Eurindia.236 Segre is not fazed by the authors’ penchant for Ancient 

Rome since it “is the essential root of our culture, [and they refer to it] without slighting 

the importance of indigenous cultures in the countries with an Andean hub.”237 Though it 

is possible to revere European traditions without slighting pre-Columbian ones, this is not 

what the writers of Amereida I do. While Rome is an outright influence—with references 

to writers, stories, and place—America is rarely if ever presented as anything beyond a 

landscape, a backdrop for activities or a continental form in Amereida I.  

Segre’s comment regarding the synthesis between Latin American and European 

culture recalls the early twentieth-century search for identity in the Americas, led by 

intellectuals like Pablo Neruda, José Vasconcelos, and Joaquín Torres-García. In terms of 

visual miscegenation, Torres-García’s School of the South championed a marriage 

between European modernism and pre-Columbian symbols. As noted by Mari Carmen 

Ramírez: 

[The School] proposed the idea of Latin America as the point of origin for 
a new hemispheric visual arts tradition founded on the recovery and 

                                                
236 Roberto Segre, “Amereida en Valparaíso, un sueño utópico del siglo XX.” Pragmatizes (Rio de Janeiro) 
1, no.1 (June 2011): 41, accessed November 5, 2014, 
http://www.pragmatizes.uff.br/revista/index.php/ojs/article/view/7. All translations from this text are my 
own. 
237 Ibid., 49n20. 
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synthesis of two seemingly irreconcilable elements: the pre-Hispanic past 
and the legacy of universal art (Western and non-Western) as embodied in 
the emblematic language of Modernism—abstraction. Torres-García’s 
synthesis provided the key for Latin American artists to engage their own 
cultural legacy while at the same time being within the parameters of 
artistic modernity.238 
 

As outlined in an earlier section, Torres-García’s inverted maps of South America boldly 

proposed a new way to view this region. Yet perhaps the boldest move was Torres-

García’s use of pre-Columbian symbols to define this new philosophy of art. The 

Uruguayan master did not call upon symbols like the sun, moon, stars, and fish due to 

their exoticism. On the contrary, to cite Jennifer Jolly, it was their connection to themes 

like “the passage of time and the cosmos” that enabled Torres-García to shift easily 

between the local and the universal: “the symbols and structure [in both maps] serve to 

connect the local and specific—Montevideo and South America—with the larger world 

of beliefs, relationships, and material things.”239 Returning to the comparison between the 

Amereida I maps and those of Torres-García the abstraction of the former is even more 

pronounced. Even though Torres-García subverted many aspects of traditional, Western 

cartography he never completely eliminated key features like the grid lines that reference 

longitude, latitude and other important elements. His maps reflect his determination to 

balance the use of non-Western and Western motifs. By contrast, the highly abstract 

nature of the Amereida I drawings as well as the lack of references to indigenous culture 

                                                
238 Mari Carmen Ramírez, “Re-Positioning the South: The Legacy of El Taller Torres-García in 
Contemporary Latin American Art,” in El Taller Torres-García: The School of the South and its Legacy, 
ed. Mari Carmen Ramírez (Austin, TX: Archer M. Huntington Art Gallery, 1992), 255. 
239 Jennifer Jolly, “Reordering Our World,” in Mapping Latin America: A Cartographic Reader, ed. 
Jordana Dym and Karl Offen (Chicago: University of Chicago Press, 2011), 201. 
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in the poem keep the poem from entering this dialogue regarding how to establish a 

synthesis between Latin American and European cultures. 

Nonetheless, an absence of pre-Columbian culture should not imply that the 

authors of Amereida I were ignorant of the various movements to classify American 

identity. In Eneida-Amereida Iommi noted how “Latin America” triumphed because it 

encompasses Hispanic and indigenous cultures, while reflecting the experience of living 

in America: 

What does it mean to be Americans? Many think about this. […] it is clear 
 that there are multiple races, multiple languages, multiple customs. And 
 the question was if there was some stature or word that could unite that 
 multiplicity. It concerns a joining, and if it happens, what does it mean, 
 what does this word tell us? Towards where it moves or carries us, since 
 once that word exists and to move ourselves in a sense, it would strictly 
 be a manner of being and making ourselves Americans. That word exists 
 and it’s called Latin America.240 

 
Before arriving at “Latin America” Iommi reviews a progression of terms: Hispanic 

America, Ibero America, Indo America, Indo-Hispanic America, etc. “Indo America” 

emerged “in order to include the aborigines and in some way symmetrically invert the 

situation” of only acknowledging European influence.241 As this declaration 

demonstrates, Iommi and the others may have simply perceived indigenous people as part 

of the greater history of America. However, the figure of the indigenous American was 

essential to many contemporaneous figures, like Neruda whose classic Canto General 

(1950) is a collection of poems that, in contrast to Amereida I, incorporated personages 

into the narrative of this epic. In his analysis of the poem, Rafael Hernández Rodríguez 

                                                
240 Iommi, Eneida-Amereida, 4. 
241 Ibid. 
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emphasizes that Neruda’s poem is not simply a description of the flora and fauna of 

South America:  

The absolute mutual understanding between man and the continent in the 
allegorical figure of the indian with the end of reaching that neutral point 
of not being anything and thus being open to recreating, reorganizing the 
world and even still society.242 
 

This excerpt further underscores the absence of any human presence in the South 

American continent of the School’s imagining where the continent is illustrated like a 

shell, a space to receive projections, a space for experimentation. Buried within their 

definition of what it means to “be American” is the call for travesía, to experience the 

American landscape first-hand and “recognize those that are in America.” Thus, their 

rhetoric regarding America is tied to the perception of the Interior (Sea) as a place to re-

discover and unveil. 

A final layer to Amereida I’s perception of America is the lack of countries. 

Perhaps the most notable absence in the Amereida I drawings are nations and the 

hierarchy of provinces and cities that claim nearly every corner of the continent. Beyond 

the population density dots in the page 21 map, the authors present South America as a 

cohesive mass. Even the travesía path from 1965, which in real life cut through three 

sovereign nations, moves effortlessly through the page 186 rendering. This is a curious 

whitewashing of history since Girola’s travel log recounts the difficulties of border 

crossings, most notably for the Chileans in the group when the time came to enter 

                                                
242 Rafael Hernández Rodríguez, “El fracaso monumental: Identidad y americanismo profético en Neruda y 
Sousândrade,” Revista Hispánica Moderna 54, no. 2 (Dec. 2001): 392. All translations from this text are 
my own. 
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Bolivia. There are several possible reasons for the absence of South American nations, 

notably Chile. To begin with, perhaps in their zeal to correct the Conquest the School of 

Valparaíso froze time at that moment; meaning, they occupy a historical time after the 

naming of the continent (“America”) but before its fragmentation into colonies, and 

subsequently, sovereign nations. The authors of Amereida I actually had much contempt 

for the settlement pattern decreed by the King of Spain, Charles II in the sixteenth 

century:  

 
the ancient Laws of the Indies drew a border that ran parallel to the length 
of America’s coasts/ said border distinguished two types of land/ one 
adjacent to the coast—strip of land reserved for the king/ and the other 
interior-land/ offered land/offered by the king—he’s the only one who 
could do it—to the subjects so they could pass243 
 

Thus the Laws of the Indies established South America’s interior as a transitory space, 

with the inhabited areas subject to the King’s hierarchization. With the Amereida 

philosophy the School proposes a singular view of the continent perhaps in an effort to 

reunite these divided lands. 

A second reason for the lack of a nationalist agenda within the School’s rhetoric is 

the fact that since its origins the School has been multinational. Among the 1965 Travesía 

Amereida participants, who later became the authors of Amereida I, there were a bevy of 

nations: England, France, Panama, Argentina, and Chile. Third, the School of Valparaíso 

has always been tethered to Chile. From the PUCV, to the Open City, the phalènes, the 

travesías, and other activities the School is immersed in this country. Therefore they 

                                                
243 Various authors, Amereida, volumen primero, 89. For a longer excerpt of this passage, see Appendix C. 
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probably do not feel the need to discuss how their identity relates to Chile in the same 

way an artist in exile would explicitly pine for their home country. In the case of Roberto 

Matta, Betti-Sue Hertz indicates how “[his] exile from the Chilean landscape is inscribed 

in many of his works, fueled by the interior landscape of the inscape lodged within his 

psyche. Even as he by necessity must invent himself anew, his sense of place within his 

early artworks is strewn with coded references to his Latin American past.”244 Matta’s 

landscapes are peppered with Chilean flora like the Candelabra cactus from the Atacama 

Desert. 

Perhaps for architects working in Chile, the question of nationality is simply not 

pressing. In their astute assessment of the degree to which Chilean-ness permeates 

national architecture Humberto Eliash and Manuel Moreno cite two fundamental 

characteristics: Chile’s geographic isolation, which results in homogeneity across 

language and culture; and the absence of a strong pre-Columbian civilization, which 

inspires “the disquieting search for a cultural, political, and economic identity.”245 For the 

School of Valparaíso these two factors—geographic isolation and a weak connection to 

pre-Columbian culture—led them away from Chile as a unifying concept and towards 

“America.” Though Chile is home to their campus and the site of the Open City as well 

as most of the travesías, it is simply where they are and not necessarily guiding their 

agenda. Indeed, one of the most formative moments of the School’s history—when 

Iommi was questioned in Germany—centered on America, not Chile thus concretizing a 

                                                
244 Betti-Sue Hertz, “Roberto Matta: Convergences in Architecture, Landscape and Inscape,” in Drifts and 
Derivations, 211. 
245 Eliash and Moreno, Arquitectura y Modernidad en Chile, 20. 
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macro, not micro, perspective. Lastly, the authors of Amereida I, had an altered sense of 

Pan-Americanism: if this ethos operated from the vantage point of nations collaborating 

with other nations, the Amereida project sought to replace the idea of nation as the 

common denominator with poetry. Thus, it was a displacement of politically-oriented 

categories in favor of more universal similarities, like the poetic word and the impulse to 

travel.  

The purpose behind the rhetoric regarding America that originates in Amereida I 

may be, in the end, to conceptualize the region on a purely abstract level. Returning to 

Torres-García’s efforts in balancing local symbols with universal ones, it seems that the 

writers of Amereida I are interested in neither. They simply seek one symbol: an abstract 

America. For their drawings, this means the continent can always be inverted, shaded in 

different ways, sliced but always conceptualized as a whole. Thus with a unique 

perception of South America in the abstract, the Amereida I maps relate more to the non-

maps of their contemporaries in France. 

SECTION D: CONCLUSION  

The concept of Amereida manifests into prose, drawings, and a trip in a non-

chronological timeline. Therefore, it is nearly impossible to state which element 

originated first, which inspired the other, etc. For example, the publication date dictates 

that the path on page 186 in Amereida I reflects the 1965 Travesía Amereida. Yet is it 

possible that this trail existed before the trip, even as an idea? In this parallel universe, the 

travesía from 1965 is essentially the group’s interpretation of the poem’s abstract ideas in 
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real space— “traveling into South America” becomes a trip to Punta Arenas for a few 

days; in the hands of another group, it would have been different. What the evidence 

demonstrates is how the prose, drawings, and trip are mutually dependent and 

inextricably intertwined, and the question of origin is fruitless; thus the myth around 

Amereida is established.  

From the trials and triumphs of the 1965 Travesía Amereida to the verses and 

maps in Amereida I the School of Valparaíso begins to weave together their unique 

visualization of South America through the Amereida project. The stirrings that inspired 

the initial journey were in no way appeased by the first travesía, nor the publication of the 

Latin American epic. If anything, the birth of this epic demonstrated that this was a 

dynamic project that required a life-long commitment. The School responds to the 

constant beckoning of the continent in the ensuing decades: creating new maps based off 

the ones in Amereida I for the MNBA shows in 1972 and 1982; undertaking five 

travesías with hundreds of students into the four points of the Southern Cross in 1984. 

This myriad of activities demonstrate how the School of Valparaíso whole-heartedly 

assumed the task of maintaining their Latin American epic.  
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Chapter 4: The School Elaborates their Visual Shorthand—MNBA 

Exhibitions, 1972 and 1982 

SECTION A: INTRODUCTION 

Concurrent with the founding of the Open City, the School held their first 

exhibition at the Museo Nacional de Bellas Artes (MNBA) in 1972. Along with requisite 

architectural documents, the MNBA exhibition in 1972, and a second one a decade later, 

showcased the School’s use of America as a visual. For both shows, the South American 

continent is part of a pedagogical tool kit that narrates the School’s accomplishments and 

promotes their ideology regarding the region. For the greater project of the School as an 

architecture and design program, the continent becomes a symbol of their enigmatic 

political position during the first decade of the Chilean dictatorship. Examining the 

School’s two MNBA exhibitions offers a distinct perspective on this period. Between 

1972 and 1982 Chilean society underwent tremendous change. Within the arts, for 

example, three directors led the Museo Nacional de Bellas Artes—Nemesio Antúnez 

(1969-1973), Lily Garafulic (1974-1977), and Nena Ossa (1977-1990). The MNBA that 

hosted the 1972 exhibition was drastically different to the one led by Ossa, who alienated 

the artistic avant-garde of her day. Yet, the School of Valparaíso’s discourse on South 

American identity persisted, even in the face of this social, cultural, and political 

upheaval. 

Amereida I outlined the key issues in the School’s discourse about America: the 

conquerors botched the discovery and during the subsequent Colonial period Europeans 
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established the practice of coastal settlement. Since these actions condemned the 

continent’s Interior Sea to near oblivion, the School’s call for exploration was another 

essential theme in Amereida I. For the 1972 and 1982 exhibitions at the Museo Nacional 

de Bellas Artes, the School of Valparaíso presented drawings that offered new 

perspectives of the Interior Sea and introduced observations on the Pacific Ocean. As this 

chapter will demonstrate, the materials from these exhibitions outlined an evolution in the 

School’s rhetoric regarding America: emphasis on the continent over nation-states; the 

sense of a shared destiny; and a (South) American identity that would emerge once 

people (i.e. the School of Valparaíso) traveled through the Interior Sea.  

The School began translating their American discourse into visuals with the 

drawings in Amereida I. This poem, therefore, represents the beginnings of the School’s 

visual shorthand, a set of images that embody the School’s beliefs. For example, the map 

of dots along the coast serves as an abbreviation for the concept of the Interior Sea. The 

School continues this strategy in the 1972 and 1982 exhibitions, and therefore  they add 

to their store of visual shorthands. The exhibitions thus represent critical steps in 

maintaining and amplifying the School of Valparaíso’s visual shorthand: configurations 

of the South American continent that began with the 1965 Travesía Amereida and 

Amereida I were elaborated through the MNBA exhibitions, in order to launch the 

professors and students into the true Interior Sea beginning in 1984. 

I begin this chapter by outlining the School’s exhibition philosophy to give shape 

to the School’s tradition of engaging with the public. In the following sections I narrate 

the exhibition experiences at the Museo Nacional de Bellas Artes for the 1972 and 1982 



 164 

shows, presenting show descriptions and analyzing the content. Within these analyses I 

present historical context in order to underscore how in sync the School was with the 

cultural climate of 1972 and how much this scene changed a decade later. The final 

section in this chapter explores what to make of the School’s visualization of America, 

circling around the most fundamental questions the School of Valparaíso inspires: are 

they critical, are they political, do they have autonomy as an institution, and are they out 

of touch? 

SECTION B: 1972 MNBA EXHIBITION 

During the early years of the School, the faculty agreed to mount anniversary 

exhibitions every ten years to celebrate the School’s founding by exhibiting projects, 

drawings, photographs, and other objects that highlight the activities of that decade as 

well as the School’s history in general. The first exhibition in this series—Valparaíso: 

Protagonista de esta facultad (Valparaíso: Protagonist of this Department)—was an 

“outing to see what Valparaíso was all about” and centered on how the School perceived 

the city of Valparaíso.246 Beginning in 1962 and through today, these anniversary 

exhibitions are opportunities for the School to go out into the world, to break away from 

a “conventional existence” and “make the world aware of how our research on [where the 

current state of architecture] was going” as Professor Juan Purcell recalls.247 The 1972 

and 1982 exhibitions at the MNBA allowed the School to reconnect with Santiago and its 

learned public.  
                                                
246 Purcell discussion with the author. 
247 Ibid. 
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Though they had returned to the capital in 1959 to participate in the first 

Conferencia Latinoamericana de Escuelas y Facultades de Arquitectura (CLEFA; Latin 

American Conference of Architecture Schools and Faculties), the 1972 exhibit was the 

first opportunity for the School to show off an extensive survey of their projects and 

ideas. People in Santiago were curious about what the School was up to, especially given 

the notoriety of the founders’ split from the Pontificia Universidad Católica de Chile 

(PUC) in 1952. Moreover, as Purcell notes, the School faculty were “perceived as crazy 

yet talented and capable” thus lending an aura of clever unpredictability to the 

occasion.248 Since the School’s founders were from Santiago, they had contacts which 

facilitated showing at the MNBA and over the years they remained friendly with the 

Museo. 

In October 1972, the School of Architecture at the Pontificia Universidad Católica 

de Valparaíso (PUCV) commemorated their 20th anniversary by staging an exhibition at 

the Museo Nacional de Bellas Artes in Santiago.249 The show, titled Exposición 20 años 

Escuela de Arquitectura UCV (20 Years of the [P]UCV School of Architecture 

Exhibition), was held in the famed Sala Matta in the museum’s basement.250 Fifty-nine 

                                                
248 Purcell discussion with the author. 
249 The School’s Flickr account has two albums for this exhibition: one states the closing day as November 
7th while the other set of photos lists the closing day as October 31st. Archival research at the MNBA did 
not result in specific dates for the exhibition’s duration; the librarian noted how the practice of noting 
exhibition dates is a rather recent phenomenon therefore exhibitions from the 1970s and earlier only carry 
the month and year, and sometimes just the year. Therefore I can only confirm that the exhibition took 
place in October, which is in line with the School’s activities since they typically take place at the end of 
the academic year so that faculty and students have ample time to work on these projects. 
250 When Nemesio Antúnez became the director of MNBA in 1969 he initiated a remodeling program for 
the museum. One of the most notable changes was the construction of the 1,968 sq. ft. Sala Matta as a 
completely open space lacking any columns. Antúnez christened the basement gallery in honor of his 
lifelong friend, the Chilean painter Roberto Matta. 
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chalkboards were suspended on the gallery’s four walls (fig. 27). Each blackboard was 

nearly 5 x 5 ft. and contained text and sketches written in white chalk. Half a dozen 

mobiles and models of projects hung from the ceiling and a few tables with chairs were 

scattered around the room. Considering the extent to which the exhibitions are tied to the 

School’s pedagogy, it is perhaps not surprising that the faculty basically transported a 

classroom from Recreo to the Museo Nacional de Bellas Artes in Santiago. Moreover, 

during the exhibition’s closing ceremony Alberto Cruz held a lecture before dozens of 

people (most likely students) who sat on the floor and in chairs armed with their 

sketchbooks.  

As the title suggests, this exhibition was an opportunity for the School to exhibit 

and reflect on their twenty-year history. Thus, the chalkboards featured some of the 

School’s projects, namely what they were asked to do, what they actually did, and how 

their philosophy aligns. All the content was by the hand of Alberto Cruz, though only to 

establish a uniform graphic expression. In the collaborative spirit that has come to 

characterize the School of Valparaíso—working “en ronda” (in a circle)—the faculty 

worked together to develop what was featured on the blackboards.251  

Towards the end of the show, a few chalkboards emerged and deviated from the 

narration of the School’s projects in order to tell the story of Amereida (figs. 28-31).252 

One blackboard blended text from Amereida I  (presented here in italics) with new 

questions about South American identity: 
                                                
251 Purcell discussion with the author. 
252 Each chalkboard is numbered. However, in order to avoid confusion with the figure numbers and also 
because the chalkboard numbers themselves are not highly relevant to my narrative, I have excluded them. 
For the chalkboard numbers that correspond to the figures see the List of Figures. 



 167 

But America?/ Well, we have never stopped living in its almost impossible 
 form/ between pretenses and ghosts the people of America only imitate //
 There were and there are Americas: Catholics, Protestants, Masons, 
 Marxists, Fascists, Neo-Indigenists, Hispanisizers, etc. / What of  
 America?253 

 
In these few sentences the School communicates where their rhetoric about America 

stands in 1972. The middle sentences about imitators, followed by a list of such 

personages, underscores the lack of originality in America. This search for originals has 

plagued the School of Valparaíso since its refounding. It has propelled the faculty to 

build a reservoir of knowledge and to most ambitiously craft a Latin American epic 

through the 1965 travesía and the 1967 publication of Amereida I. As the chalkboard 

quotation outlines, questions about identity remain palpable and unresolved for the 

School of Valparaíso in 1972.  

It is the School’s duty to draw attention to these questions, which they further 

accomplish through the image of South America that accompanies the passage on the 

chalkboard (fig. 28). This rendering of the continent is the duplicate of the population 

dots map from Amereida I, though in the 1972 exhibition the map appears inverted in two 

ways: orientation and color (fig. 17). With this drawing the Interior Sea as a void appears 

in black, thus blending into the rest of the blackboard. The pattern of coastal settlement is 

                                                
253 Escuela de Arquitectura UCV, Exposición 20 Años Escuela de Arquitectura UCV (Valparaíso: Escuela 
de Arquitectura, Universidad Católica de Valparaíso, 1972; repr., Viña del Mar: Biblioteca Constel, 
Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, 2012, accessed November 5, 2014, 
http://wiki.ead.pucv.cl/index.php/Exposición_20_años_Escuela_de_Arquitectura_UCV), 28. Citations refer 
to the Biblioteca Constel version. All translations from this text are my own. The italicized words appeared 
as such in Exposición 20 Años Escuela de Arquitectura UCV and they originally appeared Amereida, 
volumen primero, 11. For a longer excerpt of this passage, see Appendix C. In an effort to maintain Alberto 
Cruz’s narrative breaks on the chalkboards I have included one slash to represent a new line of text and two 
slashes to represent a new paragraph.  
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magnified by the white dots of varying size; together they barely make out the continent’s 

shape. Through this rendering the School anchors the question of American identity 

within the Interior Sea. In contrast to the other Americans (Catholics, Protestants, 

Masons, Marxists, etc.) who live on the coasts, the School has “never stopped living in 

[the continent’s] almost impossible form,” they reside intellectually in the Interior Sea 

despite the obstacles. In this metaphorical sense, the School reminds the viewer that they 

have not forgotten this region. Moreover, it is their strongest belief that any questions 

about America can be illuminated in the Interior Sea. 

In another chalkboard the School discusses the Interior Sea’s complexities and 

how they endeavor to approach this mysterious zone: 

The interior of America is our unknown, our chaos our sea./ To see it as an 
interior sea is to conceive it, to measure it. And the sea is measured by the 
sky/ what, then, is the own star—of reference— of America?/ Europe, the 
inventor, fastens itself to its polar star. From there their North and from 
this [point] the world incarnate. […] That’s how we’re told: South./ But 
America doesn’t have a polar star, it has the [Southern] Cross 
constellation254 
 

The School, thus, outlines the relationship between the Interior Sea and the Southern 

Cross constellation. Just as the sailors departing from Europe had used the constellation 

to guide them through the southern hemisphere, so would the School use this grouping of 

stars to demystify the Interior Sea. Another map from Amereida I—the Southern Cross 

                                                
254 Escuela de Arquitectura UCV, Exposición 20 Años Escuela de Arquitectura UCV, 28-29. In addition to 
this text the 59 blackboards from the 1972 MNBA exhibition appear in Alberto Cruz, Un trazo de veinte 
años, por la arquitectura recorrido por el Instituto de Arquitectura y más tarde por la Escuela de 
Arquitectura de la Universidad Católica de Valparaíso (Viña del Mar: Escuela de Arquitectura, 
Universidad Católica de Valparaíso, 1972); the Archivo Histórico José Vial’s Expo 20 años Pizarrones de 
Alberto Cruz; and Escuela de Arquitectura Universidad Católica de Valparaíso, Un trazo de veinte años 
por la arquitectura: Recorrido por el Instituto de Arquitectura y más tarde por la Escuela de Arquitectura 
de la Universidad Católica de Valparaíso (Valparaíso: Corporación Cultural Amereida, 1999), CD-ROM. 
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constellation over the continent—is duplicated alongside this passage (figs. 19, 29). Just 

like the aforementioned population dots map, this drawing is inverted in orientation and 

color. In the 1972 version of this Southern Cross drawing, the smaller cross appears 

above the continent; and the lines stretch down from this cross to the larger cross 

imposed over South America. The inversion offers a clearer illustration of the small cross 

as a constellation, in contrast to the Amereida I rendering, where the small cross appears 

below the continent like a footnote or legend. Thus the 1972 map presents a more well-

defined and emphatic connection between sky and earth.  

The blackboards exhibited at the Museo de Bellas Artes were thus an opportunity 

for the School to evolve their visual shorthand. Amereida I represented their first efforts 

to define their key ideas about America—the Interior Sea and how they will explore this 

area guided by the Southern Cross constellation. By the 1970s, the School of Valparaíso 

began to work off this first set of drawings to propose new renderings of the region. For 

example, one chalkboard from the 1972 exhibition is completely occupied by an 

enigmatic drawing of the globe (fig. 30). A large body of water occupies the center of this 

map. In the preceding chalkboards Alberto Cruz had drafted the continental shapes with 

fine detail, transforming a stick of chalk into a precise tool. For the globe map, Cruz 

employs the haziness characteristic (and for some the curse) of chalk to his advantage: 

the smoky, blotchy whiteness of this unknown ocean, flanked by inscrutable bodies of 

land, is an abrupt change from the series of continents and prose.  

Though this globe drawing did not appear in Amereida I it did originate prior to 

this exhibition. In 1970, the School of Valparaíso participated in the Conferencia del 
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Pacífico (Conference of the Pacific), which was held in Viña del Mar. School faculty 

presented an array of texts, drawings, and plans on this occasion; these documents were 

grouped under the title Para una Situación de América Latina en el Pacífico (Towards a 

Latin American Situation in the Pacific). The drawings in this dossier are an array of 

political maps that chart the history of the Pacific from the perspective of nations that 

border this great body of water. The final map in Para una Situación, titled “Thesis of 

Our Own North and the Other Shore of Latin America,” featured a distinct perspective of 

the Pacific Ocean (fig. 26). On this map, the Pacific region is inverted with the Americas 

on the right and Asia on the left. A dotted line connecting Punta Arenas, Chile with 

Sydney, Australia illustrates the shortest path between both cities.  

The Para una Situación map of the Pacific influenced several drawings in the 

1972 exhibition. On a formal level, the enigmatic blackboard drawing resonates with this 

earlier map, though the 1972 version lacks the transport line and the positions of Asia and 

the Americas are flipped. The map from Para una Situación is re-presented, as an exact 

miniature, across two other chalkboards that follow the globe map (fig. 31). 

Accompanying this small map is a call to unity: “For Chile the other shore/ is Antarctica 

and Australia/ its oceanic vocation for a/ united and free America.”255 This sentiment 

echoes their earlier question regarding American identity. Yet, if the School is fixated on 

America why are they broadening their scope to include the Pacific region?  

To begin with, the School of Valparaíso has always been concerned with the 

Pacific Ocean. No doubt in large part due to their physical proximity with this body of 

                                                
255 Escuela de Arquitectura UCV, Exposición 20 Años Escuela de Arquitectura UCV, 32. 
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water since their campus in Recreo overlooks the ocean and the Open City has beach 

access. The Pacific emerged as an essential metaphor during the 1965 Travesía Amereida 

when it became one of the points in the Southern Cross constellation. As I noted in 

Chapter 3, each point corresponded to a particular cardinal point and thus geographic 

location: anchor (south>Cape Horn), light (east>Europe), adventure (west>Pacific), and 

origin (north>the Caribbean).256 Since its discovery the Pacific’s destiny has been tied to 

the future and the possibility of “adventure.” Following the Conferencia del Pacífico in 

1970, not surprisingly, the Pacific becomes a more potent character in the School’s 

discourse, and thus in their visuals.  

By the 1972 exhibition at the Museo de Bellas Artes the School had begun to 

relate the Interior Sea to the Pacific Ocean, as evidenced in the text from two 

chalkboards: 

We poetically say that Amereida’s true/ liberty without [the] option of 
Amereida/—America without owners—/ is played/ with its interior sea/ 
and in the ocean.// We speak of the ocean that covers/ half the terrestrial 
globe/ which was once Polynesian/ but was “invented” [as an] ocean/ 
along with the discovery of America// […] Today, 13 nations, we are/ 
alien to the Pacific; the Andes are/ walls and the Ocean is a/ North 
American (and Russian) sea.// Only with the interior sea/ can we have an 
ocean.// Only those who assume/ their continentality [can] project 
themselves—today—/to the Ocean. Neither Asia, Australia, nor/ Latin 
America. —Thus we call the/ Ocean: Carencia (deficiency)/ (what’s 
lacking/ and it calls us)257 
 

In this dense passage the School elaborates three key points. The first addresses the 

power relations among the countries that border the Pacific Ocean. The School’s 

                                                
256 Iommi, Ciudad Abierta — Agora 7.1.1971, 14-15. 
257 Escuela de Arquitectura UCV, Exposición 20 Años Escuela de Arquitectura UCV, 32. 
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statement highlights that there are over a dozen countries in this region, yet only two can 

call the Pacific theirs: Russia and the United States of America. Because of this 

imbalance the other 11 nations must look inward for their “ocean,” meaning to their 

Interior Seas. This state of affairs leads to the second key point in that passage: the 

fraternity that emerges among the secondary nations of the Pacific. For the School 

Australia, and the nations in Asia and Latin America struggle to make sense of their 

respective Interior Seas. In the case of Latin America—which is more like South America 

for the purposes of the maps—reconciling the Interior Sea is part of the fight “for a united 

and free America.” Though the School of Valparaíso focuses their energies on American 

identity, at times they broaden their scope to include other struggling regions. Lastly, this 

passage demonstrates how the School metaphorically unites the Pacific Ocean and 

Interior Sea as motifs through the concept of the carencia. Regardless of the political 

dynamics that make the Pacific belong to one group of nations over others, the School 

does not surrender their affinity and stake in this ocean. The sense of absence or lacking 

conveyed by the notion of carencia is perceived in a positive sense by the School since it 

propels them to be creative and reflective, despite their inferior position on the world 

stage. Since the 1962 anniversary show was more a study of Valparaíso, the MNBA show 

in 1972 was the first true survey of the School’s activities, projects, and philosophy, 

notably through maps that would define the next stage of their visual shorthand. 

The School of Valparaíso’s aims to exhibit publicly in 1972 no doubt found a 

kindred spirit with the Museo’s director at this moment, Nemesio Antúnez. In addition to 

being a celebrated artist in his own right Antúnez was one of the key shapers of 
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twentieth-century Chilean art.258 Antúnez assumed the MNBA directorship in 1969 with 

progressive goals, as he noted in a 1972 interview:  

Before, this Museo was a cemetery. Our aim was to transform it into 
 something alive, into a great room of classes. Into something dynamic, 
 where the public could come with pleasure to contemplate the works of art 
 and learn.259 

 
Antúnez’s program also included exchanging works with other museums in order to 

transform the MNBA “into a national artistic center” by holding exhibitions even in the 

most remote corners of the country.260 The director faced criticism from all sides of the 

political spectrum, with the extreme left feeling popular art could not truly be realized 

within the Museo. Indeed, these critics were shocked when Salvador Allende chose to 

hold a welcome reception for the third session of the United Nations Conference on 

Trade and Development (UNCTAD III) at the MNBA. In an essay reflecting on this 

conference, Vittorio di Girólamo outlines the left’s criticism of Antúnez:  

For those of us who were aware of the constant attacks directed to 
Nemesio Antúnez, the Museo’s director, by the artists of the “extreme 
left,” the President’s choice of venue for such a significant act was 
surprising. We had imagined that these theorists of the Chilean “cultural 
revolution,” who had noted the costs of restoring the most bourgeois 
building in Santiago as superfluous, who had favored the use of those 
same funds in the acquisition of tents in which they organized mobile 
exhibitions for marginal neighborhoods, would definitely have more 

                                                
258 Antúnez was one of the founders of the School of Art at the Universidad Católica de Chile, the creator of 
the Taller 99 (a print workshop for artists), and director of two renowned museums—first, the Museo de 
Arte Contemporáneo de la Universidad de Chile, and later the MNBA (1969-1973; 1990-1993). 
259 “Tribuna de los artistas afirma Nemesio Antúnez: El museo ya no es un cementerio,” La Nación 
(Santiago), June 18, 1972. All translations from this text are my own. 
260 Ibid. 
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influence in the decisions of the so-called Gobierno Popular, with respect 
to choosing the place to officially receive the UNCTAD III delegates.261 
 

The writers of La Nación took a more diplomatic approach in the prologue to their 

interview with Antúnez. The following excerpt reflects how their criticism of the MNBA 

was less about the director and more about what this museum meant for Chile: 

On various occasions we have critically referred to the work in the Museo 
de Bellas Artes, without the intention of making personal attacks on 
Nemesio Antúnez, its director. We feel that an institution with the breadth 
of the Museo is a patrimony of all Chileans and whomever its director 
may be in a determined moment is a temporary circumstance. It could be 
that in the future [the museum] will be directed by a council and not by a 
single person as in the current case. In that case we would also highlight 
our criticism if that artistic center realized activity that was not linked to 
the community.262 
 

To “link” his institution with the public, Antúnez extended visiting hours until 11:00pm 

at least once a week and held 38 exhibitions alone in 1971 despite a low budget. Antúnez 

noted how the public responded positively to these efforts and counted an average 

attendance of 4,000 people on Sundays.263 His exhibition schedule during his 1969-1973 

tenure reflected a bold track which included Chilean artists like Cecilia Vicuña and Juan 

Pablo Langlois (School of Valparaíso alumnus), the artisanal handicrafts of the Isla 

Negra embroiders, “the admirable exhibition of the School of Architecture of Valparaíso 

                                                
261 Vittorio di Girólamo, “La buena pintura chilena y los “souvenirs” de UNCTAD III,” no publication 
(1972): 30-35. Press Clippings, Museo de Bellas Artes Library, Santiago, Chile. All translations from this 
text are my own. For a longer excerpt of this quotation, see Appendix D.  
262 “Tribuna de los artistas afirma Nemesio Antúnez.” 
263 Ibid. 
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(a game, but also an act of faith, of work, and of youth),” a retrospective of Surrealist art 

from the Museum of Modern Art in New York, and others.264  

Antúnez’s ambitious direction for the Museo de Bellas Artes was in line with 

Allende’s efforts to make culture accessible to the popular masses. Indeed, for Allende 

exposing the public to the arts was a central part of his successful 1969 presidential 

campaign. The steps to achieve this ambitious goal were published in the Programa 

básico de gobierno de la Unidad Popular (Basic Program for the Unidad Popular 

Government), a text prepared on the occasion of this historic campaign: 

The new State will seek the incorporation of the masses to intellectual and  
 artistic activity, both through a radically transformed educational system 
 and the establishment of a national system of popular culture. An 
 extensive network of Local Centers of Popular Culture will drive the 
 masses to organize in order to exercise their right to culture.265 

 
Allende forged ties with art world figures, like Antúnez, and invited renowned artists, 

intellectuals, and politicians from Latin America and beyond to witness life in Chile 

under his government first-hand. The purpose of Operación Verdad (Operation Truth), a 

gathering in October 1971, was to provide a counterpoint to the national and international 

media who sought to destabilize the “revolutionary process” of his government by 

allowing the visitors “to see the progress of said process in situ.”266 Indeed, the spirit of 

                                                
264 Antonio Romera, “Grabados Norteamericanos,” El Mercurio (Santiago), November 1972. All 
translations from this text are my own. 
265 Unidad Popular, Programa básico de gobierno de la Unidad Popular (Santiago: publisher unknown, 
1970, accessed November 5, 2014, http://www.memoriachilena.cl/602/w3-article-7738.html), 28. All 
translations from this text are my own. 
266 José Balmes, “Historia de un Museo,” in Homenaje y memoria: centenario Salvador Allende, obras del 
Museo de la Solidaridad (Santiago: Fundación Salvador Allende, Museo de la Solidaridad Salvador 
Allende, Fundación Centro Cultural Palacio La Moneda, 2008, accessed November 5, 2014, 
http://www.accioncultural.es/media/Default%20Files/files/publicaciones/files/homenaje_y__memoria.pdf), 
53. All translations from this text are my own. 
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exchange at the heart of Operación Verdad underscores Allende’s greater mission of 

forming “a “village continent” […] “the village” does not only refer to the inhabitants of 

Chile but also a community of similar identities united through the socialist, 

revolutionary project.”267 The Spanish art critic José María Moreno Galván was among 

the cohort who visited via Operación Verdad and he was inspired to establish the Museo 

de la Solidaridad in 1972 with the artworks national and international artists were 

donating to Allende. The museum—during this period it was more of a roving 

collection—held two exhibitions in Santiago: the first in April 1972 was held in 

Santiago’s Museo de Arte Contemporáneo in Quinta Normal Park and featured “nearly 

500 works, among them prints, sculptures, paintings, drawings, and objects” by artists 

like Joan Miró, Lygia Clark, and Carlos Cruz Díez; the second exhibition took place later 

in the year at the UNCTAD III complex.268  

Operación Verdad and the Museo de la Solidaridad reflect Chile’s prominent 

place in the early 1970s discussions regarding a unified (Latin) America. Carla 

Macchiavello provides a succinct description of Chile’s emergence during this period: 

If for centuries Chile had been part of the history of America without 
 standing out in its representation, in the present its history was being 
 connected to that of other nations through a common social bond assured 
 by the idea of revolution, a destiny that waited to be realized far from  
 foreign interests.269 

                                                
267 Carla Macchiavello,“Panamericanismo artístico como vanguardia: el rol social del arte a comienzos de 
los años 70,” Redes intelectuales: Arte y política en América Latina (accessed July 11, 2014, 
http://redesintelectuales.net/pdfs/macchiavello/panamericanismo_artistico.pdf), 4. All translations from this 
text are my own. 
268 Balmes, “Historia de un Museo,” 54. With the coup d’état in 1973, the museum was forced into exile: it 
changed in name from the Museo de la Solidaridad to the Museo de la Resistencia (established 1977; 
itinerant through 1978 when it settled in Valencia, Spain). 
269 Macchiavello,“Panamericanismo artístico como vanguardia,” 8-9. 
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Within this atmosphere of 1970s Chile there is a spirit of connecting with other nations 

and promoting a larger continental identity that was not connected to the traditionally 

dominant foreign powers of the U.S. and Europe.270 Thus we can appreciate how the 1972 

exhibition of the School of Valparaíso’s blackboards, especially their iterations of the 

continent, resonates with this atmosphere of outreach, both towards the Americas and 

beyond. 

Indeed, discussions in the 1970s regarding America in Chile went beyond the 

borders of the New World to encompass other developing regions. Contemporaneous to 

the Museo de la Solidaridad’s first show in early 1972 was the third meeting of 

UNCTAD in Santiago.271 The Conference was an opportunity for third-world nations, 

especially those in Latin America, to feel united and share their common struggles and 

goals. Thus, the meeting touches upon the economic-political strain within this American 

discourse. UNCTAD III was a key part of the congresses happening during this period 

that placed Chile within the sphere of undeveloped nations, the Pacific, etc. The meeting 

was an opportunity for the nation to show off on this international stage, especially since 

Chile constructed a complex—a 22-story tower alongside a two-story, 557 ft.-long 

convention center—specifically for the conference. UNCTAD III also allowed Chile to 

demonstrate its cultural strengths. Apart from hosting the opening cocktail party, the 

                                                
270 Miguel Rojas Mix, an Operación Verdad participant, was involved in forging cultural ties with Cuba 
notably with three exhibitions that took place around this period: Encuentro Chile Cuba (1971, La Habana), 
Encuentro de artistas del Cono Sur (1972, Santiago), and Encuentro de plástica latinoamericana (1972, La 
Habana). 
271 UNCTAD meets every four years and was established in 1964 for developing nations to voice their 
concerns on matters related to economics, trade, and development in an international arena. The third 
Conference took place in Santiago, from April 13th through May 19th in 1972. 
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MNBA also organized an exhibition of paintings representing each participating nation. 

Thus, the School’s visualization of America debuted within an accommodating 

atmosphere: Santiago, and specifically the MNBA, was buzzing with visitors from fellow 

developing countries who shared the same concerns and hopes for the future.  

Sixteen months after the close of UNCTAD III Allende’s military carried out a 

coup d’état that ended with the bombing of the presidential palace and the president’s 

death. With this violent act, the era of Allende—and the spirit of American 

brotherhood—was replaced by a repressive regime. 

SECTION C: 1982 MNBA EXHIBITION 

In late 1982 (August 31—September 26), the Museo de Bellas Artes hosted the 

School of Valparaíso’s third anniversary show—Ciudad Abierta y 30 años de la 

fundación del instituto de arquitectura—Universidad Católica de Valparaíso (Open City 

and 30 Years Since the Founding of the Institute of Architecture—Universidad Católica 

de Valparaíso). Materials relaying the School’s history as well as contemporary activities 

were once again exhibited in the Sala Matta.272 Instead of chalkboards, the School 

displayed photographs, sketches, and texts on láminas, large white sheets that were 

suspended from the ceiling (fig. 36).273 These sheets hung from three central tracks that 

ran the length of the gallery. A series of track lighting ran parallel to these tracks; as they 

                                                
272 Concurrent with this exhibition was Exposición 10 años de Diseño Gráfico Escuela de Arquitectura 
UCV (August 19—September 19, 1982), which took place in Sala Chile, on a separate floor. Object Design 
held an exhibition the following year at the MNBA, from November 9th to December 4th, titled Exposición 
10 años de Diseño de Objetos. 
273 The láminas with the maps and the curled up corners seem to be made of wax paper (given their 
transparency); the sheets with photographs, sketches, and text are of an opaque, all-purpose paper. 
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shone directly on the láminas they gave the sheets an ethereal glow. Upon descending the 

steps into this basement gallery, the viewer encountered the first row of láminas: over a 

dozen large-scale maps (fig. 37). Immediately behind these maps were sheets featuring 

the School’s projects, mostly concerning the Open City, on both sides.274 The third row 

was farther apart from the first two. One bottom corner of each sheet was pulled up by a 

string affixed to the ceiling, allowing visitors to stand in between two rows of sheets (fig. 

38). Purcell notes that the subtitle for this exhibition was Sin revés ni derecho (Neither 

Verso nor Recto).275 Thus, there was no correct way of viewing the exhibition, in contrast 

to the linear 1972 show. A review of the exhibition from the Santiago newspaper El 

Mercurio  gives insight on the content as well as how the visitors reacted to the láminas: 

"Panels in which architectonic photographs and designs can easily be classified as "odd" 

or "strange," alternate with poetic fragments of [the Comte de] Lautréamont, André 

Breton, and other celebrated Surrealist figures, also including amazing verses by Arthur 

Rimbaud.”276 The exhibition also included poetic and pedagogical events, notably a 

conference with architects about the Open City.277 

                                                
274 The content visible below the maps was relegated to the bottom part of the sheet while the other side of 
this lámina was mostly full of content. Therefore the láminas were more of an assemblage with textures 
rather than a clean, single sheet. According to David Jolly, this side contained original sketches that were 
taped into the sheet through a window. (Jolly in discussion with the author.) 
275 Purcell discussion with the author. 
276 “Son Profesores de la UC de Valparaíso: Vida Poética Postula Grupo de Arquitectos,” El Mercurio 
(Santiago), September 2, 1982. All translations from this text are my own. Alfredo Larreta, “El porqué de 
la ‘ciudad abierta’” El Mercurio (Valparaíso), September 26, 1982. All translations from this text are my 
own. For a longer excerpt of this quotation, see Appendix E.  
277 “Presentations including a poetic act titled "Illuminations," from Rimbaud have been realized concurrent 
with these exhibitions. The last of these activities will take place today, at 6:30pm, in the Museum. Next 
Thursday [September] 16, likewise, at 6:00pm, a public forum will take place regarding "The Architecture 
of the Open City of Ritoque," which will include the participation of Alberto Cruz, Fabio Cruz, and José 
Vial, professors from the port university.” (“Museo Nacional de Bellas Artes Exponen 30 años de la 
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In comparison to the 1972 show, in 1982 the continental renderings increased in 

number, size, and prominence. According to Professor David Jolly, these maps were 

developed by a workshop at the School of Valparaíso as a screen print.278 However, their 

exact provenance is unclear. La Nación, a Santiago newspaper, published an article 

around the time of the exhibition attributing the maps to a text authored by School 

faculty: “[The exhibit consists of] 16 maps originating from a didactic book edited by the 

School of Architecture of Valparaíso denominated ‘Para un Punto de Vista 

Latinoamericano del Océano Pacífico’.”279 Yet after examining the exhibition 

photographs I am more prone to attribute the maps to this text as well as an earlier one, 

Para una Situación de América Latina en el Pacífico. Both essays emerged in the early 

1970s as the School addressed the topic of the Pacific Ocean and how it relates to South 

American identity. The essays are interrelated, overlapping in content and maps.280 

Therefore for the sake of this dissertation I will use both essays to analyze the map 

láminas in the MNBA exhibition.  

Three renderings from the 1972 show appear again in 1982: the Interior Sea, the 

Southern Cross, and the flight path between Punta Arenas and Sydney (fig. 19). Two new 

                                                                                                                                            
Escuela de Arquitectura de Valparaíso,” La Nación (Santiago), September 10, 1982. All translations from 
this text are my own.) 
278 Jolly discussion with the author. 
279 “Museo Nacional de Bellas Artes Exponen 30 años de la Escuela de Arquitectura de Valparaíso.” 
280 The history of these essays is equally intertwined. The School participated in the 1970 Conferencia del 
Pacífico (September 27-October 3, 1970, Viña del Mar) where they present drawings, plans, and texts 
under the title Para una Situación de América Latina en el Pacífico; this was published by the Talleres del 
Consejo de Rectores de las Universidades Chilenas. The following year, the School drafted a condensed 
version of this document (with Alberto Cruz’s succinct drawings) for Revista de Estudios del Pacífico 
under the title “Para un Punto de Vista Latinoamericana del Oceano Pacífico.” In 1971 “Para una 
Situación” appears in Fundamentos de la Escuela de Arquitectura Universidad Católica de Valparaíso 
1971. Two years later Para un Punto de Vista is published by Ediciones de la Escuela de Arquitectura. 
Both essays also received the PDF treatment in 2012 by Bibiloteca Constel. 
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maps—an aerial view of South America and the School’s version of Buckminster Fuller’s 

Dymaxion World Map—elaborate the themes surrounding the Interior Sea and the Pacific 

Ocean, laid out in the 1972 exhibit. The aerial map includes an inverted South American 

continent full of lines and dots, beneath a starry sky (figs. 24, 32, 40).281 The dots vary in 

size and represent cities, mostly concentrated on the outer edges of the continent to 

emphasize the theory of the Interior Sea, which is shaded to show its own ignored shape. 

Lines cross the continent from dot to dot, marking routes of transport and earlier 

travesías.282 These paths mimic the constellations in the sky, which become figures once 

we connect the stars along imaginary lines. Transportation lines mark the connections 

between various cities: for example, flights between Buenos Aires to Rio Gallegos; train 

travel between Buenos Aires and Salta; and the highway connecting Buenos Aires to 

Valparaíso. Despite this flurry of activity, most of the Interior Sea remains unchartered as 

the School notes in “Para un Punto de Vista Latinoamericana del Océano Pacífico”:  

Still in our days, beyond the train that goes from Santos to Santa Cruz and 
from there combines up to La Paz and descends, be it to Arica or 
Arequipa, the great center lies outside America. Closer in time, the aerial 
lines link the continent, but with an overwhelming majority of the routes 
that follow the contour and not the crossing through its width. Until 
recently the means to adequately and scientifically survey the South 
American sky were not available.283 

                                                
281 Since the exhibition images do not provide much detail, my analysis of this map is based on the maps in 
Fundamentos de la Escuela de Arquitectura Universidad Católica de Valparaíso 1971 (1971) and Para un 
Punto de Vista Latinoamericana del Oceáno Pacífico (1973). Based on my research, the School elaborates 
the same map in these publications and in the exhibition, with a few minor differences. 
282 The travesías include the sixteenth-century journeys of the German explorer Nikolaus Federman in 
Venezuela; the voyage of the Spaniard Francisco de Orellana down the Amazon River; and the founding of 
Santa Cruz de Sierra in Bolivia by the Spaniard Ñuflo de Chávez. 
283 Escuela de Arquitectura UCV, “Para un Punto de Vista Latinoamericana del Océano Pacífico,” Revista 
Estudios del Pacífico (Valparaíso) 2 (1971): 7-27 (repr., Viña del Mar: Biblioteca Constel, Archivo 
Histórico José Vial, Escuela de Arquitectura y Diseño, 2012, accessed November 5, 2014, 



 182 

 
Indeed, as the map illustrates, Francisco de Orellana’s historic navigation of the Amazon 

remains the first crossing of the continent’s northern width. This map elaborates the 

theme of the Interior Sea—as presented in the 1972 show—by noting the connections 

between cities, towns, and villages. Considering the amount of dots and the monumental 

task of unifying the content, the School’s message of isolation is even stronger in this 

map.284 Not only has the Interior Sea been forgotten, but so has the spirit of 

continentality. In this map without borders, where the Interior Sea lays slumbering in 

every nation’s backyard, the call for exploration is made to all South Americans. In 

addition to stirring South American identity, this map’s inversion is also a means of 

underscoring the pull of the Interior Sea. The authors of “Para un Punto de Vista” outline 

this point in their essay: 

The first measure corresponds to viewing the continent not in its function 
with the North but rather from its own North which is the South; for this 
reason the vision changes and rises, like an American point, the extreme 
that signals the Antarctic continent. Seen as such, America speaks to us of 
the solitude in its hinterland, of its specific urban density in the periphery, 
and, throughout its history, of a constant sign in that sense.285 
 

Viewed from this perspective, with the rest of the world at one’s back, the Interior Sea 

becomes the sole focus as it tapers into the oblivion of outer space.  

                                                                                                                                            
http://wiki.ead.pucv.cl/index.php/Para_un_Punto_de_Vista_Latinoamericano_del_Océano_Pac%C3%ADfi
co), 9. Citations refer to the Biblioteca Constel version. All translations from this text are my own. 
284 Except for the fragment uniting Valparaíso and Buenos Aires, the South American portion of the Pan-
American Highway is absent from this map. 
285 Escuela de Arquitectura UCV, “Para un Punto de Vista Latinoamericana del Océano Pacífico,” 9. 
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In another map, the School presents the viewer with a global representation of the 

world, with the continents in a single file down the center (figs. 25, 41).286 There are three 

key elements at work in this map: the shading, the directional arrows, and the darker 

coastal line. The shading refers to the Interior Seas of each respective landmass, 

specifically those of Australia, Asia, North America, and South America. The arrows 

emerging from both sides of the United States allude to this nation’s dominance of the 

Pacific Ocean. And lastly, a thick black line marks the coastal borders of this very ocean, 

unifying all the nations that share this body of water. The organization of the continents 

as a single body mass recalls Fuller’s Dymaxion World Map, which he referred to as a 

“distortion-free one-world-island-in-one-world ocean map.”287 Between the 1930s and 

1950s, Fuller developed a new type of world map that addressed the problems of the 

typical Mercator projection, namely the distortions that result in flattening our spherical 

world. The Dymaxion World Map reimagines the earth as a two-dimensional design that 

translates into seemingly infinite 2D and 3D forms.288 Perhaps the most poignant 

arrangement is what has come to typify Fuller’s Dymaxion World Map: the world as a 

                                                
286 Since the exhibition images do not provide much detail, my analysis of this map is based on a map from 
Para una Situación de América Latina (1971). Based on my research, the School elaborates the same map 
in this publication and in the exhibition, with a few minor differences. 
287 R. Buckminster Fuller, Humans in Universe (New York: Mouton, 1983), 101. In 1971 MoMA exhibited 
Map by Jasper Johns for nearly a month in the Founders Room, which at that moment was in the East 
Wing. Johns’s painting was an homage to Fuller’s map and occupied an entire wall. Considering how the 
School’s map first emerged in 1970, for the Conferencia del Pacífico, this is a curious, parallel history. It 
demonstrates how Fuller’s vision of the world resonated in the early 1970s, both in the U.S. and in Chile.  
288 In 1943 Life magazine published a two-page version of Fuller’s map, where the world was rendered in 
eight triangles and six squares. The reader could remove these pages and either assemble a globe or create a 
variety of flat maps based on different perspectives (i.e. highlighting the Equator, the empires of the British 
and Japanese, etc.) (“Life Presents R. Buckminster Fuller’s Dymaxion World,” Life (March 1, 1943): 41-
55, accessed November 5, 2014, 
http://books.google.cl/books?id=WlEEAAAAMBAJ&pg=PA41&source=gbs_toc_r&redir_esc=y#v=onepa
ge&q&f=false.) 
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single island devoid of national boundaries, floating in a single ocean (fig. 74). Viewing 

the world from this perspective was a way of battling the self-centered, “political concept 

of it’s got to be you or me”—to cite Fuller— championed by traditional maps, whose 

distortions often veil political agendas.289 The deceptively simple design of Fuller’s map 

could thus incite profound change, especially among an international audience weary 

from two World Wars. As Life noted, “For the layman, engrossed in belated, war-taught 

lessons in geography, the Dymaxion World map is a means by which he can see the 

whole world fairly and all at once.”290  

Returning to the School’s map, the similarities in composition are undeniable, 

though the School omits Africa, Western Europe, and Antarctica from their projection 

perhaps due to their interest in matters concerning the Pacific. Another significant 

difference is the shading. Within their maps Fuller and the School eliminated political 

boundaries as well as physical features in favor of other characteristics: the 1943 Life 

version of the Dymaxion map as well as the 1952 rendition both focus on temperature; 

the School focuses on the interior Seas of Australia, Asia, and North and South America 

(fig. 73).291 Both maps highlight human presence and absence. For example, for Fuller the 

least agreeable place to live in Australia aligns with this continent’s Interior Sea. Yet in 
                                                
289 “Dymaxion Map,” The Buckminster Fuller Institute, accessed May 21, 2014, http://www.bfi.org/about-
fuller/big-ideas/dymaxion-world/dymaxion-map. Arno Peter’s 1973 map sought to address the Euro-centric 
and imperialist perspective of traditional maps, like the Mercator Projection. See Dhananjayan 
Sriskandarajah, “Long Underwear on a Line?: The Peters Projection and Thirty Years of Carto-
controversy,” Geography 88, no. 3 (July 2003): 236-244. 
290 “Life Presents R. Buckminster Fuller’s Dymaxion World,” 41. 
291 According to the 1943 map, the “Optimum Temperature Band,” which includes most of the United 
States, Western Europe, and Central Asia, “is the optimum temperature zone for the well-being and 
efficiency of human beings.” (Ibid., 43). In the 1952 Dymaxion map, this Band is rendered in yellows and 
light greens. Thus south of the equator the only equally favorable temperature zones are in the southern 
cone of South America. 
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South America, the Interior Sea includes all ranges of temperature, even those that 

according to Fuller’s theory are the best for human settlement. This comparison affirms 

that the Interior Sea is suitable for human habitat; for some reason, the original settlers 

just chose to ignore that fact. Thus, this region of South America is a historically illogical 

mistake. 

Perhaps the most provocative aspect of the School’s map is how it enables the 

viewer to see these Interior Seas united and in a single glance. Yet not all Interior Seas 

are created equal. In its first publication in 1971, this map appeared within a section titled 

“Relation between the Continental Dominion of Our Own Interior Sea and the True Inter-

Oceanic Projection.” The School included brief historical anecdotes illuminating the 

Interior Seas of the U.S., Asia, and Latin America. Industrious businessmen capitalized 

on the U.S. Interior Sea, and thus the North American West became a site where fortunes, 

like those of John Jacob Astor, were made by exploiting natural resources. Also, as 

people settled on the U.S. Pacific coast they established trails and passes through this 

Interior Sea, and thus charted this region. Except for the U.S., it seems that Asia, South 

America (and Australia) have not made amends with their Interior Seas as evident in the 

School’s map. Thus, the U.S. can claim the oceanic projection depicted by the arrows as 

noted in “Para un Punto de Vista”:  

[…] if this notion of interior seas is transported to an analysis of the 
 Pacific, seen in this perspective, one confirms that the only nation that 
 governs its interior sea—in this case the U.S.A.—is the one that can 
 sustain an oceanic projection and dominion. Just as Asia, like Australia 
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 and Latin America, who don't govern their interior seas don't have 
 projection, nor real oceanic options.292 

 
Echoing the sentiments from the 1972 exhibition, in the absence of any claim to the 

Pacific Ocean, South Americans must turn towards the Interior Sea and reckon with it. In 

comparison to the aerial view of South America, this map connects the School’s thesis on 

American identity with the wider world, demonstrating that the Interior Sea is not solely 

a concern of the Americas or developing countries. Though the School focuses their 

efforts on the South American Interior Sea, this map as well as the others that engage the 

world at large reflect the School’s commitment to public dialogue across local, national, 

and international levels. 

In contrast to the 1972 exhibition, the pedagogical impulse is less apparent 10 

years later: traditional blackboards have given way to láminas, whose arrangement recalls 

the subterranean war rooms of the Cold War, as Stanley Kubrick immortalized in the 

1964 film Dr. Strangelove or: How I Learned to Stop Worrying and Love the Bomb (fig. 

78). By 1982, the maps are no longer embedded in poetry and the context of other 

chalkboards; instead, these images form a single, glowing file that greets the viewer upon 

descending into the basement. Their undeniable presence in the room, both in scope and 

in the sense that one has to walk around them to reach the other side, places the School’s 

rhetoric regarding America discourse literally front and center.  

In the early 1980s the MNBA was constantly in the news for the wrong reasons—

stolen art, lack of funds, improvements that needed to be made, scant attendance—thus 

                                                
292 Escuela de Arquitectura UCV, “Para un Punto de Vista Latinoamericana del Océano Pacífico,” 11. 
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this was a low moment in the Museo’s history. Nena Ossa, the Museum Director for most 

of the dictatorship (1977-1990), was frequently in the press to defend her museum. She 

echoes Antúnez’s belief in making the Museo accessible to everyone, though her vision is 

broad and does not outline her plan of action:  

Today art museums have stopped, and must stop, being a static place. For 
various reasons, it’s not just educated people and a small elite who  want to 
see art. Thousands of people visit museums, from all social strata!  Thus, 
this place has the obligation to respond to the entire community. Meaning, 
to be a living place that exhibits more and better artworks from all periods 
of time, presented adequately and with imagination. Not just that…it must 
take into account, and include in its programming and exhibition, the 
entire gamut of contemporary art that has surged in recent decades: video, 
cinema, photographs, installations, and sometimes take on the area of 
representations.293 
 

She often comes off as arrogantly optimistic, championing the Museum despite all the 

aforementioned issues. She positioned herself against what she perceived as the moral 

bankruptcy of artists: 

Artists […] above all the youngest […] are going through a crisis of 
values  […] just like the world itself! A sort of fatalism, an attitude of 
critical skepticism towards the present exists. […] In Chile, this 
disenchantment is less present, and happily, many young, talented people 
have materialized.294 
 

The nihilism gripping artists is perhaps not surprising given the complicated socio-

political atmosphere in Chile at this moment: the conflict between Chile and Argentina 

over islands in the Beagle Channel had nearly ended in war despite a late 1980 Papal 

                                                
293 “Nena Ossa: la Directora del Museo Nacional de Bellas Artes (Chile), opina que las artes visuales están 
en pleno desarrollo en su país,” Revista Vanidades, March 30, 1982. All translations from this text are my 
own. 
294 Ibid. 
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award in Chile’s favor. Argentina did indeed go to war over islands from April to June 

1982, though the foe was Great Britain and the territory was the Malvinas.  

No doubt adding to this fatalistic attitude was life under the regime. Returning to 

Ossa her judgment and hostility for artists with “critical skepticism towards the present” 

is a veiled charge against Escena de Avanzada and other anti-regime artists working 

within the apagón cultural (cultural blackout). The apagón cultural was perhaps the most 

pressing issue for those in the cultural sphere. Beginning with coup in 1973, this blackout 

consisted of “a reduction in national publications, a lack of public attendance in theaters, 

cinema, and in general, an apparent apathy and lack of interest for culture.”295 The 

immediate repression of the citizenry—through the closing of Congress, implementation 

of a curfew, and emergence of DINA—fed the blackout.296 In the same interview from 

1982, Ossa was asked about the apagón cultural:  

Frankly, it’s incredible to me that people can even believe that could 
happen. At least in the visual arts, which is what concerns me. Never 
before has the private sector been so concerned for painting as in the last 
six years. Nor, so many art contests to stimulate new values […] in the last 
few months we have had eight with important prizes […] $10,000 dollars 
for first place is a common thing now […] It’s important to also note the 
scholarships. I’m not sure about the exact figure, but I think that in 1981, 
for example, the Corporación de Amigos del Arte offered 51[…] 30 more 
than in 1980! That includes scholarships abroad and within the country.297 
 

                                                
295 “Revistas y publicaciones literarias (1960-1990),” Memoria Chilena, Biblioteca Nacional de Chile, 
accessed July 11, 2014, http://www.memoriachilena.cl/602/w3-article-3682.html. All translations from this 
text are my own. 
296 Dirección de Inteligenica Nacional (DINA)[Directorate of National Intelligence]—a secret police 
formed towards the end of 1973—was responsible for “most of the horrific incidents of torture documented 
by (in Chile) the Catholic Church and (abroad) by organizations such as Amnesty International.” (Simon 
Collier and William Sater, A History of Chile, 1808-2002 (Cambridge: Cambridge University Press, 2004), 
360.) 
297 Ibid. 
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Thus Ossa dismisses the idea of such a blackout based on the proliferation of contests and 

scholarships. It is perhaps not surprising to note that Ossa was supportive of the regime, 

which may explain her denial of the apagón cultural despite the clear evidence to the 

contrary. What is pernicious about Ossa’s stance is that she is oblivious to the repression 

directed by the government upon the citizenry, which affected artists who were against 

the regime.  

Towards the end of the 1970s artists began returning to their work and found 

ways to elaborate art despite this repression. Once these figures regained their voice, 

there was an artistic flourishing among the dissidents. Thus, Raúl Zurita—the celebrated 

poet and member of Colectivo Acciones de Arte (C.A.D.A.)–refrains from calling this 

period a blackout:  

I think during that period there was anything but a cultural blackout. On 
the contrary, I think especially in the visual arts, [with] the group we 
formed known as C.A.D.A., the works that appeared (Diego Maquieira, 
Juan Luis Martínez, the best work of Enrique Lihn) was anything but a 
cultural blackout. I think what we have today is a cultural blackout. By 
contrast, the fact that there was no political exit, that it was such a fierce 
dictatorship, made it so that the explosion on the side of art [and] 
creativity was even stronger. It is very strange. And so I believe that it was 
the most creative period, probably, one of the most creative in the History 
of Chile.298 
 

The blackout may have initially emerged due to censorship and reactions of silence. 

However, by the 1980s numerous figures in the cultural field were working against the 

dictatorship, thus tempering the blackout. Nevertheless, when Ossa denies the apagón 

                                                
298 Raúl Zurita and Benoît Santini, “Entrevista al poeta chileno Raúl Zurita,” Caravelle 91(December 
2008), 218. All translations from this text are my own. 
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cultural it is not to note the efforts of these personages but rather champion those of the 

regime. 

In mainstream culture there was definitely a malaise in the 1980s. One notable 

article aptly titled “Little Interest in Cultural Acts” cited low and in some cases nil 

attendance in cultural institutions and attributed the problem to the public these entities 

were courting: “The majority of attendees are composed of middle- and upper-class 

families of Santiago. People of a lower social class, in general, do not include visits to 

museums as part of their diversions.”299 This observation implies that these institutions 

were not putting on programming to attract a wide audience, as evidenced by an 

uninspiring list of sixteenth- and seventeenth-century European art on display at the 

Museo.300 From this vantage point Ossa’s misguided observations regarding the apagón 

cultural are even more important to consider since they reflect the tone of the MNBA in 

1982 and most egregiously, how oblivious she was to the realities of Chilean culture at 

this moment. 

Considering the economic crisis Chile was going through in 1982, it is not 

surprising that Ossa would shift the conversation from the cultural blackout to contests 

and scholarships.301 Indeed, funding was a pressing concern for the MNBA director. In 

                                                
299 “Poco Interés en Actos Culturales,” El Mercurio (Santiago) June 7, 1982. All translations from this text 
are my own. 
300 “Museo de Bellas Artes—Stop,” Las Ultimas Noticias (Santiago) October 27, 1982. All translations 
from this text are my own.  
301 “[In 1982] the Chilean economy simply imploded, in a recession even worse than that of 1975-76. First 
came another steep rise in the price of oil (the “Second Oil Shock” of 1979). Once again the world 
economy slumped, which meant slackening demand for Chilean exports […] GDP fell by one-seventh; the 
industrial workforce shrank by one-fifth; and unemployment rose even higher than in 1975-76.” (Collier 
and Sater, A History of Chile, 1808-2002, 370-371.) 
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the years preceding the 1982 recession, the Museo counted on financial support from 

both the public and private sectors, as Milan Ivelic and Gaspar Galaz narrate in their 

classic 1988 tome Chile: Arte Actual:  

The role of the State, as the supporter and promoter of the work done by 
museums has historically been very precarious, limiting itself to delivering 
a reduced budget that is barely enough to prevent [the museum’s] 
complete extinction. Except for the years 1969 and 1972, when the Museo 
was remodeled, neither before nor after has the State concerned itself with 
improving the operating conditions and modernization that these types of 
institutions require. […] The participation of the private sector, as an 
activating agent in the Museo’s functions, was particularly relevant after 
1975. […] But this collaboration with companies only lasted while the 
economic conditions were favorable, due to the “economic boom.” When 
this disappeared, private funding was practically reduced to zero, a 
phenomenon that began in 1982.302 
 

With the private sector hit hard by the recession, the MNBA saw an important source of 

funding terminated. Thus in 1982, the Ossa’s main efforts were most likely centered on 

survival at the expense of their exhibition programming. 

In comparison to Antúnez, Ossa’s tenure at the Museo de Bellas Artes was 

marked by the apagón cultural, the fatalism of artists, and an economic depression. 

Though Antúnez also faced budget restrictions, the cultural flourishing that characterized 

the early 1970s was not paralleled at the MNBA or among other mainstream institutions a 

decade later. Yet, remnants of the spirit that perceived America as an entity with common 

concerns lingered. In a July 1982 essay reflecting on the war between Argentina and 

Great Britain, Carlos López underscores how this conflict galvanized the region:  

                                                
302 Milan Ivelic and Gaspar Galaz, Chile: Arte Actual (Valparaíso: Ediciones Universitarias de Valparaíso, 
1988; repr., Santiago: Memoria Chilena, Biblioteca Nacional Digital de Chile, 2013, accessed November 5, 
2014, http://www.memoriachilena.cl/602/w3-article-8724.html), 118-119. All translations from this text are 
my own. 
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There is speculation regarding the situation of inter-Latin American 
 relations after the failure of the Argentine adventure in the Malvinas, as 
 people believe that one of the inevitable consequences is the resurgence 
 of the idea of integration. […] It is undisputed that the Malvinese conflict 
 provoked a great wave of solidarity among Latin Americans; however, 
 there are numerous problems that impede integration. In the first place, 
 sources of tension in the Latin American system endure and, in second 
 place, differences in development which complicate the Bolivarian 
 dream.303  

 
Missing from this equation is Chile, perhaps because they “gave discreet and totally 

unpublicized assistance to the British” during the war over the Malvinas Islands.304 

López, writing in 1982, discusses this wave of solidarity as something limited; perhaps in 

contrast to the seemingly limitless attention issues concerning a united Latin America 

received in Allende-era Chile. In the 1980s, Latin American nations are united against the 

U.S. and Europe. Yet beyond this border disputes, disparities in economic growth, the 

limited successes of trade groups, and numerous other factors maintain the region 

separate and more concerned with the livelihood of their own countries. 

Within the Chilean art scene, discourse regarding America persisted though less 

overtly than in 1972. Two interventions by C.A.D.A.—Para no morir de hambre en el 

arte (Not to Die of Hunger in Art)(1979) and ¡Ay sudamérica! (O, South 

                                                
303 “During the Argentine-British conflict members of the Pacto Andino (Colombia, Ecuador, Bolivia, Peru, 
and Venezuela) and the SELA (Sistema Económica Latinoamericano) professed their solidarity with 
Argentina, even searching for formulas to alleviate the economic effects of the sanctions imposed on the 
Republic of Argentina by the European Economic Community and the United States. [These organizations] 
also signaled how the OEA (Organización de Estados Americanos) and the TIAR (Tratado Interamericano 
de Asistencia Recíproca) lost their raison d’être as they showed themselves to be mere useful instruments 
for North American politics. Finally, it has been argued that North American support of Great Britain will 
bring their loss of prestige in Latin America and the isolation of political sectors who obtained their support 
in the continent.” (Carlos López, “¿Integración Regional? Fin del autoritarismo? Las relaciones 
interlatinoamericanas después de las Malvinas,” APSI 110 (July 6-19, 1982): 27, accessed November 5, 
2014, http://www.memoriachilena.cl/602/w3-article-81995.html). All translations from this text are my 
own. 
304 Collier and Sater, A History of Chile, 1808-2002, 364. 
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America)(1981)—introduce subtle calls for American unity. For Para no morir de 

hambre en el arte—C.A.D.A’.s first action—the group distributed 100 liters of milk to 

families in a working-class neighborhood, published a single blank page in the magazine 

Hoy, and held an event in Santiago, outside Emilio Duhart’s emblematic CEPAL building 

(fig. 84). A speech titled “No es una aldea” (It isn’t a Village) played outside the United 

Nations in five languages (Chinese, English, French, Russian, and Spanish) simultaneous 

with the milk distribution. The following excerpt from this speech illustrates C.A.D.A.’s 

message of how the shared experience of a single sky can transcend the divisiveness of 

poverty: 

The place where we speak is not a village, it isn’t just that, but rather a 
 place where the landscape, just like the mind and life, are spaces to be 
 corrected. […] We speak of a place that isn’t just its poverty, but rather a  
 sky and a pampa that in the North of Chile is confused with the sky. […] 
 The option that from hunger to terror erects a landscape that is neither 
 hunger nor terror. Here, today, the sky that we gaze at is contemplated 
 from trash, not from the towers of Manhattan of Stockholm. But it is the 
 same sky and the collective construction of its significance will be the  
 same sky construction of Bolivia, Paraguay, Zaire, Bangladesh, Greece. It 
 will be the same sky of Nagasaky [sic], the United States, Brazil, the 
 Soviet Union, India, Norway, Mexico. Someday this life will be a decent 
 life. Today hunger, pain, the expropriation of our mental and physical 
 strengths are shed; but that route is also the world to win, it isn’t a 
 village.305 

 
This message of unity, with a thin layer of hope buried deep, is curious as it seeks to 

universalize the reality of life in Chile. Or as Robert Neustadt summarizes, “It's not just 

                                                
305 Colectivo Acciones de Arte, Para no morir de hambre en el art [Not to Die of Hunger in Art] (Santiago:  
C.A.D.A., 1979; repr., Madrid: Museo Nacional Centro de Arte Reina Sofia, 2011, accessed November 5, 
2014, http://www.museoreinasofia.es/en/collection/artwork/no-morir-hambre-arte-not-die-hunger-art-38). 
All translations from this text are my own. 
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about Pinochet, but rather a global situation that doesn't even limit itself to politics.”306 

Yet, is the absence of the military regime in this art action a manner of discrediting them 

on the world stage, of willfully forgetting them? As a collective working under 

censorship, C.A.D.A.’s criticism of the regime had to be veiled as I will discuss in the 

following section. However, it is interesting that their aim with this intervention goes 

beyond Chile; perhaps in a bid to draw attention to life under the regime, they seek to 

connect to the world on the shared issue of poverty. 

In 1981, C.A.D.A. launched their call to arms from the skies above Santiago in 

¡Ay sudamérica! (fig. 86). For this action members of C.A.D.A. distributed 400,000 

flyers from six airplanes flying over working-class neighborhoods in the city. The flyer 

was intended to inspire the common person to join C.A.D.A. in creating art:  

Each man that works for the expansion, even if it's mental, of his spaces of 
life is an artist […] When you work, crossing these places and look at the 
sky and beneath the snowcapped summits acknowledge within this site the 
space of our lives: dark-colored skin, stature and language,  thought […] 
And thus we distribute our stay and our diverse trades: we are who we are; 
man of the city and countryside, Andean in altitude but always populating 
these places […] We are artists and we feel [that we are] participating in 
the great aspirations of everyone, presuming today with South American 
love the gliding of [his] eyes over this line.307  
 

Despite a few general and vague references to South American identity—language, 

thought, physical features (dark-colored skin, stature), and geography (Andes)—the flyer 

                                                
306 Roberto Neustadt, CADA día: la creación de un arte social (Santiago: Editorial Cuarto Propio, 2001; 
repr., Santiago: Memoria Chilena, Biblioteca Nacional Digital de Chile, 2013, accessed November 5, 2014, 
http://www.memoriachilena.cl/602/w3-article-8725.html), 26. All translations from this text are my own. 
307 Colectivo Acciones de Arte, “¡Ay sudamerica! 400.000 textos sobre Santiago,” in ¡Ay sudamerica! 
400.000 textos sobre Santiago (Santiago: C.A.D.A., 1981; repr., Houston: International Center for the Arts 
of the Americas, 2013, accessed November 5, 2014, 
http://icaadocs.mfah.org/icaadocs/THEARCHIVE/FullRecord/tabid/88/doc/730004/language/en-
US/Default.aspx). All translations from this text are my own. 
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does not fully elaborate the title. Moreover, like the recording playing against the walls of 

the United Nations this flight over Santiago seems like a futile exercise: are the flyers 

enough to raise the consciousness of a continent? ¡Ay sudamérica! and the reading of 

“No es una aldea” are efforts to reconnect to the wider world. Considering the political 

context, C.A.D.A.’s actions were also directed to the Chileans on the receiving end of 

these messages. Despite the coded nature of these interventions, they were nonetheless 

bold acts in light of the censorship (and often self-censorship) at the root of the cultural 

blackout. As Diamela Eltit recalls, the pamphlets from ¡Ay sudamérica! discussed “the 

possibility for a better life. And it could not go further than that. It was an encoded 

language, where all knowledge had to be read between the lines and between the lines, let 

us say, [was] an anti-dictatorial issue.”308  

If the coup and ensuing repression of the dictatorship signaled Chile’s isolation 

from the world, the apagón cultural enveloped the cultural world in a fog, in a sensation 

of fading away. Recalling Carla Macchiavello’s earlier statement, this impulse to project 

Chile into the international network echoes the early 1970s efforts to unite America, 

which had allowed Chile to emerge from the background of Latin American history. 

Thus, C.A.D.A.’s art actions that center on America and the School of Valparaíso’s maps 

of the continent are part of the same effort to keep Chile connected to the rest of the 

Americas and the world at large. 

                                                
308 Leonidas Morales, Conversaciones con Diamela Eltit (Santiago: Editorial Cuarto Propio, 1998), 163. All 
translations from this text are my own. 
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In light of this historical context, how did the School of Valparaíso’s show fit 

within the Museo? Perhaps this exhibition satisfied Ossa’s aim to show contemporary 

work; perhaps because of the faculty’s friendly relations with the Museo and their 

anniversary tradition the School was simply grandfathered into the lineup; perhaps 

because they were an architecture school they were an inexpensive show to put on (no 

need to pay them, they most likely provided their own supplies); or, perhaps because of 

their reputation as eccentrics Ossa perceived them as a harmless, neutral entity that could 

exhibit without political overtones. 

SECTION D: LANDING THE SCHOOL’S RHETORIC—WHAT TO MAKE OF IT? 

The degree to which the School of Valparaíso operated as a neutral entity is 

perhaps one of the most mystifying and complex questions regarding this group. For 

example, as Ossa’s statement reveals, by 1982 there was a divide between the ostensibly 

“non-critical” artists within the Museo and those on the outside. Indeed, one of the most 

memorable and exciting actions to take place in the environs of the MNBA was the 

unsanctioned intervention by C.A.D.A., known as Inversión de escena (Scene 

Inversion)(1979)(fig. 85). Members of C.A.D.A. parked milk trucks in front of the Museo 

de Bellas Artes and hung a large white sheet of canvas over the building’s façade. 

Through this work C.A.D.A. critiques the MNBA as an institution that defines culture. 

As Neustadt notes, when C.A.D.A. covered the Museum’s frontispiece “they erased it, 

emphasizing that what does not enter the institution is also culture, es-cultura [(i)s-
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cul(p)ture].”309 Thus, the art in the street was just as valid as what the Museo exhibited. In 

addition to criticizing the MNBA, Inversión de escena was also a subtle denunciation 

against the military regime. According to Neustadt C.A.D.A.’s work carried a high 

degree of risk: 

During this period, the very act of contemplating something or someone in 
 public implied a degree of danger. As [Raúl] Zurita relates, no one wanted 
 to let their sight linger on any part out of fear of seeing cruel violence that 
 one didn't want to see.310 

 
By elaborating an art action in such a public space, literally making themselves and their 

canvas a target for the public gaze, C.A.D.A. briefly though boldly reclaimed the street 

for the citizenry.  

With her statement—“[Among artists] a sort of fatalism, an attitude of critical 

skepticism towards the present exists”—Ossa establishes a helpful set of parameters for 

examining the School of Valparaíso: are they critical, are they political, and is their 

rhetoric cerebral or innocuous? If C.A.D.A. characterizes the artists Ossa dismissed as 

nihilists, were the artists and exhibitions on the other side of the white canvas non-

critical? Does the fact that the MNBA hosted the School of Valparaíso signify their 

rhetoric lacked any critical edge?  

                                                
309 Neustadt, CADA día: la creación de un arte social, 18. In her talk on Juan Pablo Langlois, Andrea 
Giunta notes how the MNBA enjoys an “exceptional” place within Chilean art due to its formidable 
historic institutionalism: “The will Chilean artists have maintained to activate the museum space does not 
have an equivalent in Argentine art. All these actions refer to a strong institutionalism, which has enticed 
artists to undermine it with interventions that seek to disarm it through the symbolic power of their works.” 
(“Desvíos del papel: Cuerpo, instituciones e identidad en la obra de Juan Pablo Langlois Vicuña,” 
conference talk, Matucana 100, Santiago, Chile, January 15, 2013. All translations from this talk are my 
own.) 
310 Ibid., 31. 
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To begin with, the School has a complex relationship with institutions. First and 

foremost, because they are an institution. Yet the School of Valparaíso is infamous for an 

anti-institutionalism that permeates their activities. Indeed Beatriz Colomina’s research 

project at Princeton University placed the School within a network of architectural groups 

renowned for their “radical pedagogies.” The School earned this spot based on their work 

with the Reforma Universitaria in the late 1960s. Colomina and her team relate the 

School’s involvement to contemporaneous student movements in Paris and New Haven: 

The 1967 upheavals, led by students and faculty at the School of 
Architecture in Valparaíso, Chile, arose from similar concerns, yet their 
demands were based on a legacy of 15 years of destabilising the traditional 
structures of the university through pedagogical practices that obliterated 
the boundaries between learning, working and living.311  
 

For the Princeton research team, the School’s battle with the Pontificia Universidad 

Católica de Valparaíso administration is one moment in a long history of institutional 

critique. Through this lens the School of Valparaíso’s unorthodox “pedagogical 

practices”— phalènes, travesías, games, etc.—all contribute to “destabilizing” the PUCV.  

Insofar as seeing the School’s pedagogical activities as efforts to unite life, work, 

and study I agree with Colomina and her group. Yet I do not believe that because the 

School of Valparaíso engaged in such activities they sought to destabilize the PUCV. As 

I noted in Chapter 1, the School has never sought to liberate itself from this institution. 

The Princeton group examined various case studies, which spanned a spectrum of 

radicalness: from groups who “not only challenged, but obliterated, institutional 

                                                
311 Beatriz Colomina, Esther Choi, Ignacio González Galán, and Anna-María Meister, “Radical Pedagogies 
in Architectural Education,” The Architectural Review 232, no. 1388 (October 2012): 79, accessed 
November 5, 2014, http://issuu.com/thear/docs/october_2012.  
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platforms” (the Global Tools project, from the Italian Radicals) to the work of Joseph 

Rywert and Dalibor Vesely at the University of Essex, who sought “to redefine the 

foundations of architecture on the basis of phenomenology and the hermeneutic 

tradition.”312 Regarding the School of Valparaíso, their efforts are more in line with the  

intra-academic work of the University of Essex. Perhaps because it served more as an 

introduction to the topic, Colomina’s “Radical Pedagogies in Architectural Education” 

article does not account for a fundamental tension within the School—how does an 

architecture school work against an institution while remaining part of it?  

This question is always been present in discussions regarding institutional 

critique. In his introduction to Institutional Critique: An Anthology of Artists’ Writings 

Alexander Alberro narrates the complex history of the practice. Alberro departs from Mel 

Ramsden’s “On Practice” (1975), where the term was first published:  

Ramsden acknowledges that in the late 1960s there were genuine 
challenges to the status quo (he mentions the AWC and conceptual art), 
but he sees these as having fallen short of exacting any significant change 
because they were either ameliorative, calling for specific changes in the 
institution of art but affirming its basic structure, or opportunistic, 
allowing themselves to become co-opted by the system to attain 
commercial success. Nevertheless, he maintains the possibility that radical 
change might result from a number of initiatives that, working in concert 
with each other, will alter the careerist mindset that has become so 
internalized.313 
 

In contrast to the spectrum of radicalness Colomina’s research group outlined, Ramsden 

drafts a seemingly singular and high standard for radicalness. Thus it is not surprising 

                                                
312 Colomina, Choi, González Galán, and Meister, “Radical Pedagogies in Architectural Education,” 79-81. 
313 Alexander Alberro, “Institutions, Critique, and Institutional Critique,” in Institutional Critique: An 
Anthology of Artists’ Writings, ed. Alexander Alberro and Blake Stimson (Cambridge, MA: MIT Press, 
2009), 8. 
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that many attempts at institutional critique failed, according to his reckoning. The School 

of Valparaíso falls within efforts that are “ameliorative” yet institutionally “affirming.” 

These gestures seem the most difficult to scrutinize because they are at once critical and 

affirmative, thus circling back to the question—how does an architecture school work 

against an institution while remaining part of it? 

In order to answer this question, we should re-examine the Reforma Universitaria 

period in the School’s history. With the Reforma the School of Valparaíso had specific 

grievances against the PUCV: 

Without their economic support, without the availability of enough funds 
for a sufficient minimum, in a gesture that honors its professors, the 
School had to appeal to donations from the less needy instructors in order 
to underwrite the primary and urgent requirements of the full-time 
teachers who were badly paid. Simultaneously, vice-rectors with elevated 
salaries were named for the University’s progress.314 
 

Inevitably, these economic concerns returned to the essential problem: the university 

administration. In their letter to the Bishop, the School underscored the inefficiency of 

these personnel, who were more concerned with using their positions as political 

springboards at the expense of the university’s integrity. The conclusion of this infamous 

letter is thus not surprising: 

We declare the current authorities of the [Pontificia] Universidad Católica 
 de Valparaíso to be expired and incapable. We do not acknowledge the 
 charge of the Rector, the representative of the Main Chancellor, nor the 
 current Superior Counsel. We declare the Directory of our house of 
 studies acephalous and propose its restructuring, with the end that, for 
 example, housing, society, history, and urbanism in Latin America can be 
 seen with our own eyes.315 

                                                
314 Bresciani, Cruz, and Cruz letter to Bishop Tagle Covarrubias, 15 June 1967, 6. 
315 Ibid., 8. 
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In all the missives related to the University Reform movement it is important to highlight 

that the School of Valparaíso sought to work within the institutional system. They 

perceived the current structure of the University as problematic since it carries two 

consequences, here outlined by Iommi: “a. obligatory division between work and study; 

b. subjecting life to artificially predetermined periods.”316 Iommi, speaking on behalf of 

his school, does not recommend abolishing the University all together, but rather 

changing its course to embrace  

Democratization (understood as access for all or for those with the most 
aptitude, and autonomy for their own management); Pluralism (understood 
as an intrinsic demand of each knowledge or as previously conditioned to 
a determined concept of society); [and] Unity of life, work, and study 
(understood as not subjecting life to artificially predetermined periods).317 
 

Thus, the School of Valparaíso seeks to improve the PUCV system. The School’s brand 

of institutional critique is tempered because it was never intended to bring down the 

entire system but rather capitalize on being part of said system. Through their insider 

position the School had a better chance at influencing the course of the university and 

perhaps imparting their communal, egalitarian, and experimental values. This is how the 

School can manage to critique the PUCV while remaining a part of it. 

Returning to the case of the MNBA exhibitions, is the School’s critique of 

institutions present in this show? In terms of the content, it is possible to glean a few 

critical positions—the rhetoric from the chalkboards in 1972 reflects a stance against high 

modernism. Indeed, the act of setting up a classroom for this exhibition can be perceived 

                                                
316 Iommi, “Voto Propuesto al Senado Académico 1969,” 1. 
317 Ibid. 
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as a critique against traditional architectural education, especially when one considers 

how the Museo de Bellas Artes hosted exhibitions by many architecture schools during 

this period, like the architecture biennials in 1981 and 1983.318 Perhaps the most glaring 

absence of critique is against the Museo itself. For example, in Inversión de escena 

C.A.D.A. was actively critiquing this museum from numerous angles: as a bourgeois 

edifice, as a beacon for traditional art, Nena Ossa as the director, the complicity between 

this cultural space and the military regime, the power of the Museo to deem which art 

mattered, etc. By contrast, the School did not see any conflict of interest by exhibiting at 

the MNBA. For them it was merely the most approximate "plaza" that would connect 

them to the widest public, as Purcell concluded.319 In this sense it seems that the School 

reflects Ossa’s position and perceives the space on the other side of the white canvas as 

neutral. Perhaps their anti-institutionalism was only against the social agents in their own 

field (the PUCV, high modernism, the architectural profession) and the museum did not 

carry any socio-political currency for them. But I find this hard to believe, especially 

considering the common origins universities and museums share, which Alberro also 

touches upon in his introduction:  

Like the institutions of the university and the library or public archive, the 
art institution was advanced by Enlightenment philosophy as dualistic. 
The aesthetic discursively realized in salons and museums through the 
process of critique, was coupled with a promise: the production of public 
exchange, of a public sphere, of a public subject.320 
 

                                                
318 Joseph Beuys also employed blackboards in the 1970s to aid his U.S. lecture tour. During his stops at 
colleges and museums he held lectures on various topics (art, democracy, science, etc.). Future research 
could further elaborate this example of simultaneity.  
319 Purcell discussion with the author. 
320 Alberro, “Institutions, Critique, and Institutional Critique,” 3. 
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The School of Valparaíso, since its rebirth, has been committed to leaving the confines of 

their campus and being immersed in the public discourse. Considering the extent of their 

activities the School was bound to clash with an institution, be it the PUCV or the 

MNBA. Therefore, though the Reforma Universitaria was launched against the Pontificia 

Universidad Católica de Valparaíso I would argue they carry this spirit of subversion 

with them into the MNBA: from their manner of exhibiting (a series of “anti-wall” 

works) to the hermetic manner with which they insist on presenting their images. 

Hermetic in the sense that the presentation is complex and not easily deciphered. The 

degree to which these acts are truly against the Museo is debatable, and perhaps minimal, 

but it is nonetheless important to consider how the School’s exhibition choices and 

rhetoric relate to the MNBA. 

In addition to their relation to institutions, the School’s ambivalent political stance 

also illuminates whether their position was critical. On the one hand, the School felt the 

weight of life under a military regime: according to Purcell they were compelled to curb 

their “public, participatory” projects during this period.321 Therefore they were not 

entirely beyond the dictatorship’s reach, despite being affiliated with the PUCV. On the 

other hand, in contrast to the interventions by groups like C.A.D.A., the School’s public, 

poetic acts were not overtly political. According to PUCV Professor David Jolly, there 

was no hidden message or agenda, like criticizing institutions. The phalènes were not 

against anything, and thus they had “another possibility.”322 Though this “possibility” is 

                                                
321 Purcell discussion with the author. 
322 Jolly discussion with the author. 
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difficult to define, it aligns with the School’s interest in unfinished, open projects and 

thus resonates with Umberto Eco:  

In short, we can say that every performance offers us a complete and 
satisfying version of the work, but at the same time makes it incomplete 
for us, because it cannot simultaneously give all the other artistic solutions 
which the work may admit.323 
 

The “possibility” of openness is fundamental within the School, resonating in their 

approach to the Open City, phalènes, and the obras done during the travesías, which will 

be introduced in the following chapter. In terms of a executing a phalène, this 

“possibility” enables a space for experimentation to unfold, and for people to gather and 

participate in the poetic act. This resonates with the 1972 show in the sense of setting up 

classroom where people could discuss, think, and view the blackboards. Yet the 1982 

show was more of a straightforward exhibition where the same space for collaboration 

was not opened. The School’s exhibitions at the Museo de Bellas Arte are less abstract 

than the poetic acts because they are part of the extracurricular activities architecture 

schools throughout Chile (and the world) engage in—exhibitions, conferences, 

publications, exchanges, etc. Are these activities political? On the face of things these 

exhibitions are meant to give an account—dar cuenta—of a school’s projects, whether it 

is centered on a Biennial theme or in celebration of the school’s history. In this sense 

both PUCV shows follow this pattern since they display models, photographs, and 

sketches of projects. Yet the maps and excerpts from Amereida I give the shows an extra 

sensibility, perhaps a shade of the political since this content addresses the continent and 

                                                
323 Eco, The Open Work, 15. 
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American identity. Moreover, the maps in particular were a horizontal, third-world call 

for brotherhood to other developing nations in the spirit of C.A.D.A.’s Para no morir de 

hambre en el arte and !Ay Sudamérica!. As with the work of C.A.D.A., there was an 

impulse to keep Chile connected to the rest of the world, to keep Chileans feeling like 

they were not isolated. Thus, the political message is not an overt critique of the regime 

but rather a message of solidarity with the Chilean and South American citizenry.  

Returning to the original set of parameters established by Ossa’s remark regarding 

fatalistic artists, we can begin to explore the degree to which the School of Valparaíso’s 

rhetoric simply did not register as critical because it was cerebral or innocuous.  

In the context of architectural discourse at this time, their discourse about 

American identity was simply odd. Revista CA’s issues from this period center on the 

urban sphere, with themes like “Urban Deterioration” (9, May 1972), “Aggression 

Against Santiago” (14-15, March-April 1975), and “Urban Evolution” (33, July 1982). 

Indeed, within the pages of Revista CA, the oldest and one of the most preeminent 

architecture magazines in Chile, features regarding architecture as a means of poetically 

exploring continental identity appeared infrequently, usually on the occasion of a 

biennial.324 Thus, any traces of rhetoric regarding America were few and far between 

within this publication. It is possible that these topics were discussed in the myriad of 

conferences that took place during this period, but what concerns us here is understanding 

the atmosphere of architectural discourse in Chile during this period and recognizing the 

                                                
324 For example, Revista CA 35 (1983)—which was dedicated to the IV Bienal—featured two such essays: 
"Latin American Culture: Before the Challenges of Modernization” and "Our Submerged Identity.”  
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extent to which the School of Valparaíso was involved and how much their rhetoric 

aligned with dominant interests. 

The Colegio de Arquitectos de Chile, the trade association behind Revista CA, 

began organizing the Bienal de Arquitectura de Santiago in 1977. Since architecture 

schools featured prominently in these biennials they are helpful case studies with which 

to contextualize the School of Valparaíso’s rhetoric. For example, the School’s 1982 

exhibition at the MNBA was actually inserted between two architecture biennials—1981 

and 1983—also held at the Museo de Bellas Artes. These biennials are a fruitful point of 

comparison with the 1982 School of Valparaíso show at the this museum. First, because 

it demonstrates that architecture shows at the MNBA were not out of the ordinary. And 

furthermore that there was a vibrant tradition of exhibition and public exchange within 

architectural education in Chile. For example, the Pontificia Universidad Católica de 

Santiago held regular exhibitions, called EXPO, “to give an account, once a semester, of 

the work of a School in which the workshops had autonomy with regards to topics and 

methods.”325 EXPO 81 coincided with the Biennial at the MNBA and there was much 

exchange between both events as outlined in issue 5 of Revista ARQ, the PUC School of 

Architecture’s magazine. 

Yet, sandwiched in between two Biennials one cannot help but ask: how does the 

School fit within this schedule of Biennials? Overall the School of Valparaíso is absent 

from mainstream Chilean architectural discourse. Students from the PUCV had minimal 

                                                
325 “Bitácora 1er semestre 1982,” Revista ARQ 7 (November 1982): 36. All translations from this text are 
my own. 
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participation in the 1981 Biennial and no representation in 1983. Revista CA does not 

highlight the PUCV until 1985, with the feature on the Travesía Cabo Froward. Before 

this article, the PUCV was marginally present through some students on the list of recent 

architecture school graduates, a few faculty member writings (Miguel Eyquem, Alberto 

Cruz), and some projects (Paroquia de Corral).326 As a fringe school of architecture, the 

PUCV simply did not fit the matrix of the Colegio de Arquitectos; this organization most 

likely did not know how to include the School. Thus, it makes sense for the PUCV to 

hold their anniversary exhibition in between the biennials: the year coincides with the 

anniversary, but on a symbolic level as the “middle” layer between the biennials the 1982 

show reflects a unique departure from the mainstream architecture on display in 1981 and 

1983. Though Latin American identity was within the constellation of interests for 

Chilean architecture, through articles, conferences, etc., they were not central. Thus, the 

School’s rhetoric regarding America was truly out of sync with what the other 

architecture schools were promoting. 

Considering the 1982 exhibition as a whole, it was rather ambitious to feature the 

Open City since by the early 1980s the site had already gained fame as a utopian place. 

Press clippings from this exhibition reflect a divided audience, as the following excerpt 

from La Segunda demonstrates:  

For the layman, the exhibition will probably be no more than two 
 enormous sheets that display unconnected topics. For the initiated, it is a 

                                                
326 In Revista CA 16 (July 1976) Alberto Cruz wrote an essay expressing his thanks for an award he 
received the previous year; in Revista CA 18 (June 1977) Miguel Eyquem is in dialogue with his 
contemporaries regarding “the city.” 
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 summary of the experience achieved over thirty years in the beaches of 
 Punta de Piedras, near Ritoque.327 

 
This review neatly reflects how the Open City is an especially divisive project. Not only 

does it separate those who know from those who do not (and perhaps do not wish to 

know), it embodies the chasm between the School and the world. The more the School 

tries to explain the Open City, the more confused the uninitiated public become. I would 

argue that the association between the School and this perception of the Open City is 

what marked, and continues to mark, the School as disconnected, aloof, and uninterested 

in matters outside their commune-laboratory.328 Unlike the exhibitions though, the Open 

City is not meant to be a public forum, or a chance to connect with the public. Though the 

Open City was established to bring to life one of the School’s signature mottos—“unite 

life, work, and study”—this was never a universal invitation. Their writings, and frankly 

how they control access, reflect that the Open City is a place for them to unite these 

ideals. Therefore, it is unfair to evaluate the Open City by the same criteria as the 

exhibitions. Yet the School remains known by the Open City, while their other efforts to 

connect with the world (building projects, holding exhibitions, traveling on travesías) 

remain in the shadows. It was a risky move to include the Open City in the 1982 show: as 

a project, the Open City is difficult to communicate in contrast to the maps of South 

America, whose iconography more clearly transmits the School’s ideas regarding the 

continent. 
                                                
327 “Arquitectos muestran su ‘ciudad abierta,’” La Segunda, September 10, 1982. All translations from this 
text are my own. 
328 In her essay on the emergence of the Open City in the 1970s and the proximate concentration camps, 
Ana María León notes “the political potential of utopian isolation” the Open City represented for the 
School. (“Prisoners of Ritoque,” 85). 
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If the School’s discourse on America was at odds with the prevailing architecture 

community in Chile and was perceived as utopian and disconnected, it is within the realm 

of possibility to also view this discourse as innocuous. To begin with, the maps from both 

shows at the Museo de Bellas Artes are essentially recycled material since these images 

were part of the dossier presented at the 1970 Conferencia del Pacífico. The recycling 

spirit is most poignant in the latter show, given the drastic changes in society and politics. 

Why re-present images that were made for and during a completely distinct era? For the 

1982 MNBA exhibition the School continues elaborating their rhetoric on the Pacific, “a 

dimension that was very present” for them at this moment as Jolly recalls.329 This topic 

remained important for the School because they felt the ideas surrounding the Pacific, 

and how it directly concerned the Interior Sea, were critical to “the national policies of 

the continent’s nations, scientific orientations, and poetic techniques and glimpses,” as 

they noted in a 1982 review of the exhibition.330 Thus, recycling maps from 1970 to 

exhibit in 1982 is tied to a desire to disseminate, to make the world aware, which 

launches them into the travesías in 1984.  

Yet for the visitors to the 1982 exhibition at the Museo Nacional de Bellas Artes, 

the Pacific, the Interior Sea, and other aspects of perception of America were perhaps not 

as important. These issues may have been center stage in the early 1970s, but a decade 

later the message simply had nowhere to land. Moreover, because the material in both 

exhibitions, especially in 1982, is presented under the guise of poetry it casts the rhetoric 

                                                
329 Jolly discussion with the author. 
330 “Arquitectos muestran su ‘ciudad abierta.’” 
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as innocuous and removed. Therefore, any type of criticism or political tone that was 

possibly emanating from the material is shielded, or blocked out, by poetry. Indeed, it 

seems the School is often written off as “poetic,” which becomes a euphemism for being 

strange, cerebral, out of touch, etc. Returning to Ossa’s original polarizing statement, it is 

possible the School’s message did not register as antagonistic or critical due to its 

inscrutable and abstract nature. Though the School is not battling the regime they are 

presenting a provocative call to arms. Even if they were alone (or nearly alone) in their 

fervor, questions about American identity and how they committed their School’s 

pedagogy to this endeavor were of the utmost importance to the School’s development 

and in a way its own type of radicalness. 

Perhaps the most intriguing element within this discussion of the School of 

Valparaíso’s eccentricity is how the School embraced this stereotype. On the occasion of 

the 1982 exhibition, El Mercurio published the following anecdote: “[The faculty] do not 

hesitate to remind [the press] that they are habitually known as “the crazy ones” from 

Valparaíso, a nickname that they do not reject but actually seems to make them proud.”331 

Thirty years after the School’s rebirth, their reputation as “the crazy ones” not only 

preceded them but colored the proceedings of that anniversary show. Therefore, through 

this lens, it is possible to consider that the School of Valparaíso was not particularly 

invested in the legibility of their show. This is not to diminish their efforts to 

communicate their projects and ideas. After all, the MNBA exhibitions were an exercise 

among several (conferences, publications, etc.) the School has developed to observe the 

                                                
331 “Son Profesores de la UC de Valparaíso.” 
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world, note the carencias, and disseminate information. The 1972 and 1982 exhibitions 

demonstrate that the School will not dilute or abridge their beliefs in order to be well-

received or understood by the public. Even as fashions change, even if they become the 

last proponents of American unity, even as they remain “the crazy ones” the School of 

Valparaíso will persist with their Amereida philosophy.  

SECTION E: CONCLUSION 

Since the 1982 exhibition at the Museo de Bellas Artes there have been three 

anniversary shows: the 1992 exhibition took place at the Open City; in 2002 the School 

returned to the MNBA to mount the exhibition, Instante Segundo; and the 2012 show—

titled Este Vuelo Quebrado y Anhelante (This Ruptured and Wistful Flight)—was held at 

the Parque Cultural de Valparaíso. With each iteration the School of Valparaíso has 

melded the pedagogical essence of the chalkboards with innovative exhibition design. For 

example in the 1992 show the School departed from the wall arrangement of 1972 and 

the mid-room file of rows used a decade later to present their exhibition boards at various 

angles. As I noted in Chapter 1, the School of Valparaíso built an exhibition space at the 

Open City for the 1992. Thus the Casa de los Nombres (House of Names) was designed 

to exhibit the School’s materials; rather than the School adapting their materials to fit the 

Sala Matta. Just like the MNBA gallery space, the Casa de los Nombres was a single 

room that sloped into a central space where most of the twenty-nine concrete pillars 

gathered (fig. 57). Tied to many of these pillars were white, trace paper like scrolls that 

displayed photographs, 3D models, and sketches (fig. 56). These large swaths of paper 
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were suspended on an elegant structural system that made it seem as if the paper was 

floating in mid-space (fig. 58). The ensemble of these boards at various angles created a 

maze within the space, which accommodated the hundreds of guests that assembled; 

some estimates as high as 400.332  

The 1972 and 1982 exhibitions at the Museo Bellas Artes allowed the School to 

experiment with their content as well as their displays. To date the School of Valparaíso’s 

exhibition designs are a footnote within their visual shorthand. Nonetheless, the manner 

of presenting their materials is an informative and intriguing aspect of their activities.   

  

                                                
332 “House of Names (Casa de los Nombres),” 80. The School of Valparaíso is well-known for their love of 
festivities. With the 1992 exhibition on their home turf they were able to truly give their guests a great 
party: some of the pillars contained an ingenious multi-leveled shelving system that held dozens of wine 
bottles as well as cups.  
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Chapter 5: Landmarks in the Interior Sea—The 1984 Travesías 

SECTION A: INTRODUCTION 

The academic year of 1984 began with a summoning from Godofredo Iommi to 

the School of Valparaíso faculty: “In March 1984 Godo said, “Señores, travesía.” And 

when will the travesías take place? “At the end of the year.””333 With this charge Iommi 

formalized something that had been taking place informally since the first travesía team 

returned to Viña del Mar in 1965. Between 1968 and 1979, a few faculty members (at 

times with their students) traveled to various places around the world in order to continue 

the School’s practice of wandering and observation. These proto-travesías were to Santa 

Cruz de la Sierra, Bolivia (1968); Vancouver, Canada (1969); towns between Ritoque 

and Córdoba, Argentina (1977); Athens, Delphi, and Thessaloniki among other cities in 

Greece (1978-1979); and the Atacama Desert, Chile (1979).334 

These journeys reflect that the urge to undertake a travesía was still potent within 

the School of Valparaíso. The 1984 call from Iommi was simply a manner of giving 

structure to these trips by making them part of the curriculum. Ann Pendleton-Jullian 

makes a distinction between the 1965 Travesía Amereida and this second generation by 

naming the latter “pedagogic travesías,” thus underscoring the integration of this activity 

into the curriculum. Of course there were more differences between both journeys, as 

Pendleton-Jullian highlights: “The first travesía (crossing) was conceived as a wandering 
                                                
333 Jolly discussion with the author. 
334 For further reading see Pérez, Amereida Anotaciones (2011); Alfaro and Gatica, Travesía de Amereida 
(2010); and select essays, Alberto Cruz and Edison Simons, “Viaje a Vancouver” (1969) and various 
authors, “Ida donde Larrea” (1977). 
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directed by the geometric imposition of the Southern Cross on the continent, whereas 

now the pedagogic travesía are journeys undertaken to remote, but predetermined sites of 

South America.”335 I agree with Pendleton-Jullian that there was less wandering in the 

pedagogic travesía that emerged in 1984 and continues through today. However, this does 

not signify that the Southern Cross, or other motifs like the Interior Sea, no longer 

influenced the School. As this chapter will demonstrate, these images were very much 

alive during the 1984 travesías. 

Iommi’s initial call for the professors to travel on travesías also included the 

destinations for these groups, as Professor David Jolly recalls:  

To each Taller or group he said, “You all are going to such-and-such 
 place.” To us he said, “Santa Cruz de la Sierra.” To others he said, “the 
 Pacific.” To others he said, “Cape Horn,” etc. He gave each [group] a 
 destination. And we departed from that [designation].336 

 
With the travesías now formally part of the curriculum, the workshops in Architecture, 

Object Design, and Graphic Design spent March through October of 1984 getting ready 

for their respective travesías. The students on Jolly’s team, for example, read about the 

history of Santa Cruz de la Sierra. This city remained a prized destination, looming over 

the School as a testimony to the inconclusiveness of the 1965 Travesía Amereida. 

Though there had been a minor trip in 1968, the 1984 Travesía was the first concerted 

effort to journey to this city.337 This nearly twenty-year gap in time deepened the School 

                                                
335 Ann Pendleton-Jullian, The Road That Is Not a Road and The Open City, Ritoque, Chile (Cambridge, 
MA: MIT Press; Chicago: Graham Foundation for Advanced Study in the Fine Arts, 1996), 83. 
336 Jolly discussion with the author. 
337 Jorge Jara and José Miguel Reyes, two faculty members, traveled to Santa Cruz de la Sierra in 1968. 
Beyond a photograph and the following excerpt from Manuel Casanueva’s letter, little is known of this trip: 
“The Travesía of [Jorge] Jara had as its mission to find a place in the interior sea of America where the 
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of Valparaíso’s esteem for a place they had never visited as the following passage, 

published in conjunction with the 1984 travesía, outlines: 

We arrive, we proclaim Santa Cruz as poetic capital of the America/ Santa 
 Cruz is situated at the center of the interior sea of America on the dorsal 
 spine of the American continentality which goes from Cape Horn/ to 
 Alaska/ it's indicated to us that Santa Cruz is a pause, a hinge between 
 the Pampa and the jungle/ […] thus in order/ to travel to Santa Cruz we 
 must access the continent/ in its distance/ turn to the chroniclers/ […] in 
 Santa Catalina Island off the coast of Brazil/ Alcides d’Orbigny/ visits the 
 ruins of the first founding of Santa Cruz, made by Nuflo de Chávez, close 
 to the San José Mission, Santa Catalina is located on a straight line over a 
 plane at 1,900 km (1,180 miles) from the actual Santa Cruz/ Valparaíso is 
 also 1,900 km from the city of Santa Cruz.338 

 
Santa Cruz has been the center of South America since the arrival of the Conquistadores. 

Moreover, this city is 1,180 miles from both the Atlantic and the Pacific, two key entities 

for the School. Thus, the geographic centrality of Santa Cruz is what makes it the Poetic 

Capital of America for the School of Valparaíso. Professors Patricio Cáraves and David 

Jolly emphasize that with these travesías “the matter is thus to make appear in every 

place in America, in the habitable space, the potential distance to Santa Cruz.”339 And so 

this becomes the center from which all future travesías radiate. 

                                                                                                                                            
travesía to Alaska is a pure axis. The mere axiality of this last [trip] distinguishes one from the other, since 
the other has a route context outside of calculations, thus it doesn’t matter doing it hitchhiking or in any 
kind of way, there are no intermediary points en route to Santa Cruz de la Sierra to incorporate.” (Manuel 
Casanueva, Correspondencias, 9 June 2010; published in Alfaro and Gatica, Travesías de Amereida, 
1:66n1). 
338 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988 (Viña del 
Mar: Taller de Investigaciones Gráficas, Escuela de Arquitectura UCV, 1991; repr., Viña del Mar: 
Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura y Diseño, n.d., accessed 
November 5, 2014, http://wiki.ead.pucv.cl/index.php/Amereida_Traves%C3%ADas_1984_a_1988), 19. 
Citations refer to the Biblioteca Constel version. All translations from this text are my own. This document 
does not have page numbers, therefore I use the PDF page numbers. 
339 Patricio Cáraves and David Jolly, “La Ciudad Abierta y su relación con el Océano Pacífico,” Portus 
(Venice) 11 (June 2006): 83-88. (repr., Viña del Mar: Wiki Casiopea, 2010, accessed November 5, 2014,  
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Another travesía destination—Cabo de Hornos (Cape Horn)—also figured largely 

in the School of Valparaíso’s history. After all the islands and channels, Cape Horn was 

the true end of America, the place where the Atlantic Ocean and Pacific Ocean meet. 

This is where Magellan first met the Pacific Ocean, thus “changing the planet’s 

configuration” according to Professor Boris Ivelic.340 For the School, Cape Horn 

represented “the encounter of the Pacific Ocean and the Interior Sea, which corresponds 

to the border of the cold forest of the Andes Mountain range.”341 Nevertheless, just like 

the 1965 Travesía Amereida, the 1984 group could not make it to Cape Horn.342 Instead 

they settled on Cabo Froward (Cape Froward), another extreme southern point in the 

continent. The cape’s position in the Strait of Magellan carried symbolic value for the 

School faculty since it was both literally and figuratively isolated: “Froward is a stone the 

discoverers and conquerors discarded and which for us becomes an angular stone or code 

or key that pushes us to decipher and found America.”343 Thus, it was a suitable stand-in 

for Cape Horn. 

For the first season of pedagogic travesías, faculty and students journeyed to 

diverse corners of the continent: the Strait of Magellan (proximate to Antarctica), the 

Juan Fernandez Archipelago (the Pacific Ocean), Marudá (northern coast of Brazil), 

                                                                                                                                            
http://wiki.ead.pucv.cl/index.php/La_Ciudad_Abierta_y_su_relación_con_el_Océano_Pac%C3%ADfico), 
4. Citations refer to the Wiki Casiopea version. All translations from this text are my own. 
340 Boris Ivelic, Embarcación Amereida y la Epica de Fundar el Mar Patagónico (Valparaíso: Ediciones 
Universitarias de Valparaíso, 2005, accessed November 5, 2014, http://issuu.com/ead-
pucv/docs/embarcacion_amereida_book), 20-21. All translations from this text are my own. 
341 Ibid., 20. 
342 In 1992 Professors José Balcells and Salvador Zahr fulfilled this decades-long quest by leading a 
travesía to Cape Horn and erecting the Monument to the Cap Horniers.  
343 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 117. 
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Rosario (the Paraná River basin), and Santa Cruz de la Sierra (the Poetic Capital of 

America).344 The official names of these journeys are as follows: Travesía Cabo Froward 

(Chile), Travesía Río Paraná (Chile-Argentina), Travesía Ovalle-Santa Cruz de la Sierra 

(Chile-Bolivia), Travesía Isla Robinson Crusoe (Chile), and Travesía de la Cruz del Sur 

(Brazil). The travesías lasted from September through December of 1984. Some travesías 

had two separate segments, which altered the travesía time. For example, the group was 

in Ovalle from September 30th through October 7th; and then in Santa Cruz de la Sierra, 

from November 5th through December 2nd. On average a group would spend at least 15 

days at their site and at most a month (Brazil, Bolivia). Each travesía team included 

several professors leading workshops of architecture students (first through fifth-year), 

second and third-year students from Object Design and Graphic Design, and thesis 

students from all three concentrations. 

The pedagogic travesías came along during the twilight years of the School’s 

founders. In many ways, these trips were their last hurrah: the same faculty who 

participated in the 1965 travesía, wrote Amereida I, and founded the Open City organized 

these trips. Thus, the new wave of travesías were their final legacy to the School of 

Valparaíso. By the same token, the pedagogic travesías allowed Amereida I to find 

meaning and take shape for a new generation of students in a much more palpable way. 

According to Professor Sylvia Arriagada, in the early 1980s Claudio Girola was working 

hard with the Taller de Investigaciones (Workshop of Research) to publish texts “that 

                                                
344 For a basic summary of these travesías as well as a longer report on the Travesía de la Cruz del Sur 
(itinerary, guiding philosophy, and bibliography), see Appendix F. 
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reflected the voice of the School and that of others they considered important.”345 One of 

the key projects for the Taller de Investigaciones responded to Iommi’s order, as 

Arriagada recalls:  

At one moment the group felt it was necessary to return to the first travesía 
because in 1984 the travesías had resumed. Therefore, they  needed to re- 
edit Amereida I because there weren’t copies here [in the School’s 
library]. People always made photocopies. And so they felt it was 
important for the students to have the book because all the students needed 
it, they all cited it. And so they prepared a re-edition of Amereida I and the 
first edition of [Amereida], volume II. That’s when both texts became 
essential material for the students.346 
 

The early 1980s were therefore a moment of reflection for the School as they prepared 

for the future, and most importantly, the education of their students. By reprinting 

Amereida I as well as Girola’s travel log from the 1965 Travesía Amereida the faculty 

were connecting their students with this historic journey just as these students were 

preparing to undertake their own travesías.  

The revival of the travesía in 1984 is thus a way of reaffirming the School’s 

dearest beliefs about the continent. School faculty remained committed to practicing 

“volver a no saber,” the ethos of deliberate unlearning and learning that I outlined in the 

first chapter. With the pedagogic travesías, faculty could lead their students on excursions 

of experimentation and observation. Also, coming off the heels of the 1982 exhibition at 

the Museo Nacional de Bellas Artes, the School felt that the issues raised in their show 

about American brotherhood still mattered. Therefore the topic of a regional identity still 

                                                
345 Arriagada discussion with the author. 
346 Ibid. According to Arriagada the Talleres de Mantos de Gea were critical in the proto-travesía period. 
See Claudio Girola and Godofredo Iommi, “Mantos de Gea” (1984). 
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needed to be explored, embodied, and related. As a mobile lab, the travesías allowed the 

School to do just that. Key visuals from Amereida I’s prose and maps (Interior Sea and 

Southern Cross) remained important for the travesías of 1984. As this chapter will 

demonstrate, with the pedagogic travesías the School manifests and expands upon these 

visuals. This is accomplished in large part through the poetic acts and obras that are 

crafted during the travesías. By dotting the Interior Sea with these gestures the School of 

Valparaíso introduces a new shade to their rhetoric regarding America, one rooted in 

landmarks and pilgrimage. Thus, with the pedagogic travesías the School returns to the 

fundamentals they conceptualized during the first travesía nearly twenty years prior.  

In this chapter I explore the five journeys undertaken in 1984, during the first 

season of the School’s pedagogic travesías. The first section outlines the influence of 

Amereida I within these travesías, notably the maps from the epic as well as the prose. 

The remainder of the chapter analyzes the travesías from the vantage points of 

hospitality, gifts, landmarks, and pilgrimages. These interrelated topics present a fruitful 

constellation of issues from which to approach these often enigmatic journeys. 

SECTION B: INFLUENCE OF AMEREIDA I 

Taking the maps in Amereida I as a departure point, the 1984 travesías proposed 

new imaginings of the continent. With the Travesía Isla Robinson Crusoe, the School was 

finally fully immersed in the Pacific proper. In an essay related to this travesía from 

Amereida Travesías 1984 a 1988 the writers note how realizing a journey to this 

archipelago would complete the School’s vision of America: 
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Unite America from Alaska to Cape Horn/ Go to America crossing its 
Pacific ocean/ America separated and distant/ A continent in which going 
from itself/ This is its present name/ Now it’s up to us, crossing the 
Pacific, going to America/ Go cobbling together a field of relations within 
which the obra/ becomes valid and thus/ actual and real.347 
 

Though the School would not reach Cape Horn in the 1984 travesías, the gesture to “unite 

America from Alaska to Cape Horn” was a potent command that resonated among all the 

teams; this message appeared in the Travesía Cabo Froward literature and in a map 

related to the Travesía Ovalle-Santa Cruz from Amereida Travesías 1984 a 1988 

(1991)(fig. 46). This last rendering, crafted to situate Santa Cruz in relation to the rest of 

the continent, expands the path of the 1965 Travesía Amereida illustrated in Amereida I. 

The 1984 drawing presents a route strung between two corners of America (Cape Horn 

and Alaska). Thus, in comparison to the path of the 1965 travesía, the new route leaves 

the confines of South America. In some ways, this route parallels the Pan-American 

highway in North and Central America. However past the Darien Gap in Panama, the line 

presented in Amereida Travesías 1984 a 1988 is fictional since the Darien Gap remains 

unconnected to this day, the southern trajectory of the Pan-American highway ends at 

Valparaíso, and this road does not go through the center of the continent to reach Cape 

Horn. Nevertheless, the poetic swerve through Bolivia and Argentina— “a secant that 

crosses the continent”— is a provocative move that extends the scope of the 1965 trip.348 

Perhaps it is a bid to underscore how connected the Americas are; and thus echoes the 

School’s version of Buckminster Fuller’s Dymaxion Map, which they exhibited in 1982 

                                                
347 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 67. 
348 Ibid., 19. 
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at the Museo Nacional de Bellas Artes. Or, perhaps this route establishes a benchmark 

that faculty and students will attempt to reach during this new phase of travesías. In the 

end, the very act of establishing a cross-continent line establishes a visual the travesía 

participants will chase through the physical world.  

As they crafted new maps, the original maps of Amereida I retained their appeal. 

For example, the map of the Southern Cross in Amereida I was an alluring image for 

many teams undertaking travesías in 1984. Cáraves and Jolly note how this map beckons 

intrepid faculty and students to travel: 

Soon, with eyes on the sky above these lands and sea, the Southern 
 Cross constellation appears with Vespucci, which doesn’t precisely 
 indicate the pole. The poem projects the constellation upon the map of 
 America and turns it, inverting our gazes towards the south. With this turn 
 of the map the poem names it the “Proper North”; a new orientation for 
 America itself. In this new orientation of the continent, the poet indicates 
 Santa Cruz de la Sierra in Bolivia, as the capital of its continentality, 
 located in the American Interior Sea.349 

 
Even years after the publication of Amereida I and the 1965 Travesía Amereida, all roads 

still lead to Santa Cruz de la Sierra, whose centrality manifests in seemingly infinite ways 

for the School: the capital of the continent, the heart of the Interior Sea, the point where 

the lines connecting the Southern Cross constellation meet. In completing their journey to 

this city the 1984 Travesía to Santa Cruz de la Sierra would finally reach a critical point 

on the map. And thus this team would add another spot to the greater map of the School’s 

travels and advance the plotting of the Interior Sea.  

                                                
349 Cáraves and Jolly, La Ciudad Abierta y su relación con el Océano Pacífico, 2. 
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This statement from Cáraves and Jolly also reveals the role of the Southern Cross 

constellation in determining the travesía sites. For example, this constellation was a 

fundamental motif within the Travesía de la Cruz del Sur, as the name suggests. The most 

important stops of this travesía were at Imbituba and Marudá, where they installed 

obras—marcos arquitectónicos (architectonic frames)—in order to gaze at this sequence 

of stars. Imbituba, located in southern Brazil, is 1,740 miles northeast of Ritoque. The 

team selected this town as a stop because it “corresponds to the point where [we] access 

the Atlantic (Imbituba), in order to study the opening towards the Southern Cross, 

visible.”350 Considering the importance of the Pacific Ocean for the School—as a muse, a 

point of reference, and a way of life—arriving at the Atlantic cannot be overestimated. It 

is also important to note how they link this position in Imbituba with the Southern 

Cross’s visibility. For the team, this town in southern Brazil is where the stars are visible 

in contrast to Marudá, where the constellation “becomes invisible.”351 

Another image from Amereida I that resonates with the 1984 travesías is the 

empty Interior Sea, which is repeated throughout the epic to remind the viewer that this is 

an unchartered land in need of exploration. Recalling a quotation from David Jolly in 

Chapter 3, these blank areas signaled “the entrance of the continent, properly so, into the 

                                                
350 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 168. 
351 Ibid. When it comes to viewing constellations the viewer’s location is everything: as mentioned in 
Chapter 3, the subtle phenomenon of precession blocked the Southern Cross from the view of Europeans 
for centuries; as one travels north through South America, the constellation becomes less visible: at 
Imbituba, for example, the Southern Cross is clear all year long, while it is visible for “only six months at 
the equator, and for shorter and shorter periods of time the further north you go." (“Can You See the 
Southern Cross in the Northern Hemisphere?” ABC Science, June 17, 2010, accessed November 5, 2014, 
http://www.abc.net.au/science/articles/2010/06/17/2929420.htm.) Thus it is possible the team visited 
Marudá, a town set squarely on the equator and 3,622 miles northeast of Ritoque, during a time of year 
when the constellation was not visible. 
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poetic blank of the page, it is the presentation of the continent in its pure surface, 

removing all facts, before names, making the main difficulties of its totality and unity 

present.”352 With the 1984 travesías, Amereida I’s readers finally have the opportunity to 

enter the continent, to interpret the poem in physical space, and thus “situate [them]selves 

in the epic” to cite Boris Ivelic.353 Amereida I demands to be inhabited and translated into 

the physical world through poetic acts and poetic obras; by 1984, the School was ready to 

realize this full experience. 

Jolly’s statement regarding entering “the poetic blank of the page” also reminds 

the reader how the maps in Amereida I are a continuous shift between poetic and physical 

space. To begin with, the authors of the epic poem created the maps based on their 

journey through the continent: translating the experience of physical space into the space 

of the page. When the 1984 teams were preparing to leave on their own journeys they 

returned to this poem’s maps in order to translate the space of the page into the real 

world. Hence, the drive to travel to Santa Cruz de la Sierra, the axis of the Southern Cross 

drawing. With this constellation, the School introduces another element within this play 

between poetic and physical space: the heavens, which are part of the physical world yet 

beyond the reach of experience. Thus on this map the superimposed Southern Cross 

constellation represents the impenetrable celestial realm. 

The relation between the land and skyscape of South America also figured largely 

in the poetry of Raúl Zurita. The Chilean poet, and member of C.A.D.A., dedicated an 

                                                
352 Jolly, La Capital Poética de América, 41. 
353 Ivelic, Embarcación Amereida y la Epica de Fundar el Mar Patagónico, 16.  



 224 

entire section within Purgatorio (Editorial Universitaria: Santiago, 1979) to the Atacama 

Desert. In the poem “The Desert of Atacama II” Zurita explores the relation between the 

earth and the sky: 

There it/ is/There// suspended/ in/ the air// The Desert of Atacama// 
Suspended/ over the sky of Chile/ dissolving/ amid auras// Converting this 
life and the other into the same/ Desert of Atacama/ luminous/ losing itself 
in the air// Until finally there’s not sky but only Desert of Atacama and 
then all of us will see our own fucked/ phosphorescent pampas soaring in 
the horizon.354 
 

In Zurita’s rendering, the sky inevitably blurs into the earth, and vice versa. These two 

spaces were of utmost importance to Zurita. In 1982 he executed 15 verses of poetry, 

through smoke exhaust, in the skies of New York City; 11 years later he inverted his 

canvas and carved a line of poetry into the sands of the Atacama Desert. Though they 

carry out their projects in different manners, both the School of Valparaíso and Zurita 

endeavor to translate poetry into the physical world.  

In many of the 1984 travesías Amereida I was materially incorporated into the 

obras. For example, phrases from the epic poem appeared on the rocks that marked the 

entrance to the suelos (grounds) in San Andrés during the Travesía Río Paraná. The 

graphic designers chiseled and filed stones in order to achieve smooth faces. They carved 

a brief phrase from Amereida I: “su inscripción// da lucidez a la piedra (its inscription// 

gives lucidity to the stone).”355 This is a fragment of the passage they read at the 

                                                
354 Raúl Zurita, “The Desert of Atacama,” in Purgatory: A Bilingual Edition, trans. Anna Deeny (Berkeley 
and Los Angeles, CA: University of California Press, 2009), 41. The slashes are mine: one slash represents 
a space between words while two slashes represent a new line. 
355 Various authors, Amereida, volumen primero, 132. The full passage from Amereida I is: “y partido// —
como una lágrima—// a los grandes ríos// —vigor de las miserias// el soldador cruel y raso// —aptitud de 
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beginning of the travesía. With this gesture, “the Travesía, in terms of architectonic work, 

goes thus from hearing the poetic word to making it possible for the graphic [designers] 

to engrave at the site” as the authors of Amereida Travesías 1984 a 1988 emphasize.356 

This practice of engraving a passage that had been read aloud during the travesía also 

took place during the Travesía Ovalle-Santa Cruz de la Sierra. Part of the passage read 

during the Santa Cruz poetic act was left at the plaza in this city, inscribed on a plaque 

that was buried into the ground: “que por América acabo mundo// Santa Cruz de la Sierra 

Capital Poética de América” (Because of America the World Concluded//Santa Cruz de 

la Sierra Poetic Capital of America) (fig. 50). The plaques with Amereida I excerpts, left 

at San Andrés and Santa Cruz de la Sierra, are ways of giving a physical form to poetry. 

Since these inscriptions were usually carved in concrete, the words take on a permanence 

that the obra itself (completed with precarious materials) does not have. For example, in 

Santa Cruz the obra was disassembled soon after the team left; yet since the inscriptions 

were set into the ground, it is possible they had a longer life. Thus, as evidence of the 

School’s presence these inscriptions represent another way of establishing landmarks. 

In this respect, the School of Valparaíso is in communion with Raúl Zurita’s 

poetic interventions in nature. According to Milan Ivelic and Gaspar Galaz the two 

projects Zurita completed in 1982 and 1993 “affirmed that poetic writing would not be on 

the pages of books, but rather on the pages of nature.”357 The first project took place over 

the skies of New York City on June 2, 1982 (fig. 87). For this intervention, Zurita hired 
                                                                                                                                            
mi sombra—// bebe// y marca// su inscripción// da lucidez a la piedra.” For a longer excerpt of this passage, 
see Appendix C. 
356 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 183. 
357 Ivelic and Galaz, Chile, Arte Actual, 213. 
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five planes to write over a dozen lines from La vida nueva (The New Life), which also 

served as the name of the poetic action. The poem was later published in Zurita’s 

celebrated Anteparaíso (Editores Asociados: Santiago, 1982) through photographs of the 

sky writing, rather than text. The verses from La vida nueva appeared in upper-case 

letters, crafted by the white smoke of the planes, and by some estimates “reached a 7-8 

km (23-26 ft.) extension.”358 A selection of verses, appearing here as translations, include: 

“My God is hunger/ My God is snow/ My God is no/ […] My God is Chicano/ My God 

is cancer/ My God is emptiness.”359 Zurita relates a plethora of imagery to God, from 

snow to disillusion to cancer. Perhaps one of the most enigmatic words is Chicano, a 

reference to people of Mexican descent living in the U.S. that has been in use since the 

1960s. Why was a Chilean artist, living in Chile, concerned with U.S. identity politics? 

Through La vida nueva Zurita was bringing C.A.D.A.’s message of Latin American 

brotherhood beyond South America. Ivelic and Galaz signal this gesture, quoting the 

artist himself:  

For the poet, the sky has always been the support of natural writing and 
man, in whichever epoch, has looked towards it in order to try and read 
that writing. Along with the mythic character of the sky as a support 
[Zurita] was interested in paying homage to the Spanish-speaking 
minorities of the United States, [and so] he wrote the verses in Spanish. 
By directing them to that community he did so thinking about how weak 
political borders are before a community: “It was so minimal to be 

                                                
358 Ivelic and Galaz, Chile, Arte Actual, 215. 
359 Raúl Zurita, “La vida nueva de Raúl Zurita. Escritos en el cielo, Nueva York, 2 de junio, 1982,” filmed 
June 2, 1982, YouTube video, 27:42, posted by “cervantesvirtual,” October 17, 2014, accessed November 
5, 2014, https://www.youtube.com/watch?v=xyMY1ZAZsQM. All translations from this video are my 
own. I have included slashes to separate the phrases. Here are the complete Spanish verses: “Mi Dios es 
hambre/ Mi Dios es nieve/ Mi Dios es no/ Mi Dios es desengaño/ Mi Dios es carroña/ Mi Dios es paraíso/ 
Mi Dios es pampa/ Mi Dios es Chicano/ Mi Dios es cáncer/ Mi Dios es vacío/ Mi Dios es herida/ Mi Dios 
es ghetto/ Mi Dios es dolor/ Mi Dios es/ Mi amor de Dios.” 
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Peruvian, Bolivian, Chilean, Colombian, before the fact of having a 
common language and origin. That constituted a wider and more concrete 
fatherland.”360 
 

In New York, Zurita no doubt observed something that typically happens among 

immigrants: in the absence of the homeland, and the “weak political borders” that 

separate one nation from another, people drift together based on “a common language 

and origin.” Thus, these immigrants could build a new type of “fatherland,” of Latin 

Americans in this corner of America. Zurita’s perception of these U.S. Latinos resonates 

with the "continent over nation" approach of the School of Valparaíso, especially as the 

School seeks to address the Americas as a singular mass, in the manner of the Dymaxion 

Map.  

Zurita’s action also underscores the issue of communication. For example, the 

verses of La vida nueva were presented in Spanish in order to reach people who 

understand this language. The scale of the act meant that this community could read it 

together. According to Ivelic and Galaz, “the sky as a page of writing opened itself to 

collective reading; it could be simultaneously read by thousands or millions of eventual 

readers.”361 However, the verses could also be misinterpreted. Once the smoke became 

blurry, or non-Spanish speakers lifted their gazes to the sky, the message would be 

miscommunicated. Yet this was something Zurita embraced. The photographs of this act, 

which appear in Anteparaíso, are a mix of clear and hazy words; the most obscured 

words resemble clouds. 

                                                
360 Ivelic and Galaz, Chile, Arte Actual, 214. 
361 Ibid., 215. 
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Zurita was well aware of the destiny of his words when they joined “the pages of 

nature.” This potential for blurring became a central theme in his 1993 poetic action in 

the Atacama Desert, when he wrote “Ni pena ni miedo” in monumental letters on the 

surface of the sand (fig. 90). The phrase—translated as “Neither grief nor fear”—

measured 9 ft. 10 in. in width and 5 ft. 10 in. in depth. In contrast to the poetic action in 

New York City that enabled a collective reading, the poetic action in the Atacama Desert 

could only be read from the sky. However, with both interventions Zurita anticipated the 

moment his words would lose their shape and thus original meaning, as he recalls in an 

interview with Robert Neustadt: 

[What matters to me] is knowing that that phrase endures until it is 
confused with the hundreds of other drawings that are stamped in the 
desert, until it mimics the Nazca line and the [lines] that are yet to come. 
That phrase is only a register of a period and a time and its significance 
also doesn't matter much, like the Nazca lines, like the countless drawings 
that in distinct ages other groups had traced on the desert and we ignore 
what they mean. That phrase, just like those other thousand traces, is only 
saying: we were here, this was us passing through the land. Who did it 
some Zurita so and so? What is “Zurita”? Just another abstraction like the 
words “Plato,” “Nazca,” “Tihuantisuyo.” The only voice in the world 
today is the voice of the desert.362 
 

Since Zurita has his sights set to time immemorial he does not perceive the end of his 

works; but rather how they fade away and in this prolonged disappearance become part of 

mankind’s general history. Once part of this history, obras lose their ownership and 

particular story; hence, names like “Nazca” or “Zurita” become abstractions in the face of 

nature’s power.  

                                                
362 Neustadt, CADA día: la creación de un arte social, 88. 
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In this respect, Zurita is in communion with the School of Valparaíso’s ethos 

regarding travesía obras. After recognizing nature’s inevitable wrath during the original 

1965 Travesía Amereida, the School embraced the philosophy of leaving a leve or slight 

traces in their wake. According to Professors Alberto Cruz and Bruno Barla raising leve 

interventions would become one of the central activities of the pedagogical travesías: 

The American continent is journeyed like an act. One that the School of  
 Architecture and Design conceives every year. Like a task for everyone,  
 professors and students. We call them Travesías. […] The architects raise  
 small works—leves— in the places they access; which they deliver to the  
 care of the neighbors or authorities. And it’s all done independently, 
 without entering into arrangements with unknown organizations.”363 

 
During the 1984 season, the travesía teams faced the same issues as the 1965 team: 

scarcity of materials, budget constraints, and limited timeframe. Yet beyond these 

concerns, the obra leve represented a negotiation between the realities of nature (i.e. the 

fact that their obra would eventually deteriorate) and their desire to establish a meeting 

space, which could serve as a landmark for future visitors. Because it bears a message, 

the inscription left as part of the travesía obra has the potential to be communicated and 

understood by modern travelers; and miscommunicated to future travelers. A poetic 

travesía landmark will eventually shed its origins and evidence of ownership once it 

becomes part of the “enduring confusion” of nature as a setting. 

                                                
363 Alberto Cruz and Bruno Barla, Amereida-Palladio: Carta a los arquitectos europeos (Valparaíso: e[ad] 
Ediciones, Escuela de Arquitectura y Diseño / Ediciones Universitarias de Valparaíso, 2004, accessed 
November 5, 2014, http://issuu.com/ead-pucv/docs/amereida_palladio), 58. All translations from this text 
are my own. 
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SECTION C: HOSPITALITY AND GIFTS 

Hospitality is one of the dearest values for the School and has been present 

throughout their history: during the 1965 Travesía the team determined where they would 

stop according to which villages offered hospitality; at the Open City faculty members 

live in the lodges—hospederías (lodges)—with the understanding that these homes 

remain open to receiving visitors. During the 1984 season, when a travesía took place 

within a community, the poetic acts and obras were offered to the locals in exchange for 

hospitality. For example, during the Travesía Isla Robinson Crusoe, the group held a 

poetic act in order show their respect for the locals and thus gain admission to the island. 

In Amereida Travesías 1984 a 1988, reflections on this travesía—drafted by the 

participants—include the following first impressions: 

But how to get close, in a hospitable manner, to these people who inhabit 
their legends and where each man, every summer, relives a Robinson in 
"the beyond"? The children are a pure present, but the older people, where 
the past gravitates are more distant. We do the following: in a spheroidal 
cube we inscribe the names of all their dead—in that sea—and at midday, 
we anchored the Gran Boya Roya in the middle of the Bay, in a visible 
point from that slope of the island. Soon the Sirens of the Goletas Kofuku-
Maru and Darwin sound. This act, in the manner of Greek tragedy, was a 
catharsis in the village, according to what they told us, and some were 
moved to tears. That fleetingness should be [our] destiny. The conjured 
[locals] allow us to traverse the village, which at the end we give a long 
farewell while we begin our return.364 
 

In support of this act the team split into rowboats and released a large red spheroidal 

cube—essentially a cube with rounded sides—into the ocean, where it floated on the 

                                                
364 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 47. 
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surface (fig. 51).365 The names of the departed, like “Manuel Ampuero,” were written in 

yellow. Thus, the initial poetic act in Robinson Crusoe was undertaken to introduce the 

School to the locals. Through their endearing gesture, the travesía team hoped the locals 

would offer hospitality. 

It may seem strange or excessive to perform such a personal poetic act—no less 

on boats—just to gain entry to Robinson Crusoe Island. After all, the School could have 

entered the island without meeting the locals. Yet, this is not in the manner of the School 

of Valparaíso. For them, something important, almost sacred takes place when strangers 

meet. According to Professors Patricio Cáraves and David Jolly:  

We think of hospitality as that act which man realizes from an encounter. 
 The concept of the encounter is dialectically inseparable from invention 
 because when two beings with their own conscience find each other they 
 can’t help but mutually “invent each other.” […] Thus the first act of an 
 encounter between two people is a greeting, exchange of words and 
 gesture that creates a place.366 

 
Therefore, the moment of the encounter must be acknowledged. In the case of the 

Travesía Isla Robinson Crusoe the poetic act laid the groundwork for the travesía to 

unfold, creating the space where two strangers could “invent” the other, and thus generate 

an ambience of hospitality. With this poetic act, the initial offerings of hospitality take 

place: the School honors the locals through a poetic act and the locals, in turn, open their 

island to the visitors. 

                                                
365 The spheroidal cube is a favored shape in the School’s history, appearing in poetic acts as well as games. 
In Q-bol, a game played in 1976 in Viña del Mar, the spheroidal cube was used in triangular volleyball. 
This “ball,” the Q-bol, was composed of PVC and measured 21.65 in3. For more information, see 
Casanueva, Libro de Torneos.  
366 Cáraves and Jolly, “La Ciudad Abierta y su relación con el Océano Pacífico,” 3. 
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This first meeting is critical because it establishes the gift exchange. During the 

initial poetic act in Robinson Crusoe, the School offered what Marcel Mauss would 

characterize as an “opening gift” because “it is the starting point, one that irrevocably 

commits the recipient to make a reciprocating gift,” which in the case of the locals would 

be to accommodate the School.367 In Mauss’s classic study of gifting, he underscores how 

the act of giving, receiving, and reciprocating may have the appearance of being 

voluntary, but these gestures represent a binding social contract. Hence the “opening gift” 

carries the expectation not only of being received but being reciprocated. Why does the 

social contract matter in this scenario, especially since it is between two parties who do 

not know each other? It is precisely because they are unknown to each other and more 

often cannot communicate through language as Jacques Derrida notes: 

[…] the foreigner is first of all foreign to the legal language in which the 
 duty of hospitality is formulated, the right to asylum, its limits, norms, 
 policing, etc. […] [The master of the house, the host, the king, etc.] 
 imposes on him translation into their own language, and that’s the first act 
 of violence. That is where the question of hospitality begins: must we ask 
 the foreigner to understand us, to speak our language, in all the senses of 
 this term, in all its possible extensions, before being able and so as to be 
 able to welcome him into our country?368 

 
Throughout his lectures on the topic, Derrida casts the foreigner’s need for hospitality in 

a political light with inevitable power struggles, like a refugee seeking asylum from a 

reluctant nation. Though this is a different vantage point, Derrida’s portrayal of the 

foreigner as someone who cannot initially communicate his need for hospitality due to 

                                                
367 Marcel Mauss, The Gift: The Form and Reason for Exchange in Archaic Societies, trans. W.D. Halls 
(1950; New York: W.W. Norton, 1990), 26. 
368 Jacques Derrida, Of Hospitality: Anne Dufourmantelle invites Jacques Derrida to Respond, trans. 
Rachel Bowlby (Stanford, CA: Standford University Press, 2000), 15. 
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the obstacle of language resonates with the School of Valparaíso. The visual component 

of their poetic act for the locals of Robinson Crusoe Island—launching inflated cubes 

with the names of their departed—is a way of addressing any possible linguistic barriers. 

The locals may not understand the rhetoric of Amereida I or the poetry the travesía 

participants read aloud, but they can recognize the names of their family members. In this 

way, the gesture of this gift becomes much more powerful than language itself. 

Therefore, the School does not need to solely rely on language in order to gain 

hospitality. 

Returning to the original question, a social contract between the foreigner and the 

locals matters because it is a way of making all the parties equally accountable to each 

other. As Mauss notes, “If one gives things and returns them, it is because one is giving 

and returning ‘respects’—we still say ‘courtesies.’ Yet it is also because by giving one is 

giving oneself, and if one gives oneself, it is because one ‘owes’ oneself—one’s person 

and one’s goods—to others.”369 Cáraves and Jolly noted how a transformative event takes 

place when the two parties meet since they “invent” each other. Through the lens of 

Mauss we can see that this “invention” is necessary: it is a way of quickly making the 

other into a friend through gifting and thus avoiding danger. This exchange is also a 

means of highlighting a shared humanity among the assembled company. According to 

Professor Rodrigo Saavedra:  

To perceive the obra as a gift could bring us to realize an architecture that 
is always more human. Because the gift will always have someone who 
receives it. In the Travesías the obras are born as gifts, what is gifted is not 

                                                
369 Mauss, The Gift, 46. 
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the constructive act but what constructive time brings forth; constructive 
action is the act of gifting, and what remains—the gift—is  what the obra 
shelters, the architectonic act, meaning the action magnified by 
architecture.370 
 

Since the gift is an extension of oneself, it places the giver in a position of vulnerability. 

Due to the structure of the gift exchange, both the foreigner and the local will experience 

this position of being the giver. 

Another element at work in the exchange between the travesía group and the local 

community is the fact that the obra is often perceived as something that can initiate the 

next phase of work. Before leaving Marudá on the Travesía de la Cruz del Sur, the team 

held a poetic act commemorating the Entrega of the Obra to the authorities and the 

residents of the area.371 In addition to handing over the obra, the team also submitted 

sketches and plans of the project. Thus the Entrega of the Obra act is both a symbol of 

gratitude, a way to thank the locals for their cooperation; and a hope that the locals would 

maintain or formalize the obra. In this latter sense the travesía obra resonates with 

Umberto Eco’s “works in movement”: 

[…] A composition such as Scambi posts a completely new problem. It 
 invites us to identify inside the category of "open" works a further, more 
 restricted classification of works which can be defined as "works in 
 movement," because they characteristically consist of unplanned or 
 physically incomplete structural units.372 

 

                                                
370 Rodrigo Saavedra, Las travesías por América (Barcelona: Universitat Politecnica de Catalunya, 2006), 
177. 
371 “Entrega” can mean delivery, presentation, or submission. In this context, “hand over” would be the 
closest phrase. However, since neither of the translations quite approach the spirit of gifting and goodwill, I 
choose to leave this word untranslated.  
372 Eco, The Open Work, 12. 
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These “incomplete structural units” are meant to beckon the townspeople, now armed 

with the plans, to continue working on the obra. Beyond these physical components, the 

travesía obras are part of the School of Valparaíso’s practice of open works, evident in 

their phalènes, projects at the Open City, and the writing of Amereida I. For the School, 

the ambiguity that arises from these open works is something to be embraced. Speaking 

on the poetic treatises from the Baroque era, Eco notes how  

they seek to establish the new man's inventive role. He is no longer to see  
 the work of art as an object which draws on given links with experience 
 and which demands to be enjoyed; now he sees it as a potential mystery 
 to be solved, a role to fulfill, a stimulus to quicken his imagination.373  

 
Appreciating the potential within an open work’s ambiguity is a powerful gesture and 

undercuts any negativity (or fear) that may be associated with ambiguity. 

Since the rebirth of the School of Valparaíso, faculty and students have been able 

to harness the potential that emerges from open work projects. Indeed, the dynamism that 

results from these open works impacts School faculty and students as much as the 

townspeople receiving the obras. In this regard, the School of Valparaíso is in 

communion with Virginia Tech’s Washington-Alexandria Architecture Center (WAAC). 

The WAAC has a notable design-build program, where students have the opportunity to 

leave their classrooms and gain first-hand building experience; parallel to what the 

students do on a travesía (fig. 93). The Virginia Tech students do not venture far from 

their environs since they work on the WAAC building, the program’s open work. A 

notable element of their pedagogy is the absence of the project’s conclusion: students 

                                                
373 Eco, The Open Work, 7. 
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step into an on-going project, contribute their ideas, and leave the project to the next 

group. According to Virginia Tech professor Jonathan Foote design itself often leaves 

room for future elaboration:  

In the construction of a new coffee bar for an underutilized space, for 
example, students left undetermined certain details regarding how the bar 
would join with the existing building structures. These connections, while 
not worked out, were projected into the overall design by specifying a 
material change and location wherever the bar would join with the existing 
building. Although the material type and connection details were not 
determined at the time of fabrication, they remained ‘open’ to the 
imagination of future cohorts by inviting such a joint to become an 
expressive part of the installation.374 
 

Foote argues that eschewing “arbitrarily set dates” for a project’s conclusion allows for 

architecture to be perceived “as a continuous process of revision, rethinking, and 

reconsideration.”375 On a travesía faculty and students from the School of Valparaíso are 

working on a tight schedule. Yet by liberating themselves from the objective of finishing 

the obra they can focus on the process of working and thus craft an open work. 

Unfortunately, most of the locals proximate to a travesía site do not take on the 

charge the open work demands. For example, after the Entrega de la Obra in Santa Cruz 

de la Sierra the locals dismantled the work. The team originally planned to carry out a 

three-part obra: a cube structure composed of four verticals, a poem, and tracings on the 

ground. However, as David Jolly recalls, the group could only realize parts of the obra on 

this long-awaited travesía: 

                                                
374 Jonathan Foote, “Design-Build :: Build-Design,” Journal of Architectural Education 65, no. 2 (March 
2012): 53. 
375 Ibid., 55. 
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In the Travesía to Santa Cruz itself, we were there for month. The 
Bolivians didn’t really let us work so we ended up working without 
permission. Otherwise we would’ve been there for a year and they 
wouldn’t have let us do anything. And that’s where we invented a project   
where we built almost nothing.376  
 

Their minimal intervention in Santa Cruz de la Sierra took place in the Plaza Callejas 

(fig. 49). On one side of the plot, the team set out the cube structure so that it crossed 

three plots at their diagonals. An aerial perspective shows a 15ft. 5in.2 X-shaped 

grouping, with a stairway on the lower end. Throughout the remainder of the plot, the 

group laid down concrete footpaths. Thus, in the month they spent in Santa Cruz, the 

travesía team were able to initiate their multi-part obra. Yet, as Jolly noted, the locals 

stymied their progress and most of it went unrealized:  

We were able to raise just four verticals. And for the rest of the project we 
drew some plans for them to construct. […] We didn’t finish it. [The 
townspeople] destroyed the four verticals soon after we erected them. Of 
course. They’re ephemeral works.377  
 

Though the travesía teams deliver plans for the site to the locals with the hope that they 

finish or elaborate the project, this does not always happen. Perhaps, the locals in Santa 

Cruz de la Sierra simply rejected the School’s presence and thus dispassionately took 

apart the obra.  

                                                
376 Jolly discussion with the author. 
377 Ibid. This dismantling did little to discourage the School from returning to Santa Cruz de la Sierra for 
travesías in 1993, 1999, 2001, and 2007. Perhaps the aura of the Poetic Capital surpasses ill will. For 
further reading on all these travesías see Alfaro and Gatica, Travesías de Amereida, Vol. III. For more on 
the 1993 Travesía Santa Cruz de la Sierra see Juan Purcell, Segundo módulo Taller de Proyectos 2: el 
territorio. Travesías bajo la Cruz del Sur: una reflexión arquitectónica. 1984-2004 (Valparaíso: PUCV, 
2004) and Catalina Bodelón Andueza, Interiores en América y las obras de travesía (Valparaíso: PUCV, 
2008). 
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It is also possible that the people of Santa Cruz de la Sierra may have seen the 

obra as an imposition rather than a gift. The design-build program at Auburn University, 

the Rural Studio, has faced this type of criticism. The Rural Studio builds structures for 

Hale County, a low-income rural community a few hours from Auburn, Alabama (fig. 

91). As reflected in their “Purpose & History,” the Rural Studio is guided by the belief 

“that everyone, both rich or poor, deserves the benefit of good design.”378 Yet despite 

their noble intentions, critics like Patricio del Real have noted how the “gift of 

architecture” becomes a burden for the people the Rural Studio wishes to help:  

Even in the dire pragmatics of meager budgets, ‘‘architecture’’ cannot be  
 tossed away […] [it] sets clear limits to appropriation and transformation,  
 revealing transgressions with a brutality unknown in vernacular practices.  
 The unease with which the furniture of ‘‘the poor’’ inhabit these houses  
 clearly manifests the difficulty of ownership.379 

 
Del Real goes on to emphasize that without them being aware, as least initially, the Rural 

Studio imposed their “elite values” upon “the lives of common people.”380 Thus, a 

commitment to “good design” was of little consequence to a community plagued by 

poverty: Anna Goodman’s recent article notes that of the 15,388 residents in the 

community “25.9 percent live below the poverty line (though in 1992 the number was 

much higher).”381 With regards to the School of Valparaíso they did not imbue their 

travesía obras with aspirations to improve the lives of the villagers they encountered. The 

                                                
378 “Purpose & History,” The Rural Studio, accessed October 17, 2014, 
http://www.ruralstudio.org/about/purpose-history. 
379 Patricio del Real, “‘Ye Shall Receive’: The Rural Studio and the Gift of Architecture,” Journal of 
Architectural Education 62, no. 4 (May 2009): 123.  
380 Ibid. 
381 Anna G. Goodman, “The Paradox of Representation and Practice in the Auburn University Rural 
Studio.” TDSR 25, no. 2 (Spring 2014): 40. 
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reciprocity initiated by the act of gifting is not meant to lead to community-building. The 

goal, rather, is to establish congeniality among the residents so that the School can realize 

a project. In the case of the Travesía Cochrane, School faculty collaborated with the town 

officials to acquire a plot of land. However the design was left entirely to the travesía 

team and the people of Cochrane were only involved in the post-travesía life of the 

project (i.e. using the observation stations as sites for lingering).382 Indeed as of July 

2014, the travesía obras still stood in Cochrane in contrast to the fate of the travesía obra 

in Santa Cruz de la Sierra. Perhaps based on design, function, or the very fact that it was 

presented to them as incomplete did not convince the locals of Santa Cruz de la Sierra 

that it was worth saving. Nevertheless, the faculty and students do not take this decision 

personally. Once a travesía team goes through the closing acts and the Entrega of the 

Obra to the locals they relinquish themselves of the obra. Once the gift is presented both 

parties have satisfied their debt. Therefore whatever happens after the Entrega of the 

Obra is inconsequential. 

SECTION D: LANDMARKS 

As the travesía teams sought hospitality from the local communities they were 

also concerned with reciprocating this gesture to future travelers. In this spirit, the 1984 

travesías endeavored to mark a space for travelers through their obras. Perhaps the 

experience of being on a travesía made the participants especially aware of what it meant 

to be a wanderer. The previous section examined how the travesía obras have three 

                                                
382 For more on the 2013 Travesía Cochrane, see Appendix G. 
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destinies: disassembly, deterioration (especially since they are made of highly ephemeral 

materials), and further elaboration. With an eye on future travelers, the School of 

Valparaíso established obras that would serve as landmarks during two periods: the time 

of the travesía, and the time of deterioration or further elaboration (which could be long 

or short). This section explores the travesía obras as landmarks. 

Establishing a place is one of the hallmarks of the travesía, as outlined in Chapter 

1 through the concept of “ha lugar.” This enigmatic phrase encapsulates epic poetry as 

well as epic travel and signifies establishing place, both in a metaphorical and physical 

sense. During the Travesía Río Paraná the team stopped in San Andrés, located in the 

mountains of the Atacama Desert and 508 miles north of Ritoque. In San Andrés the team 

chose an isolated spot within a canyon that was near the Copiapó—Catamarca highway. 

Within this sandy environment, the team set up a small plaza by marking two adjacent L-

shaped areas with large lapita stones. The team excavated the interiors of the areas, 

creating sunken spaces, which they termed suelos (fig. 45). According to the travesía 

participants these spaces were leve interventions, intended to give a respite to the 

participants in need of an “act of stopping in the “going” of a Travesía” as well as the 

locals who “stop there during the work of urban life, in a leve, free manner.”383 This 

gesture resonates with an essential feature of the frontier—the inevitable transience the 

environs inspire. In describing Juan Manuel Blanes’s manner of depicting gauchos, 

Katherine Manthorne notes: “The relation of figure to ground—the treatment of the 

envelope of space surrounding the figure—is a principal conveyor of meaning in these 

                                                
383 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 182. 
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images. [...] Lacking any trace of permanence or settlement, the figure is seen against a 

void, a placement that could suggest his temporary status in, rather than his dominion 

over, his surroundings.”384 Thus the starkness of the frontier, or the Interior Sea, inhibits 

permanent settlement, which forces travelers to occupy these spaces for a moment. 

Manthorne’s statement also signals another way to appreciate the temporality of the 

travesía obras. It is inevitable that nature will eventually take them down. But the 

character of the Interior Sea—epic, lonely, etc.—also informs this sense of temporality. 

Since travelers are always passing through this place there is always a need for 

landmarks. 

During the Travesía Cabo Froward, the team also established suelos as a space for 

travelers. From the outset this travesía was meant to be completed in two parts: in 1984 

the team performed activities that paved the way for the 1985 obras. Thus, during the first 

phase of this travesía the team focused on poetic acts. After establishing their camp on 

the beach, the team set their sights on exploring the cape, which entailed crafting a trail 

up to the 1,200 ft.-high summit. Once the team climbed to the top, they were inspired to 

realize an act. As outlined in Amereida Travesías 1984 a 1988 they split into three 

groups, spread out among three sites: “the mound where they first arrived (where they 

were), another mound towards the east, and the extreme south of the cliff” (fig. 42).385 

Each group bellowed passages from Amereida I along with “some improvised words.”386 

This act demonstrates the School’s practice of performing poetry in order to establish a 

                                                
384 Manthorne, “‘Brothers Under the Skin’,” 193. 
385 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 119. 
386 Ibid., 118. 
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site. In the case of the Travesía Cabo Froward, the performance created a suelo. For the 

School of Valparaíso, the concept of the suelo is tied to the “transient,” someone who is 

thoughtful when it comes to movement, “who llega por llegar (arrives by arriving) 

(Dionisio Faúndez), comes guarding his footsteps; each step is different than the next, he 

can’t be distracted, he walks over a “natural” suelo full of accidents.”387 Thus, the suelo is 

an opportunity “to be on one’s feet, erect, contemplative, purely, and abstract position—

thoroughly human.”388 This valorization of wanderers, and their footsteps, also relates to 

the trail the team in Cape Froward had to set down in order to reach the summit. For the 

travesía participants, reminiscing in Amereida Travesías 1984 a 1988, this path “doesn’t 

help you get out, just to enter America […] towards the interior sea.”389 

In San Andrés the travesía team deliberately set up the obras so they could could 

be seen at a distance and thus attract travelers from the highway, according to the 

following passage from Amereida Travesías 1984 a 1988: 

[…] for those that travel via the international road the sculptural Sign and  
 the small square appear as a signal that announces an occupation of the 
 mountains. […] Thus, those that arrive and pass through the place could  
 guess about the kind of shrine this is.390 

 

                                                
387 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 119. 
Dionisio Faúndez lived in Valparaíso during the late eighteenth century and he was an infamous wanderer. 
Legend has it that he was arrested outside the Iglesia La Matriz. When asked about his profession he 
responded, “mi oficio es andar andando” (my craft is to go going). (Victor Rojas Farías, “Caminantes,” 
Revista Extramuros 83, November 3, 2010, accessed November 5, 2014, 
http://revistaextramuros83.blogspot.com/2010/11/caminantes.html). All translations from this text are my 
own. Faúndez’s phrase is critical for the School, appearing in many of their texts since it “give[s] a poetic 
fulfillment to the continent.” (Amereida en Barcelona, 3). In 1967, the School installed a monument in his 
honor at the Iglesia La Matriz. 
388 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 119.  
389 Ibid., 120.  
390 Ibid., 183.  
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With regards to the Sign, the authors are referring to a long line on the side of the hill the 

travesía show participants carved (fig. 44). As Claudio Girola recalls, this was his 

contribution to the travesía obra: 

In the first Travesía to San Andrés in the Copiapó Region I did not 
construct a sculpture but rather a Sign whose main characteristic was of a 
line cracked into the slope of a hill that was beside the plaza constructed 
by the architects. This trace was of a great size and its visuality was 
accented through some small metallic golden and silver sheets, which 
were embedded along its length, in order to produce flashes that would be 
visible from a considerable distance.391 
 

Thus, the suelo and Girola’s “sculptural Sign” become landmarks, points in the landscape 

where travelers can direct themselves to in order to have a moment of respite. In this 

regard, the obras left in San Andrés join a rich tradition of landmarks in the area, like 

Raúl Zurita’s No pena ni miedo (1993). The line in the hill echoes the pre-Columbian 

geoglyphs that populate the Atacama Desert since San Andrés is located on the southern 

edge of this region (fig. 65). Another notable landmark in this desert is Mario 

Irarrázabal’s Mano de desierto (Desert Hand)(1992), a 39 ft.-high sculpture, composed of 

reinforced concrete (fig. 89). As the name suggests, the work consists of a human hand 

emerging from the desert. The artist chose a particularly remote location, 47 miles south 

of Antofagasta, to underscore emotions like loneliness and despair. Yet the monumental 

scale of the hand, as well as the inviting aspect of its gesture, attracts travelers. This is 

Irarrázabal’s favorite work due to the public’s positive response and two decades later it 
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remains, in the words of the artist, a notable “geographic and poetic landmark.”392 

Though the 1984 travesía to San Andrés preceded Mano de desierto by nearly a decade, 

both projects nonetheless established landmarks that represented poetic interventions in 

this desert. 

All together, the travesía teams in 1984 were not traveling to erect structures 

willy-nilly. Nor did they approach the travesías with the “messianic or triumphant 

pretension” that characterized the campaign of the Conquistadores who famously 

established settlements on the coast.393 During the 1965 Travesía Amereida the 

participants related how their obras could function as signs for travelers, and thus were a 

part of the project to fundar (establish; discover) America in the poetic sense outlined by 

Huidobro.394 In the 1984 travesías the School were inspired by what they could offer to 

the Interior Sea as architects: “architecture doesn't simply funda, it [establishes] through 

the edification of the hospitable. The hospitable is that which is in the light of 

hospitality.”395 Therefore, guided by “the light of hospitality,” the teams established 

poetic spaces for respite and reflection. These travesía spaces are conceived as open 

because of their experience of being foreigners, as the School faculty note in a 1985 

article: 

                                                
392 “Su Historia: 1985-2000,” Mario Irarrázabal, accessed October 17, 2014, 
http://www.marioirarrazabal.cl/trayectoria_1985-2000(3).php. All translations from this text are my own. 
393 Escuela Arquitectura U.C.V., “Nuestra latitud patagonia: Proposición poética para una visión de 
América: Amereida,” Revista CA 40 (June 1985): 13, accessed November 6, 2014, 
http://www.revistaca.cl/webca/pdf/040.pdf. All translations from this text are my own. 
394 The School writers use “fundar” in the sense of setting up settlements. Since the English translation of 
“found” carries the double meaning of establish and discover, I choose to keep this term in Spanish when 
there might be confusion. 
395 Escuela Arquitectura U.C.V., “Nuestra latitud patagonia,” 14. 
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Our travesía through the Interior American Sea can only be realized 
through Argentina and thus accessing Patagonia and Cabo Froward. 
Regarding the Limit or Border: we habitually understand it as what 
encloses, what impedes the pass, what's fenced in, what's encircled. In our 
experience at the Open City and through the acts of fundación, the  limit 
appears to us like an ‘open invitation,’ like a ‘transparency,’ what allows 
itself to be seen, to cross. Soon the work that funda in Froward is 
conceiving the limit as a form that opens the place and orients it.396 
 

For the School of Valparaíso a landmark is something that illuminates a site, literally 

enabling it “to be seen.” Since a landmark does not “impede the pass” it enables visitors 

to stop, linger, and ultimately cross through. 

The School’s practice of leaving behind obras as landmarks contrasts the “no 

trace” policy of the Land Arts of the American West (LAAW) program. Bill Gilbert 

founded LAAW in 2000 and in 2001, with the collaboration of Chris Taylor, the program 

became a joint venture between the University of New Mexico (UNM) and the 

University of Texas at Austin, and later between UNM and Texas Tech University. 

During the second season of this program, Gilbert and Taylor led fourteen students from 

UNM’s studio art and UT-Austin’s design program through the American southwest.397 

They visited “Land Arts” sites, which spanned time (“pre-contact Native American to 

contemporary Euro-American cultures”) and classification (“Land Arts practices can 

include everything from constructing a road, to taking a walk, to building a monument, to 

leaving a mark in the sand.”)398 An integral part of the 2002 LAAW trip entailed creating 

                                                
396 Escuela Arquitectura U.C.V., “Nuestra latitud patagonia,” 16. 
397 In 2007, Chris Taylor participated in a similar land journey through the Atacama Desert. See Chris 
Taylor, Rodrigo Pérez de Arce, Pilar Cereceda, William Fox, Gonzalo Pedraza, Andres Rivera, and Flora 
Vilches. Incubo: Atacama Lab (Santiago: INCUBO, 2008). 
398 Bill Gilbert and Chris Taylor, Land Arts of the American West (Austin: University of Texas Press, 
2003), 1. In a curious intersection of interests, LAAW travels to an area the School of Valparaíso 
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leve interventions: a small-scale arrangement of rocks in a sunburst formation; a 

birdcage-structure composed of twigs; and a large-scale arrangement of dried out 

branches into a circle (fig. 92). The LAAW follows a “no trace” philosophy, as they 

outline in a catalog of their 2002 excursion. The group  

leav[es] the land as minimally impacted by our presence as possible, 
 finished works must be created, documented, and erased from the site. An 
 idea for a project initiated in response to one particular location can travel 
 forward, gain layers, evolve, or mutate with new locations. As the site-
 specific works are documented by photography or other means, they 
 become transportable.399  

 
Thus, the aforementioned works would be disassembled after being duly photographed. 

Both the LAAW and the School of Valparaíso follow the ethic of erecting obras leves. 

Yet, while LAAW visits Land Arts sites constructed by others (the 2002 LAAW group 

visited Michael Heizer's Double Negative (1969), James Turrell's Roden Crater, (1976-

present), and Walter De Maria’s Lightning Field (1977)), the School of Valparaíso sought 

out marginal, empty spaces. 

An essential feature of each travesía is seeking a plot of land that is available. In 

Ovalle the team worked on such a lot within a población [shanty town] named Villa Los 

Naranjos, which was located along the highway that leads to La Serena (fig. 47). For the 

team this was not simply an empty lot, but “un sitio eriazo” [an uncultivated site] that 

may have been written off by others by was full of potential for them: 

an uncultivated site = natural, without immediately usable value/ indistinct 
in terms of its directions/ the distinction born from the indistinct 

                                                                                                                                            
designated as the Interior Sea of the United States. See page 64 in Para una situación de América Latina en 
el Pacífico (1971; Biblioteca Constel 2012 version). 
399 Gilbert and Taylor, Land Arts of the American West, 9. 
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extension/ the  distinction the architects/ we carry it out through the 
drawing400 
 

The concept of the sitio eriazo adds an interesting shade to concept of the Interior Sea. At 

first glance it is easy to assume that the Interior Sea is empty, indeed much of the rhetoric 

surrounding this idea lends itself to this perception. Yet, the very fact that travesía teams 

are traveling to settlements suggests that the Interior Sea is populated and contains 

infrastructure. Seeking out sitios eriazos for the travesía obras is a way of getting to the 

essence of the Interior Sea: recovering abandoned spaces, especially when they exist 

within settlements. Notable artists from the 1960s through the 1980s crafted workspaces 

in the manner of a sitio eriazo, like Juan Pablo Langlois, a former student from the 

School of Valparaíso.401 His workshop was composed of “sticks and plastic, an 

“improvement” with “an asphalted and fluted cardboard covering (“fanolita”)”, located 

on the corner of Pio Nono and Dardignac [in downtown Santiago],” to cite Andrea 

Giunta.402 Other artists erected sitios eriazos as their intervention, like Juan Castillo in 

Investigación sobre el eriazo (Investigation Regarding the Uncultivated) (1979-1981). 

Through these acts Castillo, a member of C.A.D.A. and another former School of 

                                                
400 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 17. 
401 Langlois’s most famous work—Cuerpos blandos (Soft Bodies) from 1969—can be read as rubbish 
depending on the context. As the artist states, “A bag full of paper on a sidewalk is an urban habit. A bag 
full of paper in a Museum is a concept” (Ivelic and Galaz, Chile, Arte Actual, 171)(fig. 81). Ivelic and 
Galaz elaborate this distinction further from the vantage point of institutions, “If this work had been 
presented in distinct places throughout the city, like plazas, streets, or sitios eriazos, it would have been 
confused with [other] urban rubbish and the public would never have associated it with art. Its admission to 
the Museum, a qualified artistic space, bestowed a consecrated frame upon [the work].” (Ivelic and Galaz, 
Chile, Arte Actual, 171). 
402 Giunta, “Desvíos del papel.” Future research can elaborate the relationship between Langlois’s artistic 
practice and his architectural studies at the School. This is a theme initiated by Giunta in her conference 
talk at Matucana 100. 



 248 

Valparaíso student, endeavored to call attention to the marginality experienced by 

citizens during the dictatorship.403 As Ivelic and Galaz note:  

He selected walls, which he covered in white paint, erasing the 
anonymous inscriptions, veiling the collective graffiti to propose his own 
writing and images alluding to marginality. The text that he wrote on the 
wall was very direct: “Signaling our margins.” He performed this action 
on aging, deteriorated, or nearly torn down walls—silent witnesses to 
social marginality—utilized by the people like pages of a writing on 
expectations, hope, and love, but also of watchwords, protests, and 
taunts.404 
 

In the manner of the School of Valparaíso, these artists were committed to drawing 

attention to spaces that are perceived as blights. However, the remedy was not slick urban 

planning, but alternative conceptualizations of sitios eriazos. For the School of 

Valparaíso this translated into slight and temporary transformations of the lots. 

In addition to sitios eriazos, travesía participants also developed obras in open 

swaths of land—like the desert valley in San Andrés or the beach of Marudá. In this 

respect the School shares the U.S. Land artists’s affinity for establishing sites in nature. 

According to John Beardsley:  

[…] most of these [examples of earthworks or land art] are inextricably 
 bound to their sites and take as a large part of their content a relationship 
 with the specific characteristics of their particular surroundings. Although 
 most of them could have been made in any one of a number of similar 
 locations, these are not discrete objects, intended for isolated appraisal, 
 but fully engaged elements of their environments, intended to provide an 
 inimitable experience of a certain place.405 

 

                                                
403 Langlois and Castillo attended the School of Valparaíso early in their collegiate education, though 
neither graduated from the PUCV. 
404 Ivelic and Galaz, Chile, Arte Actual, 215-216. 
405 John Beardsley, Earthworks and Beyond: Contemporary Art in the Landscape (New York: Abbeville 
Press, 2006), 7. 
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Beardsley’s statement resonates strongly with the School. From the lapita stone in San 

Andrés to the bamboo in Marudá, the travesía obras were usually built with materials 

found at the site (fig. 52). The School of Valparaíso also engaged the more abstract 

“specific characteristics” of the travesía settings. For example, in the case of the travesías 

to Brazil the Atlantic Ocean, the (in)visibility of the Southern Cross, and the continent’s 

border informed the obras the teams established. Purcell’s recollections poetically 

describe the group’s impressions of Marudá: 

Of the sky; we knew, of the earth, no/ every obra constructed a relation, 
 brought from the sky and the earth there./ The earth in Marudá indicated 
 the ambiguity/ of the sky, a transparency determined by the light and 
 latitude/ constructed by the lleno-vacío (full-empty) relation/ visible and 
 invisible at the same time/ the elements passed over by the sun/ the sun 
 on two sides of the plane/ that’s how we constructed transparency in 
 Marudá.406 

 
In Marudá, the final stop of the Travesía de la Cruz del Sur, the team erected a 46 ft.-long 

wall made of six panels. Each panel, 7ft. 2in. x 8ft. 2in., was crafted with bamboo stalks 

and woven into a design inspired by the local fishermen's cages. Four panels were 

cinched in the middle, with a round cut-out on each side while the other two have a cut-

out just on one side. These two panels flanked the central four. One appreciates the effect 

from a distance: a wall of bamboo, with degrees of transparency, containing five open 

circles in the center (fig. 53). This is a singular plane that intersects with the shoreline. 

According to Purcell, the setting was a deliberate choice:  

                                                
406 Juan Purcell, Travesías bajo la Cruz del Sur: Una reflexión arquitectónica, 1984-2004, (Viña del Mar: 
e[ad] Escuela de Arquitectura y Diseño, Pontificia Universidad Católica de Valparaíso, 2004), 1:29. All 
translations from this text are my own. Purcell includes little punctuation, therefore I have included slashes: 
one slash represents a new line of text; two slashes represent a new paragraph. 
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And the ambiguous earth?/ Brazil was a permanent relation between water 
and earth/ what was indistinct for us/ an entrance [between] earth and 
water; “pure mud”/the obra was located in this ambiguity/ six hours in the 
earth/ six hours in the water; the sea descends six meters [19ft. 8in.] and 
withdraws 300 meters [984 ft]/ so, the obra between/ a veil and a 
sailboat.407 
 

Thus, the obra experiences low tide and high tide; in one incredible photograph it seems 

like the entire plane (somehow multiplied by dozens of panels) is an abandoned, ancient 

pier (fig. 54). As Purcell noted in his statement, this position on the shoreline was an 

ambiguous space precisely because it is where the earth met the ocean. The travesía obra 

offered temporal and material evidence to this relationship as it spent time both in the 

ocean and on land over the course of 12 hours.408 The shoreline becomes an edge that is 

constantly blurred. This is a powerful visual for the travesía team to present, given that 

the purpose of the travesía is to give shape to the continent’s interior sea. The obra in 

Marudá offers an inconclusive conclusion: the edge of the continent is ambiguous. In this 

manner, the obra embodies the vacillations of an open work. 

Though the continent’s borders may waver, the Marudá obra is nonetheless 

inextricably anchored to the site. Depending on how long it remained there, the travesía 

team’s obra transformed that specific space into a place worth visiting and viewing. 

Whether the School is establishing a landmark in a sitio eriazo or nature itself, a 

                                                
407 Purcell, Travesías bajo la Cruz del Sur, 1:29. 
408 In this way, the obra in Marudá connects to one of the most famous Land art projects: Robert Smithson’s 
Spiral Jetty (1970)(fig. 82). For artists like Smithson, “Working directly in the land, they engaged geologic 
and celestial time to make art that advanced contemporary discourses. In 1970 Robert Smithson dumped 
truckloads of black rock and earth into the Great Salt Lake, to form a 1,500-foot long coil, an ancient 
symbol for the cyclical nature of time. Smithson spoke of Spiral Jetty, which to this day periodically 
disappears from view beneath the water, as connecting distant futures and distant pasts.” (Gilbert and 
Taylor, Land Arts of the American West, 23.) 
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transformation that echoes the tenets of early site-specific art takes place. As Miwon 

Kwon notes,  

[…] the space of art was no longer perceived as a blank slate, a tabula 
rasa, but a real place. The art object or event in this context was to be 
singularly and multiply experienced in the here and now through the 
bodily presence of each viewing subject, in a sensory immediacy of spatial 
extension and temporal duration (what Michael Fried derisively 
characterized as theatricality), rather than instantaneously perceived in a 
visual epiphany by a disembodied eye.409 
 

Thus, the travesía obra by virtue of being located in “a real place” such as the sitio eriazo 

or nature was always meant to attract “viewing subjects.” What matters in the travesía 

endeavor is the obra as it exists at a specific place and time, as strikingly demonstrated in 

the case of Marudá. Returning to Beardsley’s statement, we can appreciate how he 

highlights one of the paradoxes within site-specific art: “Although most of them could 

have been made in any one of a number of similar locations, these are not discrete 

objects, intended for isolated appraisal, but fully engaged elements of their environments, 

intended to provide an inimitable experience of a certain place.”410 Thus, the site is 

arbitrary until the work becomes inextricably linked to that place. For example, Mano de 

Desierto was actually the fourth in a series of “Manos” throughout the world: first in 

Santiago (1980), then Mano de Punta del Este (1982) in Uruguay, and Mano de Madrid 

(1987).411 In the most general sense of the term, Mano de Desierto is site-specific because 

                                                
409 Miwon Kwon, One Place After Another: Site-Specific Art and Locational Identity (Cambridge, MA: The 
MIT Press, 2003), 11-12. 
410 Beardsley, Earthworks and Beyond, 7. 
411 Mano first appeared outside the MNBA in 1980 as part of the Museo’s centennial contest. The Mano in 
Uruguay was completed in five days for a conference and was Irarrázabal’s first “geographic, poetic 
landmark. It is closely related to the Ahu [sites] of Easter Island.” (“Su Historia: 1970-1984,” Mario 
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its orientation and size were built for a particular site in the desert, on kilometer 1300 of 

the Pan-American highway. What roots this monumental sculpture to its site more than 

20 years later is the fact that it has become a landmark: people traveling on the highway 

inevitably stop to take a photo, gaze at it, write graffiti, etc.; it even appears in travel 

books.412 The concept of site-specificity illuminates the School’s desire to transform the 

travesía obra into an important feature in the landscape, or to recall Irarrázabal’s earlier 

statement, into a “geographic and poetic landmark.” 

With site-specificity in mind, it becomes easier to understand how the School can 

walk away from their work once the travesía ends, even with the understanding that the 

locals might destroy it immediately. Since the School builds an obra to commemorate 

their travesía time and serve future visitors they are liberated from the post-travesía life of 

the obra. Moreover, the work has always been just one aspect of the whole travesía 

project. The material generated from the travesía is as important as the experience itself, 

thus echoing Robert Smithson’s concepts of site and nonsite. Beginning in 1968 the artist 

created a series of works titled Non-sites, which were composed of natural materials 

(minerals, rocks), data collected from the trip (photographs, maps, etc.), and structural 

elements like metal containers. These works reflected the site of origin through the use of 

items found or produced at that site. Yet by staging the works in a gallery setting 

                                                                                                                                            
Irarrázabal, accessed October 17, 2014, http://www.marioirarrazabal.cl/trayectoria_1970-1984(5).php. All 
translations from this text are my own.) 
412 Irarrázabal does not mind these interventions: “It’s true that the Desert Hand has graffiti but it’s not 
offensive graffiti. Rather, people write their name in an attempt to be part of it. I want to just leave them be, 
install a ladder, and let people put graffiti all over [the sculpture].” (Denisse Espinoza, “Mario Irarrázabal, 
Ver tu obra convertida en un hito público y poético es la mayor de las gratificaciones,” La Tercera, 17 
August 17, 2014, 61. All translations from this text are my own.) 
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Smithson was creating a non-site. Hence in "A Provisional Theory of Non-Sites" he 

defines the non-site as an "indoor earthwork [...] a three dimensional logical picture that 

is abstract, yet it represents an actual site in N.J. (The Pine Barrens Plains)."413 The 

gallery does not replicate the original site simply because it exhibits materials from and 

inspired by this site; instead, the gallery becomes a non-site displaying a "3D logical 

picture" of said site. Though the School of Valparaíso does not develop a similar 

philosophy regarding the travesía site and what they recreate later on for the post-travesía 

exhibition, Smithson's sense of how objects from the site can compose a "3D logical 

picture" resonates with the School. As Ann Reynolds highlights: 

Robert Smithson [was] an artist who thought about land art—and art in 
general—in terms of displacement. He called this situation the dialectic of 
the site/nonsite. All of his work conforms to this dialectic: the chosen 
site—New Jersey, the Great Salt Lake, or the Yucatan peninsula, for 
example—and what he did or made there and what he took from these 
sites—photographs, drawings, and film footage of his activities, 
indigenous materials such as sand or rocks, and maps—the nonsite. The 
two—site and nonsite—are not equivalent or interchangeable. Together 
they generate partial yet dependent experiences that can never be 
reconciled, and they acknowledge that land art always consists of 
displacement and loss.414 
 

The travesía participants are highly attuned to the materials that result from their journey 

since it feeds student theses, faculty publications, exhibitions, an online archive, and a 

plethora of other outlets. This drive to document situates the travesía obra in its rightful 

place since the School of Valparaíso has never perceived the obra as the sole reason for 

their journey. Traveling to the site, and holding activities there, was a way of practicing 
                                                
413  Robert Smithson, "A Provisional Theory of Non-Sites (1968)" in Robert Smithson: The Collected 
Writings, ed. Jack Flam (Berkeley, CA: University of California Press, 1996), 364. 
414 Ann Reynolds, “Ann Reynolds: Smithson Scholar,” in Land Arts of the American West (Austin: 
University of Texas Press, 2003), 48. 
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their philosophies of Amereida, “volver a no saber,” etc. Crafting obras was merely one 

element within a larger project.  

Yet, the inevitable “displacement and loss” that arises from Land art is a poignant 

sentiment that does not resonate with the School. As Reynolds notes, for Smithson this 

sentiment reflects how the very act of undertaking work in a distant place will always 

result in gaps. Even if one crafts a rigorous post-journey archive, there is still something 

that cannot be incorporated. Thus, “the process is never complete or completely 

representative.”415 Though the School does not acknowledge the partial accounts of the 

travesía experience, future research can elaborate this absence. Reynolds extends the 

notion of loss to the LAAW students who must disassemble their works once they have 

documented their project, in observance of LAAW’s no trace ethos. For Reynolds, “This 

policy allows each group to ostensibly experience each site without the overwhelming 

sense that other groups have preceded them. The downside of this illusion is, of course, 

that everything the students do at the sites is shadowed by loss.”416 Though the students at 

the School of Valparaíso are not asked to dismantle their obras, they nonetheless 

construct their projects with the understanding that they will most likely meet an unhappy 

end (either at the hands of mankind or nature). Yet they, like their professors, do not 

claim ownership of the obras. On the last day of the 2013 Travesía Cochrane, local 

children found paint cans at the site and staged an intervention on one of the stations. 

They painted the floorboards and marked their hands on every surface (fig. 63). The 

                                                
415 Ann Reynolds, “The Problem of Return,” in Lands Arts of the American West, ed. Bill Gilbert and Chris 
Taylor (Austin, TX: The University of Texas Press, 2009), 122.  
416 Ibid., 128. 
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students who made the station under the “art attack,” at the team called the incident, were 

unfazed; the professors not only found it amusing but saw the episode as a testament to 

how the obras draw in visitors and inspire them to participate. After years of theory and 

praxis, the faculty and students at the School of Valparaíso have truly embraced the spirit 

of gift-giving and establishing an obra that has no ties to its creator. 

In the 1965 Travesía, other than noting the emptiness of the Interior Sea, the 

group did not express what they believed they would find as they traveled through the 

continent. Is it the same case with the 1984 teams? In their travesía-related writings it is 

evident faculty and students from the first generation of pedagogic travesías were 

thinking about how humanity had intervened previously at these sites. For example, the 

case of Santa Cruz de la Sierra’s various moves throughout history was especially 

poignant for the group that traveled to Bolivia. As Jolly recalls:   

We discovered that Santa Cruz had been established somewhere other than 
where it is now. It was founded in Chiquitania and perhaps due to many 
attacks from the indigenous people, they moved the site. They have moved 
two or three times. And during these moves they traveled around 400 km 
(249 miles), from one spot to the current site. And so we took that distance 
and decided that before we went to Santa Cruz we should go somewhere 
that is 400 km from here [in Ritoque]. And so we completed the first 
segment of the travesía, we went to Ovalle.417 
 

Like their predecessors, the 1984 teams did not propose an environmentalist agenda or 

any desire to create works without a trace, in the manner of the Land Arts of the 

American West. Truthfully, the purpose of the travesías was to leave a trace of material 

evidence that they had been in the Interior Sea. What they wish to find (and do find) in 

                                                
417 Jolly discussion with the author. 
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this enigmatic region is a space to establish landmarks that relate to local and continental 

magnitudes.  

For example, during the first stop in the Travesía Ovalle-Santa Cruz de la Sierra 

the team proposed an obra that could encompass the scale of the continent. In Ovalle the 

team accomplished this feat through a series of pormenores. Each pormenor was a small-

scale sculpture: three river stones were stacked and connected by a 1/4-in. iron rod; the 

top of the rod was attached to two intersecting metal frames that anchored the stone-stack 

to the ground (fig. 48). On a formal level, the pormenor strikes a notable resemblance to 

the impromptu stone sculpture in the 1965 Travesía Amereida, next to which Iommi 

stood triumphantly (fig. 1). As I outlined in Chapter 1, the pormenor is meant to attract 

people as it carves a space for a specific moment. In this respect it responds to the “here 

and now” of a travesía.418 The pormenor also functions as a physical abbreviation for a 

great horizontal dimension. School faculty are greatly concerned with addressing the 

often epic distances within the continent. For example, Professors Browne, Cáraves, 

Jolly, and Reyes decided to go to Ovalle in order to have a sense of 249 miles—a 

measurement so key in the history of Santa Cruz—as a distance. The travesía to Ovalle 

was also helpful since it allowed the faculty and students to grapple with the distance 

between Valparaíso and Santa Cruz: 1,180 miles as a straight line on a map between both 

points.419 Obviously, they could not make an obra on that scale; therefore, according to 

Jolly,  

                                                
418 Jolly, “Obra terminada en Travesía a la Patagonia en Cochrane.” 
419 In actuality, they covered 1,740 miles during the journey to Santa Cruz de la Sierra. 



 257 

We made a sort of inversion: in order to take into account the great 
 distances of the continent, perhaps the best way to do it was not to have 
 the great distances within the great distances because you can’t see it. 
 […] And so we thought the following: small dimensions could represent 
 great distances. And that’s where we invented the pormenores.420 

 
Thus, the pormenor in Ovalle would symbolically encapsulate the distance between 

Valparaíso and Santa Cruz de la Sierra. For Cáraves and Jolly, in the future this motif 

would come to be seen “as a testimony of the Capital, [the pormenores] sing of the 

potential distance of each place to Santa Cruz.”421 

Yet, the obra is also a tangible landmark for visitors to this site. Thus, as del Real  

observes, “these poetic stations, which recall markings and sites of pilgrimage, play with 

the dual scale of inhabitation – local and continental – revealing the fractured condition 

of any territory, and the promise of its constitution.”422 The travesía obras are landmarks 

that relate to both the local and continental. Local, in terms of the person who encounters 

the obra; this figure is always a traveler, even if they live nearby. Continental, in terms of 

how the School crafts a new map of the Interior Sea, plotted by travesía obras. Thus the 

pedagogic travesías carry on the project forged by the 1965 Travesía Amereida to 

establish paths lined with obras through the Interior Sea. 

                                                
420 Jolly discussion with the author. 
421 Cáraves and Jolly, La Ciudad Abierta y su relación con el Océano Pacífico, 7-8. 
422 Patricio del Real, “Wandering Around: Architecture as Threshold between Territory and Poetry,” OASE 
80 (December 2009): 69, accessed February 4, 2014, 
http://www.oasejournal.nl/en/Issues/80/WanderingAround. 
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SECTION E: PILGRIMAGE 

After the third year of travesías a few School of Valparaíso faculty drafted an 

essay regarding their 1986 journey into the Andes Mountains. As a prologue to this text, 

they cited Alberto Cruz in order to underscore the greater reach of the travesías: 

The Travesías ask, evidently, for an organization that provides the best 
travel conditions and stays at the sites; the best conditions for a study that 
realizes concrete obras, and concluded in and of themselves. But the 
Travesías are not just concerned with reaching these magnitudes, they are 
also constantly exhibiting themselves in what they are and do; in 
summary, perceiving the rhythm that illuminates them. Now then, said 
[act of] exhibiting themselves is not a purely internal operation, but it is 
also external; meaning, it exhibits to others and thus calls for an 
expository effort. Be it in public acts, like the one realized by this 
Workshop in 1984 in the Punta Arenas plaza, in homage to Magellan; be it 
participating in Conferences, like the First Congress of Patagonian 
Architecture or like the Encounter of Architecture Schools in Concepción 
in 1986; be it in publications, like the essay "Nuestra latitud patagonia" in 
Nº 40 of the Colegio de Arquitectos magazine and, now, in the present text 
regarding this last Travesía.423 
 

Cruz’s statement highlights the key components of a travesía: planning and undertaking 

the trip. Cruz also emphasizes another aspect that is not to be overlooked: the opportunity 

to connect to the wider world. Throughout the course of a travesía there are numerous 

moments where the participants can interact with locals, both informally and formally. In 

this last respect, the faculty and students can exhibit their work in various ways: public 

acts, conferences, etc. Through the travesía participants can disseminate the School’s 

philosophies and thus relate to the wider world. 

                                                
423 Juan Baixas, Bruno Barla, Fabio Cruz, Boris Ivelic, and Francisco Méndez, “Travesía y Obra en 
Cordillera de los Andes,” Revista CA 48 (June 1987): 46, accessed November 6, 2014, 
http://www.revistaca.cl/webca/pdf/048.pdf. All translations from this text are my own. 
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Yet, what did it mean for a group of professors and students to travel through 

South America in 1984? To begin with, it is important to consider how the military 

regime in Chile controlled many aspects of daily life during this period. When many of 

the groups left Viña del Mar in late 1984, the nation was under a “state of siege.” The 

authors of Chile: Human Rights and the Plebiscite emphasize that under these conditions 

the government had power over  

Arrest, internal exile, expulsion from the country, prevention from 
entering the country, prohibition on leaving the country, restriction on 
freedom of movement, suspension and restriction of the rights of 
assembly, information and opinion, restriction of the right of association 
and union organization, censorship of mail and communications.424  
 

Marco Antonio de la Parra’s university experience at the Universidad de Chile in 

Santiago was marked by the early years of the dictatorship. In the following anecdote he 

relates how, as a psychiatry student active in theater, the world he and his friends shared 

was divided into varying degrees of liberty: 

The world, for us university students, was divided into three: inside (the 
University), outside, and far away. Far away: exile. Outside, well, we were 
all outside, in the street, during curfew, in the “it’s better to just stay 
quiet,” in you know who, what, when, and where. Inside the student center 
had disappeared. Nonetheless we had imposed upon ourselves, perhaps 
unconsciously, certain conditions. We would make theater regarding our 
new university space, we wouldn’t alert anyone, we would still celebrate 
the celebrations beginning and ending the [academic] year, but without 
any queen going to any newspaper, nor anyone going out to the street, we 

                                                
424 Stephen Rickard, Cynthia Brown, and Alfred Stepan, Chile: Human Rights and the Plebiscite (New 
York: The Americas Watch Committee, 1988), 54. According to this report (and as of its 1988 publication), 
Chile has been under three states of exception since the coup in 1973: “the state of siege (September 1973-
March 1978, November 1984-June 1985 and September 1986-January 1987), the state of emergency 
(March 1978-present), and the state of danger (that is, the state of danger of disturbance to internal peace, 
March 1981-present).” (54).  
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wouldn’t even acquire any funding from those altruistic firms that are out 
there.425 
 

De la Parra’s reflections are illuminating on many counts. First, the act of students going 

out to the street recalls Alberto Cruz’s idea in the early 1950s for students from the 

Pontificia Universidad Católica de Chile (PUC) to wander the streets of Santiago. Twenty 

years later this remained a dangerous gesture given the restrictions of curfew and right to 

assembly; to the extent that the School of Valparaíso conducted their wanderings within a 

city of their own making in Ritoque.  

Secondly, de la Parra’s statement illustrates how people continued to create art, in 

this case theater, despite the repression of every day life. As noted in Chapter 4, 

following the 1973 coup d’état a cultural blackout descended on the nation. For Jorge 

Edwards censorship, compounded by the daily news of disappearances, torture, and 

death, affected the artistic community deeply: “the historical cataclysm of the coup d’état 

is accompanied in the field of art by a deep, persistent silence almost as unsettling as the 

news that filter quotidian horror.”426 People lost their voice and the will to exercise their 

craft. In the wake of the coup, the poet Nicanor Parra “fell silent” for a few years entirely 

until Sermones y prédicas del Cristo del Elqui appeared in 1977.427 Indeed, by the late 

1970s many personages reemerged to retake their craft, whether in the realm of literature, 

visual arts, music, or intellectual life. However, Edwards points out that this was a “slow 

                                                
425 María de la Luz Hurtado, “El teatro chileno durante el régimen militar,” in Chile Vive: Muestra de arte y 
cultura (Madrid: Círculo de Bellas Artes, 1987), 140. All translations from this text are my own. 
426 Jorge Edwards, “Después del Silencio,” in Chile Vive, 23. All translations from this text are my own. 
427 “Nicanor Parra,” in Chile Vive, 309. All translations from this text are my own. 
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resurgence” taking into account “the shackles of censorship, of repression in the 

universities, of pure and simple repression.“428 

Under the “state of siege” the government mandated the movement of its citizens, 

overseeing “arrest, internal exile, expulsion from the country, prevention from entering 

the country, prohibition on leaving the country, restriction on freedom of movement,” as 

noted earlier.429 One of the key narratives affecting the nation during the dictatorship was 

exile. Some Chileans left Chile all together, fearing that they would eventually be 

detained due to their progressive politics. As Amy Kaminsky notes, being targeted in this 

manner “often meant disappearance, torture, and, in thousands of cases, death.”430 In 

some cases the military would take the detainees to the airport following their time in 

prison. Some Chileans, like the members of the folk group Inti-Illimani, were abroad for 

the coup and thus stayed away. Following the coup and the assumption to power of the 

military junta, there was a definitive fragmentation in the nation. According to Julie 

Shayne “by the end of the dictatorship approximately one million Chileans (of a 

population of ten million) fled their country to every continent in the world.”431 

Compounding this phenomenon of exile was the situation of “the disappeared,” 

thousands of citizens who never returned to their homes after being detained; these 

unfortunates became part of an infinite exile. Thus a feeling of absence was pervasive in 

Chile during this period. Recalling the anecdote from de la Parra, it is telling and 
                                                
428 Edwards, “Después del Silencio,” 23. 
429 Rickard, Brown, and Stepan, Chile: Human Rights and the Plebiscite, 54. 
430 Amy Kaminsky, After Exile: Writing the Latin American Diaspora (Minneapolis, MN: University of 
Minnesota Press, 1999), 9.  
431 Julie Shayne, They Used to Call Us Witches: Chilean Exiles, Culture, and Feminism (Plymouth, UK: 
Lexington Books, 2009), xv. 
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inspiring that he should include exile as the most outer ring of his reality; though the 

citizens in exile were not physically proximate, indeed they were scattered throughout the 

world, they remained within the hearts of Chileans. 

In 1978 the Bishops of Chile drafted a letter to the exile community in a gesture 

that mimics casting a letter in a bottle off to sea, hoping it will reach a reader:  

We want to tell you that we are with you. Because we feel like fathers to 
 the Chilean people—at least among the believers—and brothers to all, we 
 hope for your return and we wait for you, just as you fathers, mothers, and 
 brothers, and your spouses and children, and friends wait for you.432  

 
During the dictatorship, the Catholic Church was split with some figures supporting the 

regime and others working against it. As the letter from the Bishops reflects, these 

religious men were seeking to unite the country and in 1981 they encouraged the 

government “to create a commission aimed at studying the return of political exiles as a 

way of achieving national reconciliation.”433 A decade after the regime took power the 

government began “issuing lists of persons authorized to return to Chile from exile.”434 

Many artists, writers, and intellectuals—among them Nemesio Antúnez, José Balmes, 

                                                
432 Los Obispos de Chile, “El sufrimiento del exilio,” Mensaje (Santiago) 266 (January-February 1978): 84, 
accessed November 5, 2014, http://www.memoriachilena.cl/602/w3-article-98308.html. All translations 
from this text are my own. The Parisian journal Foi et développement acted as a go-between between both 
parties, sharing the Bishops’ letter with the Chilean exile community and publishing their response to the 
people of Chile. Parts of this were reprinted as “Los problemas del exiliado,” Mensaje (Santiago) 273 
(October 1978): 636-639, accessed November 5, 2014, http://www.memoriachilena.cl/602/w3-article-
98307.html. All translations from this text are my own. According to the editor’s note, the Chileans were 
very moved to have received the Christmas message from the bishops. Their response addresses the 
psychological effects of exile on the self as well as on the family unit. 
433 “Chilean Bishops Ask Government to Study Return of Leftist Exiles,” New York Times, January 8, 1981, 
accessed November 5, 2014, http://www.nytimes.com/1981/01/08/world/chilean-bishops-ask-government-
to-study-return-of-leftist-exiles.html.  
434 Rickard, Brown, and Stepan, Chile: Human Rights and the Plebiscite, 92. 
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and José Donoso—returned during this period, while others remained outside of Chile for 

various reasons. 

As they dispersed throughout the world, writers, filmmakers, intellectuals, and 

artists channeled their energies to the solidarity movements emerging in the communities 

that received these exiled Chileans.435 For example, groups in the Netherlands expressed 

their solidarity with the Chilean populace through posters that condemned the regime and 

advertised cultural events, like a concert by Inti-Illimani (fig. 88). This musical group 

became a powerful symbol for the exile community since they kept “Chile alive,” to cite 

Shayne.436 Literary journals established by Chileans played an important part in these 

efforts. As Memoria Chilena recalls “they sought to reunite the scattering of Chile 

authors, divided throughout the world and maintain a possible, though uncertain, dialogue 

with what happened within Chile.”437 From January 19 to February 18, 1987 various 

Spanish entities (Ministerio de Cultura, Comunidad de Madrid, Instituto de Cooperación 

Iberoamericana, and the Círculo de Bellas Artes), in conjunction with the assistance of 

Chileans like the researcher Paulina Gutiérrez, held the exhibition Chile Vive (Chile 

                                                
435 Part of the Chilean government’s inflexibility when it came to granting amnesty for the exiles was due to 
this participation: “In 1974, the Government banned the return of hundreds of leftists who voluntarily went 
into exile after the 1973 coup in which President Salvador Allende Gossens died. The current President, 
Gen. Augusto Pinochet, said the exiles have waged an anti-Chilean campaign abroad.” (“Chilean Bishops 
Ask Government to Study Return of Leftist Exiles.”) 
436 In her Conclusion, Julie Shayne shares an anecdote about what Inti-Illimani meant to the Chileans living 
in exile in Canada: “Almost thirty-five years after Pinochet’s coup the spirit of the Chilean Left continues 
to permeate the greater Vancouver area. Nearly every person I interviewed for this book, including the 
children who were raised in Vancouver, spoke of Inti-Illimani and their role in keeping Chile alive for them 
while in exile. Not surprisingly, Inti was welcomed back with open arms, ears, and likely tears [when they 
performed in Vancouver on October 17, 2007].” (They Used to Call Us Witches, 208.)  
437 “Literatura chilena en el exilio (1973-1985),” Memoria Chilena, Biblioteca Nacional de Chile, accessed 
October 9, 2014, http://www.memoriachilena.cl/602/w3-article-3555.html. All translations from this text 
are my own. 
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Lives) in Madrid. To fulfill the aspirations of the exhibition title, the Spanish Minister of 

Culture Javier Solana noted that the show was meant to reaffirm Chilean cultural life,  

To communicate the cultural process in Chile today. The first caveat is 
 apparently elemental and, nonetheless, necessary: culture exists, there’s 
 creation and this creation is the testimony of an unextinguished vitality, 
 though it is conditioned by the [current] political and administrative 
 circumstance.438 

 
Chile Vive sought to bring Chilean photographers, architects, painting, sculpture, 

literature, and media to the attention of the world in order to affirm the country’s 

existence and persistence. This is especially poignant given that, in the opinion of the 

Spanish newspaper El País, this was “the most significant exhibition of Chilean cultural 

expression that has left the Latin American country during the dictatorship.”439 

The drive to establish networks and keep Chileans connected was a common goal 

across the exiled cultural community. As Edwards reminds us, “during a initial period, 

communication between people in exile and those in the interior were altered, 

complicated by mutual recriminations, by all kinds of sensibilities.”440 By maintaining 

these connections, these personages kept Chile alive despite the regime’s repression.  

Thus, Chileans in Chile as well as those abroad were working to keep culture 

alive; and by extension, to not let Chile be forgotten. Through the maps in the 1982 

exhibition at the Museo de Bellas Artes, which underscored Chile’s place in the world, 

the School of Valparaíso was also part of this effort. As I noted in Chapter 4, the School 

did not communicate an overtly political or critical agenda through these maps. Instead 
                                                
438 Javier Solana, “Foreword,” in Chile Vive, vii. All translations from this text are my own. 
439 “‘Chile vive,’ un mes en el Circulo de Bellas Artes,” El País, January 20, 1987. All translations from 
this text are my own.  
440 Edwards, “Después del Silencio,” 23. 
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these renderings reflected the School’s rhetoric about American unity. An important 

strain within their discourse was literally mapping Chile’s presence in the world.  

With the 1984 travesías the School brings this rhetoric out into the world. The 

Chilean faculty and students interacted with locals in remote parts of Chile and Argentina 

as well as urbanized areas of Bolivia and Brazil. In this regard they acted as “soft power” 

ambassadors; instead of exerting the bellicose stance typical of “hard power” they 

approached their travesía hosts through poetry and obras. The School of Valparaíso's 

“soft power” approach is a notable gesture since all the countries they visited in 1984 

(Argentina, Bolivia, and Brazil) had participated in Operación Condor. This was a 

program, coordinated among six governments in the Southern Cone, to track down 

political dissidents who had fled their home countries and kidnap, murder, or have them 

disappeared. One of the most infamous attacks took place in Buenos Aires, Argentina 

when a car bomb planted by agents of Operación Condor killed Carlos Prats, the 

Commander-in-Chief of Allende’s army, and his wife.441 Thus, in the preceding decade 

these governments had collaborated to carry out sinister deeds upon each other’s citizens. 

With the travesías, the School proposes another type of collaborative work, something 

that counters the nefarious turn Operación Condor took American unity. In 1984 the 

School of Valparaíso embraced the task of disseminating their philosophy one village at a 

time, and thus began sowing goodwill among these nations. Thus, the travesías were part 

of the efforts to keep Chile alive, and under a positive light, in the hearts and minds of 

                                                
441 For further reading on Operación Condor see J. Patrice McSherry, “Tracking the Origins of a State of 
Terror Network,” Latin American Perspectives 29, no. 1 (January 2002): 38-60. 
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people around the world. Moreover, since the travesías signified face-to-face encounters 

these journeys maintained Chile’s presence on the world stage in a palpable manner. As 

the maps from the 1982 MNBA exhibition endeavored to map Chile’s presence in the 

world, the travesías reinforced this position through obras and poetic acts.  

The very act of venturing to forgotten parts of Chile and beyond was also notable 

given the travel restrictions, which did not affect the faculty or students at the School of 

Valparaíso. Though the journeys differ in many respects (ability to travel and ability to 

go home), during the travesía and in exile the traveler is a foreigner, someone in need of 

hospitality to recall Derrida’s lectures. In this regard, were the travesía participants 

paralleling and thus drawing attention to the exile experience of their compatriots? Even 

if this was not their aim, it is remarkable to consider Amereida I within this context of 

exiled Chileans. For example, before returning to Chile from exile the writer Alfonso 

Alcalde wandered the world with his family in search of a home:  

The first stop was Bucharest, Romania, a period that translated into 
complete literary infertility. But rich as a life experience. […] ‘We became 
acquainted with the Holy City and peregrinated through it; in Tel Aviv I 
was able to edit a special edition of Así trabajo yo in Spanish […] But we 
also experienced the depths of expulsion, what it means to die within life. 
The youngest of my children, who spoke Romanian and Hebrew, could 
only communicate with his brother. For them Chile was a remote 
reference, a distant, over there.’”442 
 

Alcalde, like many other Chileans, recreated the journey of Aeneas, who was also in 

exile. Less than twenty years after its publication it is curious, if not prescient, that the 

                                                
442 Luisa Ulibarri, “Alfonso Alcalde: De vuelta a casa,” Ercilla (Santiago), October 3, 1979, 46, accessed 
November 5, 2014, http://www.memoriachilena.cl/602/w3-article-83417.html. All translations from this 
text are my own. 
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key issues of Amereida I (exile, wandering, isolation, etc.) should echo the realities many 

Chileans were facing.443 

The freedom of movement the School of Valparaíso enjoyed enabled them to 

formalize the pedagogical travesías. Since 1984, the School has traveled on over 150 

journeys and in this practice they have converted the travesías into a pilgrimage. The 

School’s journeys are projects with many tentacles; approaching the travesías with the 

lens of pilgrimage is one way of “slicing into” a complex topic. For example, the manner 

in which their ethos of “volver a no saber” is exercised and the greater rewards of these 

journeys (“aunar vida, trabajo y estudio”; demystify the Interior Sea by mapping it) relate 

to pilgrimage practice. 

Though the School of Valparaíso does not refer to the travesías as pilgrimages, 

there are many elements of this ancient practice at work. To begin with, since the 

planning of the first travesía in 1965 the School has projected the Interior Sea as a sacred 

place for which they must undertake an arduous journey. Indeed, Iommi was prompted to 

craft the philosophy of Amereida because he felt the continent lacked an origin story. His 

solution was to venture into the forgotten regions of South America, located in the center 

of the continent. Iommi’s reverence for this kind of travel parallels the call pilgrims hear 

according to Victor and Edith Turner:  

While monastic contemplatives and mystics could daily make interior 
salvific journeys, those in the world had to exteriorize theirs in the 

                                                
443 The topic of exile has been present in Chilean culture throughout the twentieth century. In 1948, Pablo 
Neruda went into hiding (i.e. an internal exile) due to his protest against President González Videla. He 
snuck out of Chile two years later, living in exile in Europe until returning to Chile in 1952. During this 
four-year span Neruda wrote and published Canto General. Many of the reflections regarding Pinochet-era 
exile include references to Neruda.  
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infrequent adventure of pilgrimage. For the majority, pilgrimage was the 
great liminal experience of the religious life. If mysticism is an interior 
pilgrimage, pilgrimage is exteriorized mysticism.444 
 

As pilgrims took a physical leave from their daily lives, they ventured into the unknown. 

This was a harrowing experience since for most pilgrims endeavoring on journeys during 

the Middle Ages this was the first time they left their homes. Nonetheless, as the Turners 

note, this separation afforded them a new outlook: 

Religious images strike him, in these novel circumstances, as perhaps they 
have never done before, even though he may have seen very similar 
objects in his parish church almost every day of his life. The innocence of 
the eye is the whole point here, the “cleansing of the doors of perception.” 
Pilgrims have often written of the “transformative” effect on them of 
approaching the final altar or the holy grotto at the end of the way.445 
 

The pilgrim’s intrepid willingness to travel into the unknown for personal and spiritual 

awakening is rewarded when he finally reaches “the final altar or the holy grotto.” Yet 

the entire journey is rewarding, especially since the act of traveling enables the pilgrim to 

“cleanse” his perception and thus arrive at the shrine with “the innocence of the eye.” For 

the School of Valparaíso, the entire Interior Sea serves as their shrine and with the 

travesías they dutifully return to her every year. This experience of journeying affords a 

similar cleansing opportunity, in line with the School’s philosophy of “volver a no 

saber.” As I outlined in Chapter 1 the School approaches their projects with this spirit of 

unlearning and learning. This ethos works especially well when faculty take their 

students beyond the confines of the School’s campus, whether to wander through the 

                                                
444 Victor Turner and Edith Turner, Image and Pilgrimage in Christian Culture (New York: Columbia 
University Press, 1978), 6-7. 
445 Ibid., 11. 
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streets of Valparaíso or farther away at a travesía site. The School of Valparaíso 

fundamentally believes that travel will impart experience and knowledge, and thus feed 

the idea of “volver a no saber.” 

The break from quotidian life that occurs during a pilgrimage also carries a 

temporal aspect. For Victor and Edith Turner, pilgrimages embodied the concept of 

liminality, in terms of space, time, and for the pilgrim himself, who “passes through a 

realm or dimension that has few or none of the attributes of the past or coming state, he is 

betwixt and between all familiar lines of classification.”446 In terms of temporal 

experience, a pilgrimage is a special time apart from daily life. But quotidian life 

nevertheless creeps in since—to cite the Turners— a service industry inevitably emerges 

to support the sublime experience of the pilgrims:  

We are dealing with something analogous to an organism-environment 
field: here the “organism” comprises all the sacred aspects of the 
pilgrimage, its religious goals, personnel, relationships, rituals, values and 
value-orientations, rules and customs; while the “environment” is the 
network of mundane “servicing mechanisms”—markets, hospices, 
hospitals, military supports, legal devices (such as passports), systems of 
communication and transportation, and so on.447 
 

In this passage the Turners outline how the social structures that frame the pilgrim’s life 

are duplicated on the road; after all, it is not as if these pilgrims are traveling into the 

untamed wilderness. Therefore all the social structures (political boundaries, passport 

checks, changing currency) are still active during the liminal phase. Moreover, as 

pilgrims seek a spiritually transformative experience, their earthly needs—food, shelter, 

                                                
446 Turner and Turner, Image and Pilgrimage in Christian Culture, 2. 
447 Ibid., 22. 
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etc.—must also be addressed. As I have noted throughout this chapter, the search for 

hospitality was one of the driving engines during the 1984 travesías. Indeed, in the 

original travesía the participants were especially dependent on the generosity of strangers 

as they experienced car trouble, sought lodging, found themselves at the mercy of border 

officials, etc. Perhaps because of the 1965 Travesía Amereida, the School infused the 

pedagogical travesías with a sense of mutual hospitality: if one gives kindness, it will be 

reciprocated. In this manner, the landmarks the 1984 travesías set up throughout the 

Interior Sea are sites created by pilgrims for pilgrims. As noted in Amereida Travesías 

1984 a 1988 these sites are places for respite, to “dar cabida” (accommodate) or 

“consolar” (console) the weary.448 Thus, the practice of establishing obras—in varying 

stages of upkeep, conception, deterioration, and disassembly—throughout this region 

supports the travesía’s practice as a pilgrimage. By plotting this forgotten part of South 

America with obras, the School entices travelers. 

Even if the journey into the unknown contains familiar social structures it is 

remarkable, nonetheless, that the sacred and mundane should coexist. Perhaps during this 

liminal phase, the mundane becomes less so. This echoes how, during a travesía, ordinary 

chores of daily life become extraordinary. In Chapter 1 I noted how the students drafted a 

work schedule for cooking and cleaning and thus had to split their time between these 

duties and completing their obras. As stated in Amereida Travesías 1984 a 1988, on a 

travesía “everything must be realized, thus there are no minor jobs; to study, to work on 

                                                
448 The authors of Amereida Travesías 1984 a 1988 note how the word “suelo” alludes to the term 
“console”: “The American land is waiting to be opened and to be made a suelo, to be “consuele” 
(consoled), through these works” (117). 
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the obra, to cook, to sweep are all part of the enterprise.”449 This regimented schedule 

makes sharing a space easier among dozens of people, to be sure. But it also allows the 

team to work efficiently and leave time to build, sketch, perform poetic acts, and wander 

through the wilderness. In this respect, the School occupies ordinary and extraordinary 

time during the travesía, thus echoing the experience of LAAW’s participants:  

We don’t just look at sites; we enter into them. […] We lie on the floor of 
Roden Crater to allow changes in the shape and color of the sky to enter 
our minds and bodies. LAND ARTS connects these elements of our 
itinerary with the repetitive actions of our daily life. We work in response 
to both. Hauling water, making food, and cleaning the body; drawing in 
the smells and sounds of the land; we imprint these activities in our 
muscles and stiffen our bones sleeping on rocky ground.450 
 

Through the lens of LAAW, we can appreciate how the mundane chores of a travesía are 

part of a bigger picture: every task truly matters because it serves the moment of the 

journey. The way these chores become part of the travesía puts them within the realm of 

rituals. Indeed, there is a set of rituals—creative and domestic— that every travesía 

follows (planning checklist, when poetic acts take place, etc.) 

One of the most profound outcomes to emerge from this state of liminality is the 

spirit of communitas, the social relationship among people during the liminal stage. For 

Victor Turner it is distinct from "community" because it underscores the sacredness of 

what takes place during the rites de passage. Beyond this ritual, the search for 

communitas is apparent among pilgrims and tourists alike according to the Turners:  

As we hinted earlier, a tourist is half a pilgrim, if a pilgrim is half a tourist. 
Even when people bury themselves in anonymous crowds on beaches, 

                                                
449 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 144. 
450 Gilbert and Taylor, Land Arts of the American West, 5. 
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they are seeking an almost sacred, often symbolic, mode of communitas, 
generally unavailable to them in the structured life of the office, the shop 
floor, or the mine.451 
 

Communitas is very much alive during a travesía given how the School of Valparaíso 

fosters the union of life, work, and study on these journeys. The following passage from 

the Turners underscores this connection: 

[Pilgrimage as a] movement from a mundane center to a sacred 
 periphery which suddenly, transiently, becomes central for the individual,  
 an axis mundi of faith; movement itself, a symbol of communitas, which 
 changes with time, as against stasis, which represents structure.452 

 
As outlined in Chapter 1, one of the ways the School of Valparaíso exercised the concept 

of “volver a no saber” was through their own version of Gesamtkunstwerk. The School 

had great success putting into practice their philosophy of  “aunar vida, trabajo y estudio” 

(unite life, work, and study) at the Open City.453 The 1984 travesías afforded the faculty 

the opportunity to realize a mobile version of this ethos. Though students participated in 

numerous academic and non-academic activities at the Open City, they did not live there. 

Thus, on the travesía students could finally experience this union of life, work, and study.  

One of the most time-consuming aspects of this communal life was its very 

maintenance, notably in the space the group shared. In some instances, the participants 

had a building they could stay in, as in the case of Santa Cruz de la Sierra. Most of the 

time they were camping. It was also common on a single trip to have formal lodging 

during one leg of the trip, and then camp on the following leg. Thus, the travesía team 

                                                
451 Turner and Turner, Image and Pilgrimage in Christian Culture, 20. 
452 Ibid., 34-35. 
453 Iommi, “De la reforma,” 4. 
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had to be prepared for everything: materials for the obra, foodstuffs and kitchen 

equipment, and the personal gear for each participant. They also had to prepare for 

working at the site, a task that fell upon the faculty and students from Object Design: 

“Here is the first dilemma for the Designers: objects that must appear before the 

weather’s inclemency—rain, snow, cold, low temperatures and which must be 

transported to places with difficult access.”454 In most cases these “objects” entailed the 

work and living quarters for the travesía. During the travesía to Cape Froward, for 

example, the Object Design students set up the Froward Classroom: a large tent where 

the travesía team could be protected from the elements while they worked (fig. 43). The 

tent was devised in Viña del Mar, taking into account how it would be transported and 

mounted, and most importantly, withstand the infamous winds of Cape Froward. For 

many travesías the School developed the practice of building classroom tents. This tent 

was a space for the team to work. But, as noted in Amereida Travesías 1984 a 1988, it 

was also a hub for the participants to gather in: 

In order to constitute this unit of the Travesías, we brought a schoolroom. 
A schoolroom in the manner of our rooms, a white space awaiting its 
“here and now” of every moment: it is a room for classes, dining, cooking, 
exhibition space, work space, celebration space. It is also the place of 
protection against rain and storms.455 
 

On some travesías, this communal workspace is also the living space. For the travesía I 

participated in, the Parish Hall was where we slept, ate, held meetings, hung out, and, for 

                                                
454 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 143.  
455 Ibid., 144.  
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the students, worked on their plans.456 Thus, the lodging area on a travesía becomes a 

space where life, work, and study commingle. 

SECTION F: CONCLUSION  

Since 1984, the School of Valparaíso has traveled to nearly every country in 

South America on their travesías. The School has crafted a new map of the continent 

through these journeys, as evident in the map from the travesía database (fig. 64). Over 

one hundred and fifty red flags mark where the School has traveled, and thus, where the 

travesía teams have elaborated poetic acts and obras. By clicking on a marker, the viewer 

accesses the documentary material (basic information, photographs, video, etc.) for that 

particular travesía. Thus, as an interactive map the School’s new rendering of the 

continent provides an unprecedented experience of these journeys.  

Though many of the red markers appear in the Interior Sea, it is clear there are 

many parts of the continent left to be explored. From the outset, the 1984 travesía teams 

knew their journeys did not end with the conclusion of the travesía itself. This is in 

contrast to Claudio Girola’s sentiments during the 1965 trip when he formally announced 

the end of that journey: “The travesía of Amereida has ended. Now we travel but not in 

travesía."457 By contrast, the participants of the first season of the pedagogic travesías 

sensed that they were on the threshold of a project that had only just begun. Recalling the 

experience of traveling by bus during the Travesía Ovalle-Santa Cruz de la Sierra the 

authors of Amereida Travesías 1984 a 1988 note: 
                                                
456 For more on the 2013 Travesía Cochrane, see Appendix G. 
457 Girola, Amereida: Bitácora de la Travesía, 43. 
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What we see through that window is the American continent/ within this 
sojourn we are in the American continent/ but that's not all/ the continent 
is also the mass of earth that borders the seas/ this extension isn't visible to 
the naked eye/ it's visible in the abstraction of a plan/ that which is only 
visible in a drawing/ the perimeter of the continent458 
 

In awe of the continent’s enormity, the travelers on the first travesía knew that there was 

more to be seen. And what they themselves could not see would be appreciated on maps 

until a new season of travesías allowed them to visit these unknown places.  

The 2014 academic year represented the 30th season of these journeys. And with 

every travesía the School of Valparaíso fills in more of their travesía database map. For 

Professor Juan Purcell the 1984 travesías were connected “to a question, not just to what 

architecture, a house, or a city [are] but also what is America, what is America’s 

identity?”459 The pedagogic travesías thus respond to Godofredo Iommi’s original goals 

with the Amereida concept, of establishing an epic for South America that persistently 

poses questions about the region’s identity. The obras and poetic acts completed during 

the travesías are part of this dynamic epic, which continues to be written. 

  

                                                
458 Escuela de Arquitectura Universidad Católica de Valparaíso, Amereida Travesías 1984 a 1988, 16.  
459 Purcell discussion with the author. 
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Conclusion 

SECTION A: INTRODUCTION  

Since beginning my research on the School of Valparaíso I have been keen on 

viewing the Southern Cross constellation. One summer I had the opportunity to attend a 

Star Party at the McDonald Observatory near Fort Davis, Texas. Unfortunately, the 

Southern Cross was not visible to those of us in the northern hemisphere at that time. It 

struck me that the sky I was gazing at, with its seemingly infinite amount of stars, was 

only a partial account. As it was for those in the southern hemisphere and other parts of 

the world. Our views are simply snapshots of something so large we can barely fathom it. 

For the final Saturday evening in Cochrane, the travesía team hosted an asado 

(barbecue) to celebrate the project’s conclusion. Earlier in the day, the students had taken 

care of the final details for their obras and Sunday would be dedicated to taking 

photographs and packing. As day passed to night, the students, professors, and guests 

(including myself) sat around the barbecue pit, which was still ablaze. It had been cloudy 

most of the nights in Cochrane, therefore this was the first time I was able to really look 

at the sky. I have never been good at remembering constellations or had the ability to 

discern them in the sky, especially given my poor eyesight. But after months of studying 

the Southern Cross, I knew what I was looking for. It emerged behind a tree, a simple yet 

distinctive design. After spotting the constellation I was overcome by a desire to see it 

unobstructed, away from Cochrane’s telephone lines and rooftops. I assembled a group of 

students to accompany me on the short walk to the Mercado, where their obras lay 
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slumbering. When we arrived, I was convinced that destiny and perhaps the will of the 

founders had led us to that moment. The alignment of the stars when we arrived placed 

the Southern Cross constellation precisely where the Cochrane River intersected with the 

estuary. As we leaned on the various obras we could see the Southern Cross shining 

down on the obra site, over this small corner of the Interior Sea. Indeed, the entire Milky 

Way hovered over our heads, highlighting the immortal path of celestial pilgrims. Within 

that spectacular cluster, the Southern Cross seemed to belong only to us. 

SECTION B: “BUT WHAT ABOUT AMERICA?” 

One of the greatest lessons I have learned from the School of Valparaíso is the 

ability to shift between epic and proximate scales. This is one of their most compelling 

talents and makes it easier to contemplate abstract ideas. During a notable scene in the 

“Amereida” episode (1980) of Godofredo Iommi’s television show A Cadena Perpetua 

the Argentine poet strolls through the Open City, chasing a female muse. With an eerie 

hum floating in between monologues and two characters wandering a stark landscape, the 

film sets a tone of isolation. Seated on top of a sand dune, Iommi ponders essential 

questions about American identity, which are inextricably tied to the peculiar history of 

the New World’s discovery (fig. 34): 

How did we come to make ourselves Americans? How did we come to 
make ourselves? Columbus never arrived to America. He was on his way 
and went to the Indies. And he thought he was in the Indies. People of the 
northern hemisphere discovered us. We will always be sustained by that 
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north, to a predetermined destiny. Or, does America have its own 
orientation?460 
 

With this last question Iommi turns his gaze towards a smaller sand dune. Iommi spots a 

woman dressed in black as she walks through this valley. In response to his questions the 

muse answers: 

To have a destiny is to have a north, a proper orientation. The polar star in 
the northern hemisphere is one, an exact. The same daybreak and twilight. 
But our south does not have a precise star, just the Southern Cross [which] 
makes signs for us. Our own north is the Antarctic south, a unique 
America, united to these other extreme of earth. This is the ghost of 
America, which bursts through, into the world like a gift. America is a 
gift.461 
 

The muse makes her proclamations while making her way through an enormous outline 

of the South American continent (fig. 35). The video clip reduces the epic scale of the 

continent to a rendering on the side of a sand dune. By transferring a two-dimensional 

image of the continent into three-dimensional space, it becomes a critical character within 

this scene. Made even more poignant within the context of the dialogue—as the muse 

ponders the continent’s orientation she is standing towards the tip, thus highlighting the 

outline’s inversion. The muse’s monologue contains many phrases familiar to readers of 

Amereida I and other School of Valparaíso texts: “our own north is the Antarctic south,” 

“America is a gift.” Her monologue is meant to make the choice among Iommi’s two 

options clear: America has its own orientation because it has its own destiny. The muse’s 

proclamation champions a need for something proper, of one’s own.  

                                                
460 Godofredo Iommi, “Amereida,” from A Cadena Perpetua, filmed 1980, Vimeo video, 17:48, posted by 
“e[ad],” 2014, accessed January 19, 2015, http://vimeo.com/73872141. All translations from this video are 
my own. 
461 Ibid. 
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This dissertation began with a simple question posed to Godofredo Iommi—“But 

what about America?” As I noted in the Introduction, this question stuck with Iommi for 

the rest of his life and it drove him to undertake countless activities and projects in order 

to address it. One response to this question was the invention of the Interior Sea; 

essentially, a forgotten region of America that was open for experimentation and for the 

School of Valparaíso to develop an epic proper to the continent. This perception of the 

continent launched a thousand ships, so to speak, in the manner of travesías.  

Thus, over time the momentum became overtaken by a creative impulse to 

construct America. In 1983, Iommi held a lecture at the beginning of the academic year; 

During this talk he reviewed the past 18 years of the School’s history, lingering on the 

Reforma Universitaria, the Taller de América, and the Amereida project. Despite the 

School’s rich history, for Iommi there was still more to be done: 

Before this scene the question re-emerges. Good and for us: How can we 
construct America? I remember it very well, and it’s good for everyone to 
know this because as generations pass these things disappear. The great 
project of Amereida I, the concrete project, beyond establishing the Open 
City, which is a reality, is an event that was there, it was: How can we 
unite Cape Horn with Caracas [?]462  
 

Here Iommi frames the School’s projects—Amereida I, the Open City, the 1965 

Travesía—around the drive to construct America. At this moment in the School’s 

narrative—March 1983—Iommi is restless and considering another way to “unite Cape 

                                                
462 Godofredo Iommi, Hoy me voy a Ocupar de mi Cólera (Viña del Mar: Taller de Investigaciones 
Gráficas, Escuela de Arquitectura UCV, 1983; repr., Viña del Mar: Biblioteca Constel, Archivo Histórico 
José Vial, Escuela de Arquitectura y Diseño, 2010, 
http://wiki.ead.pucv.cl/index.php/Hoy_me_voy_a_Ocupar_de_mi_Cólera), 13. Citations refer to the 
Biblioteca Constel version. My translation. 
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Horn with Caracas,” another gesture to construct America. A year after this lecture, 

Iommi was  summoning the professors from the Talleres to travel on travesías. 

Iommi recalls the 1965 Travesía Amereida during his talk to emphasize the 

difficulties of travel less than two decades prior to the lecture. Perhaps it is the joy an 

older generation takes when discussing the hardships of their youth, but Iommi notes that 

“one of the delightful things about America is that without being at war one travels as if 

one were in an apocalyptic war, incredible, it is easier to travel during a war between 

Germany and France, and cross the border, than it is to cross the border here to 

Bolivia.”463 Nostalgic grumblings aside, Iommi highlights this anecdote in order to issue a 

more important one: 

In the midst of this debate, Alberto proposed something that until today 
has stayed like a star whose light has yet to arrive to earth. “It is not a path 
what we call a path.” The question, then, emerges easily, what is? Oh, if 
only I knew! But how many how many are willing to give their lives for  
it!?! Because here it’s not an issue of saying: “I have a good idea.” I am 
going to respond: in eighteen years, no one.464 
 

As I noted in my discussion of Amereida I, the authors of the poem celebrated wordplay 

like “the path is not the path.” Therefore it is not surprising that Iommi should cite 

Alberto Cruz stating a variation of that earlier phrase; especially since both Iommi and 

Cruz were among the authors of Amereida I. In lieu of attempting to decipher the phrase 

or answer the question that follows, it is helpful to think of what “it is not a path what we 

call a path” proposes. Namely, how this negation compels one to consider a larger 

vantage point. For the School of Valparaíso, what they were endeavoring to establish was 

                                                
463 Iommi, Hoy me voy a Ocupar de mi Cólera, 13. 
464 Ibid. 
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no mere path but something else, something greater; theirs was an effort to construct 

America. Of course, an actual path through the Interior Sea emerges due to the School’s 

efforts, as I outlined in my discussion of the pedagogic travesías. But we can step back 

and appreciate how the path is an ongoing affair, like “volver a no saber.” This path is the 

course the founders took in 1952 when they revived the PUCV’s architecture school. 

SECTION C: DISSERTATION SUMMARY 

In addition to “volver a no saber,” I have relied on several key words and phrases 

throughout this dissertation, peppering them throughout the narrative in support of the 

overriding theme: the School of Valparaíso visualizing America. These key words and 

phrases circulate in three categories, with some overlap: activities, objects, and concepts. 

In order to better understand the central activity under analysis—the travesía—it was 

essential to map the School’s activities. These include the phalènes, working 

collaboratively, and  sharing a communal life. Other activities are more abstract—

hospitality, pilgrimage, side-stepping mainstream architectural practice. As an 

architecture and design program it is expected that the School of Valparaíso should be 

invested in making objects. Indeed their material output usually matches their written 

works in terms of quantity and quality; the very fact that students had the opportunity to 

build a three-dimensional structure during not one but five travesías was especially 

remarkable since—according to Mary Anne Steane, who accompanied the Travesía 

Cochrane—architecture and design students rarely build anything of that scale. Yet 

within this flurry of activity it is important to highlight unique qualities to these objects: 
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for example, travesía obras are meant to function as landmarks while simultaneously 

being constructed with an ephemeral destiny. As they enter the world as signposts for 

travelers these travesía obras are also offered as gifts to local communities that are 

willing to receive them.  

In addition to these tangible objects there are several entities that have a physical 

composition, yet are of such an epic size that they mostly exist as concepts. Such entities 

include the South American continent, the Interior Sea, the Southern Cross constellation, 

and the Pacific Ocean. With these bodies of water, land, and outer space the School’s 

rhetoric is able to reach out to the infinite, thus setting no limits to their collective 

imagination. Along this vein of abstract thought are three concepts that have shaped this 

dissertation: the School’s “volver a no saber” and “ha lugar”; and Umberto Eco’s the 

open work. The first idea forms the core of the School’s pedagogical philosophy while 

the second guides the School’s building ethos. Both ideas—“volver a no saber” and “ha 

lugar”—project a blank slate upon which the School can fashion their own knowledge 

reservoir and sense of place, respectively. Eco’s “open work” has been an invaluable tool 

for me since, with a seemingly tireless flexibility, I was able to apply it to Amereida I, the 

travesías, and the Open City.  

All of these key words and phrases, in addition to numerous others, worked in 

concert to tell the story of the School of Valparaíso visualization of America. This 

process was born during a lecture in Germany, took a physical form during the 1965 

travesía, and became documented during the writing of the epic poem Amereida I. For 

several years the School’s perception of America was adjusted and further elaborated 
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through poems, essays, and drawings gaining public attention during two exhibitions in 

1972 and 1982. Nearing the twentieth anniversary of the first travesía, the School’s 

founders felt the time was ripe for a return to the wilderness, and thus a return to the 

physical manifestation of these visualizations of America. As Iommi’s earlier 

proclamations emphasize this visualization process was indeed a construction, something 

that was pieced together and built upon over decades of conversation, experimentation, 

and inquiry. As its origins dictate, the School of Valparaíso’s visualization of America is 

meant to shift between the page and our three-dimensional world. This topic keeps the 

School faculty and students on a permanent journey between the classroom and the field 

of the Interior Sea so that they can continuously redraw their map of South America.  

SECTION D: LOOKING TO THE FUTURE 

Though this dissertation is coming to a close, it is only the beginning for 

scholarship on the School of Valparaíso. The School was featured in a recent exhibition 

at the Museo Experimental El Eco in Mexico City. ‘Nuestro desconocido, nuestro caos, 

nuestro mar’. Escuela de Valparaíso y su pedagogía de juego (‘Our Unknown, Our 

Chaos, Our Sea’ Escuela de Valparaíso and its Pedagogy of Play) was curated by María 

Berríos. In this show Berríos displayed an array of archival materials—sketches, 

photographs, news clippings, and audiovisual material—to highlight the intersection of 

poetry, pedagogy, and the School’s penchant for performative acts. An upcoming 

exhibition at the Museum of Modern Art (MoMA) in New York City will also feature the 

School of Valparaíso, introducing the School to perhaps the largest English-speaking 
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audience to date. With Latin America in Construction: Architecture 1955-1980 MoMA 

returns to the architecture of this region, picking up where their 1955 show left off. 

I hope this dissertation fills in gaps in current scholarship, as outlined in the 

Introduction. In this way future scholars have a foundation off which to work, be it on the 

travesías, Amereida I, or the School’s overall perception of the continent. The School of 

Valparaíso presents such a rich case study that there are many paths for future research. 

For example, examining the School’s activities through the lens of hospitality would be a 

great contribution to the work Professor Patricio Cáraves broached in his dissertation, 

“La Ciudad Abierta de Amereida: Arquitectura desde la Hospitalidad” (Universidad 

Politécnica de Cataluña, 2007). Though I touch upon hospitality in some sections of this 

dissertation, it is conjunction with the concept of the gift. This latter concept plays a 

larger role in my dissertation because it is more connected to the material exchange of the 

travesía. The School would benefit from an analysis of its hospitality practices (the 

lodges at the Open City, tradition of receiving guests, etc.) especially from the point of 

view of power dynamics. This will uncover the degree to which the visitor is made part 

of the collective or remains an outsider. It will also help scholars better understand the 

goals of the School’s brand of hospitality, especially as it relates to their architectural 

pedagogy, their version of communal living, the travesías, etc. 

Future scholarship could trace the School’s history through other themes: the use 

of Amereida I; exhibition design and production; Godofredo Iommi’s extracurricular 

activities (texts, theatrical performances, television show, etc.) As I noted in the 

Introduction, studying the School of Valparaíso is an embarrassment of riches in terms of 
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material; nevertheless, it is critical to make a reasonable “slice” into this content and the 

aforementioned themes are good starts. Another worthwhile path is developing the early 

years of the School’s history (1952-1965), dwelling on how the School’s activities related 

to contemporaneous projects (exhibitions of concrete art in Viña del Mar that featured 

Alfredo Hlito, Tomás Maldonado, and other artists; the Quebrantahuesos’s activities in 

Santiago). 

There are two points that I especially want the reader to walk away with and for 

future scholars to contemplate. The first is the veil of mystery shrouding the School of 

Valparaíso, born from a circular rhetoric and the School’s enigmatic character. Just as the 

School faculty encourage working en ronda (in a circle) their discussions also tend to 

move in this manner. The typical faculty member will spend their collegiate, graduate, 

and post-graduate career immersed in the School. As I noted throughout the dissertation 

this translates into a considerable amount of written material and participation in 

activities. Yet it also implies a significant amount of discussion and collaboration among 

the faculty. And after dozens of years of the same rhetoric being circulated it should not 

be surprising that a language proper to the School of Valparaíso emerges. This is not to 

imply that the School faculty and students are closed off from the world; one of the goals 

of this dissertation was to demonstrate the School’s efforts to connect with the outside. 

Yet, my analysis shows that as the School reaches out they hold fast to their ideals. And 

when 60 years of professors and students share those ideals it strengthens the School’s 

resolve. Therefore as the rhetoric moves in a circle within the School of Valparaíso, it 

supports the School’s intellectual autonomy and allows the faculty and students to live 
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their mission. As long as the professors inhabit the Open City, the library contains all the 

references they could ever need, and they maintain the goals of the founders alive, the 

School has the freedom to remain in their world as long as they wish. 

Even within this atmosphere of circularity, which can seem like interacting with a 

mirror that always reflects similar thoughts, the School maintains an air of secrecy. As I 

have noted throughout this dissertation, the School of Valparaíso’s enigmatic character is 

well known among those who have attempted to find out more about the School. Yet 

mysteries remain even for those who have made it to the other side. After everything I 

have read and all the time I have dedicated to studying them the School of Valparaíso 

retains secrets that I will probably never uncover. As a researcher this is a position I 

accept because I never expected to know everything about them. However, I also believe 

that the School is an enigma for the professors themselves. There is a strong oral tradition 

within the School, which is aided in large part to the pseudo-dynasty established by 

marriage among the founders’ children and professors, as well as the alumni-only 

teaching body. Nevertheless, with every generation the aura of secrecy surrounding the 

founders becomes more pronounced. For example, some younger faculty are fixated on 

who knew Godofredo Iommi in person versus who only know him through photographs, 

audio, and stories. This is presumably because the former group were the last generation 

to have shared time with Iommi. Nonetheless, it is an interesting way to tell and partition 

their own history since there will inevitably be generations that never knew any of the 

founders in person and can only “know” them through other means. Does this mean that 

the founders will become enigmatic figures? Not necessarily; they will simply become 
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historical and thus join the legion of personages that are important yet removed from 

daily life. What will produce an air of enigma is the divide between those who knew the 

founders versus those who did not. 

Regardless of this degree of knowingness, the march of time highlights a palpable 

truth about the School of Valparaíso: during a set period (usually one’s entire adulthood) 

faculty and students are merely custodians of what the founders established. They keep 

the School running and uphold the original mission from 1952. Here we touch upon the 

second point I want to emphasize regarding the School of Valparaíso: their remarkable 

continuity in time. The School has outlived most of its contemporary collectives that I 

have cited throughout this dissertation as examples of simultaneity: Archigram (1961-

1974), Superstudio (1966-1978), and C.A.D.A. (1979-1985), to name a few. Of course 

one could argue that these groups were not formed with the goal of permanence but to 

spark change within their respective disciplines (in the case of Archigram and 

Superstudio) or highlight life under Pinochet’s regime (in the case of C.A.D.A.). Most of 

the architectural projects that constitute Beatriz Colomina’s “Radical Pedagogies” 

initiative had similarly short bursts of activity: the Texas Rangers at the University of 

Texas at Austin’s School of Architecture (1951-1958); Italian Radicals’s Global Tools 

Project (1973-1975); Joseph Rykwert and Dalibor Vesely’s time at the University of 

Essex (1968-78). For Colomina and her team the end of these projects was all but 

inevitable: 

With a typically short lifespan, these diverse experiments often found one 
of the following ends: abandonment or dissolution; assimilation into a 
generic mainstream education; or termination due to financial and/or 
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political constraints. Many radical pedagogies trace an arc typical to 
avant-garde practices, from radicality to conventionality, from subversion 
to institutionalisation. And yet much of the discipline’s strength came 
from these experiments. They affected the institutions that swallowed 
them up and they lie within the discipline, waiting to be reawakened by 
another generation, like a dormant virus or a monster in a horror film.465 
 

Here Colomina and company touch upon key points for our current discussion: the 

lifespan and fate of avant-garde practices. In terms of longevity, neither the historical 

avant-garde nor subsequent versions of the neo-avant-garde aspired to or achieved 

permanence. With their sights set on present action the question of establishing 

something enduring was simply not pressing for most of these artists. In cases where 

establishing a long-term project was indeed a goal fate had other plans.  For example, the 

Nazis forced the Bauhaus to move and eventually halt its activities in Germany. This put 

an abrupt end to a school that could have enjoyed many more years of creative activity 

beyond its brief run (1919-1933). Nevertheless, the Bauhaus remains one of the most 

influential schools of architecture and applied arts from the twentieth century. As key 

figures from the Bauhaus scattered to the U.S. they highlight how the New World became 

the new site for experimentation for those fleeing Europe. Indeed many utopias dreamed 

up in the Old World found their destiny in the New: the modernist capital was realized 

not in Europe but in the center of South America. 

Returning to Colomina’s statement, in terms of fate the passage presents a bleak 

picture of “conventionality” and “institutionalisation” for the architectural projects 

exercising radical pedagogies. Given the stereotypes that exist through today regarding 

                                                
465 Colomina, Choi, González Galán, and Meister, “Radical Pedagogies in Architectural Education,” 81. 
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the School of Valparaíso, I do not believe they need to fear “conventionality.” As I have 

noted throughout this dissertation, the School has a unique relationship to institutions  

and their unique laboratory at the Open City allows them to practice their intellectual 

autonomy. Though Colomina and her team included the School of Valparaíso among 

their list of projects, they curiously omit the School’s lifespan; perhaps because it would 

raise questions that would threaten the essay’s cohesion.  

Nevertheless, the School’s longevity cannot be suppressed especially because 

they continue to operate. The fact that there is a School of Architecture and Design 

currently in place at the Pontificia Universidad Católica de Valparaíso is not remarkable 

in itself. What is remarkable is that since its rebirth, the PUCV’s School of Architecture 

and Design should continue to exercise the “radical pedagogy” (and accompanying 

activities) that the founders laid out over 60 years ago. These two characteristics—the 

circular rhetoric and their continuity in time—are at the heart of the School’s legacy and 

protect the project from the potency of critics and stereotypes. With these two 

characteristics in place they School of Valparaíso is at liberty to meet the future.  
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Figure 1: Creative act en route to Puerto Natales (Chile), July 31, 1965. Travesía 
Amereida. Courtesy of the Archivo Histórico José Vial Armstrong. 
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Figure 2: Creative act in Espora (Chile), August 8, 1965. Travesía Amereida. Courtesy of 
the Archivo Histórico José Vial Armstrong. 

 

 

Figure 3: Creative act in Espora (Chile), August 8, 1965. Travesía Amereida. Courtesy of 
the Archivo Histórico José Vial Armstrong. 
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Figure 4: Creative act en route to Comodoro Rivadavia (Argentina), August 14, 1965. 
Travesía Amereida. Courtesy of the Archivo Histórico José Vial Armstrong. 

 

 

Figure 5: Creative act en route to Comodoro Rivadavia (Argentina), August 14, 1965. 
Travesía Amereida. Courtesy of the Archivo Histórico José Vial Armstrong. 
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Figure 6: Creative act en route to Comodoro Rivadavia (Argentina), August 14, 1965. 
Travesía Amereida. Courtesy of the Archivo Histórico José Vial Armstrong. 

 

Figure 7: Creative act en route to Comodoro Rivadavia (Argentina), August 14, 1965. 
Travesía Amereida. Courtesy of the Archivo Histórico José Vial Armstrong. 
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Figure 8: Creative act in Puelches (Argentina), August 28, 1965. Travesía Amereida. 
Courtesy of the Archivo Histórico José Vial Armstrong. 

 

 

 

Figure 9: Creative act in Puelches (Argentina), August 28, 1965. Travesía Amereida. 
Courtesy of the Archivo Histórico José Vial Armstrong. 
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Figure 10: Creative act in Puelches (Argentina), August 28, 1965. Travesía Amereida. 
Courtesy of the Archivo Histórico José Vial Armstrong. 

 

 

Figure 11: Creative act in Santiago del Estero (Argentina), September 5, 1965. Travesía 
Amereida. Courtesy of the Archivo Histórico José Vial Armstrong. 
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Figure 12: Drawing of Alberto Alba’s house in Santiago del Estero (Argentina). 
Reprinted from Alberto Cruz, Estudio acerca de la Observación en 

Arquitectura (1982; repr., Viña del Mar: Biblioteca Constel, Archivo 
Histórico José Vial, Escuela de Arquitectura y Diseño, 2011), 79. 

 

Figure 13: Drawing of Alberto Alba’s house in Santiago del Estero (Argentina). 
Reprinted from Alberto Cruz and Bruno Barla, Amereida-Palladio: Carta a 

los arquitectos europeos (Valparaíso: e[ad] Ediciones, Escuela de 
Arquitectura y Diseño / Ediciones Universitarias de Valparaíso, 2004), 58. 
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Figure 14: Phalène Muelle Prat (Prat Pier Phalène), 1966. Valparaíso, Chile. Courtesy of 
the Archivo Histórico José Vial Armstrong. 
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Figure 15: Drawing, page 9, Amereida I, 1967. Reprinted from the third edition, 
Valparaíso: e[ad] Taller de Investigaciones Gráficas, Escuela de 

Arquitectura y Diseño, Pontificia Universidad Católica de Valparaíso, 2003. 
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Figure 16: Prose, page 13, Amereida I, 1967. Reprinted from the third edition, 2003. 



 300 

 

Figure 17: Drawing, page 21, Amereida I, 1967. Reprinted from the third edition, 2003. 
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Figure 18: Drawing, page 29, Amereida I, 1967. Reprinted from the third edition, 2003. 
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Figure 19: Drawing, page 35, Amereida I, 1967. Reprinted from the third edition, 2003. 
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Figure 20: Drawing, page 186, Amereida I, 1967. Reprinted from the third edition, 2003. 
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Figure 21: Drawing, page 187, Amereida I, 1967. Reprinted from the third edition, 2003. 
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Figure 22: Prose, page 189, Amereida I, 1967. Reprinted from the third edition, 2003. 
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Figure 23: Acto de Apertura de los Terrenos, 1971. Open City, Ritoque, Chile. Courtesy 
of the Archivo Histórico José Vial Armstrong. 
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Figure 24: Aerial view of South America, Para una Situación de América Latina. 
Reprinted from Oscar Buttazoni, Manuel Casanueva, Alberto Cruz, et al., 

Fundamentos de la Escuela de Arquitectura Universidad Católica de 
Valparaíso 1971 (1971; repr., Santiago: Memoria Chilena, Biblioteca 

Nacional de Chile, 2013), 30. 
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Figure 25: School of Valparaíso Dymaxion Map, Para una Situación de América Latina. 
Reprinted from Fundamentos de la Escuela de Arquitectura Universidad 
Católica de Valparaíso 1971 (1971; repr., Santiago: Memoria Chilena, 

Biblioteca Nacional de Chile, 2013), 38. 
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Figure 26: “Thesis of Our Own North and the Other Shore of Latin America,” Para una 
Situación de América Latina. Reprinted from Fundamentos de la Escuela de 

Arquitectura Universidad Católica de Valparaíso 1971 (1971; repr., 
Santiago: Memoria Chilena, Biblioteca Nacional de Chile, 2013), 40. 
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Figure 27: View of the Sala Matta. Exposición 20 años Escuela de Arquitectura UCV, 
1972. Museo Nacional de Bellas Artes, Santiago, Chile. Courtesy of the 

Archivo Histórico José Vial Armstrong. 



 311 

 

Figure 28: Chalkboard 40. Exposición 20 años Escuela de Arquitectura UCV, 1972. 
Museo Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 



 312 

 

Figure 29: Chalkboard 43. Exposición 20 años Escuela de Arquitectura UCV, 1972. 
Museo Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 
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Figure 30: Chalkboard 44. Exposición 20 años Escuela de Arquitectura UCV, 1972. 
Museo Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 
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Figure 31: Chalkboards 46 and 47. Exposición 20 años Escuela de Arquitectura UCV, 
1972. Museo Nacional de Bellas Artes, Santiago, Chile. Left: Courtesy of 
the Archivo Histórico José Vial Armstrong. Right: reprinted from Escuela 

de Arquitectura Universidad Católica de Valparaíso, Un trazo de veinte años 
por la arquitectura: Recorrido por el Instituto de Arquitectura y más tarde 
por la Escuela de Arquitectura de la Universidad Católica de Valparaíso 

(Valparaíso: Corporación Cultural Amereida, 1999), CD-ROM. 
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Figure 32: Aerial view of South America, Para un Punto de Vista Latinoamericana del 
Oceáno Pacífico. Reprinted from Escuela de Arquitectura Universidad 

Católica de Valparaíso. Para un punto de vista latinoamericano del Océano 
Pacífico (1973; repr., Patricio Cáraves, “La Ciudad Abierta de Amereida: 

Arquitectura desde la Hospitalidad.” PhD diss., Universidad Politécnica de 
Cataluña, 2007), 140. 

 

Figure 33: Excerpts from Godofredo Iommi, Ocho de enero de mil novecientos setenta y 
seis (Valparaíso: Taller Imprenta Escuela de Arquitectura UCV, 1977). 
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Figure 34: Video still from “Amereida" episode from A Cadena Perpetua, 1980. Screen 
shot from http://vimeo.com/73872141. 

 

 

 

Figure 35: Video still from “Amereida" episode from A Cadena Perpetua, 1980. Screen 
shot from http://vimeo.com/73872141. 
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Figure 36: View of the Sala Matta. Ciudad Abierta y 30 años de la fundación del instituto 
de arquitectura—Universidad Católica de Valparaíso, 1982. Museo 
Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 
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Figure 37: View of the Sala Matta. Ciudad Abierta y 30 años de la fundación del instituto 
de arquitectura—Universidad Católica de Valparaíso, 1982. Museo 
Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 
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Figure 38: View of the Sala Matta. Ciudad Abierta y 30 años de la fundación del instituto 
de arquitectura—Universidad Católica de Valparaíso, 1982. Museo 
Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 
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Figure 39: View of the Sala Matta. Ciudad Abierta y 30 años de la fundación del instituto 
de arquitectura—Universidad Católica de Valparaíso, 1982. Museo 
Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 
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Figure 40: View of the Sala Matta. Ciudad Abierta y 30 años de la fundación del instituto 
de arquitectura—Universidad Católica de Valparaíso, 1982. Museo 
Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 
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Figure 41: View of the Sala Matta. Ciudad Abierta y 30 años de la fundación del instituto 
de arquitectura—Universidad Católica de Valparaíso, 1982. Museo 
Nacional de Bellas Artes, Santiago, Chile. Courtesy of the Archivo 

Histórico José Vial Armstrong. 
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Figure 42: Creative act in Cape Froward (Chile), 1984. Travesía Cabo Froward. Stills 
from “TRA fro 84 - (vhs1) Travesía Froward 1984 (original), Primera 

parte,” via Vimeo. 
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Figure 43: (left) Image of 1984 Travesía Cabo Froward classroom tent. Amereida-
Travesías 1984 a 1988, 142. 

 

Figure 44: Travesía site, San Andrés (Argentina), 1984. Travesía Río Paraná. Courtesy of 
the Archivo Histórico José Vial Armstrong. 



 325 

 

Figure 45: Travesía site, San Andrés (Argentina), 1984. Travesía Río Paraná. Courtesy of 
the Archivo Histórico José Vial Armstrong. 

 

Figure 46: Travesía Ovalle-Santa Cruz map. Amereida, Travesías 1984 a 1988, 19. 
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Figure 47: Travesía site, Ovalle (Chile), 1984. Travesía Ovalle—Santa Cruz. Courtesy of 
the Archivo Histórico José Vial Armstrong. 

 

Figure 48: Travesía obra, Ovalle (Chile), 1984. Travesía Ovalle—Santa Cruz. Courtesy 
of the Archivo Histórico José Vial Armstrong. 
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Figure 49: Travesía obra, Santa Cruz de la Sierra (Bolivia), 1984. Travesía Ovalle—
Santa Cruz. Courtesy of the Archivo Histórico José Vial Armstrong. 

 

Figure 50: Travesía obra, Santa Cruz de la Sierra (Bolivia), 1984. Travesía Ovalle—
Santa Cruz. Courtesy of the Archivo Histórico José Vial Armstrong. 
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Figure 51: Creative act off Robinson Crusoe Island (Chile), 1984. Travesía Isla Robinson 
Crusoe. Courtesy of the Archivo Histórico José Vial Armstrong. 
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Figure 52: Gathering materials, Marudá (Brazil), 1984. Travesía de la Cruz del Sur. 
Courtesy of the Archivo Histórico José Vial Armstrong. 

 

Figure 53: Travesía obra, Marudá (Brazil), 1984. Travesía de la Cruz del Sur. Courtesy of 
the Archivo Histórico José Vial Armstrong. 
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Figure 54: Travesía obra, Marudá (Brazil), 1984. Travesía de la Cruz del Sur. Courtesy of 
the Archivo Histórico José Vial Armstrong. 
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Figure 55: Interior, Casa de los Nombres, 1992. Open City, Ritoque, Chile. Courtesy of 
the Archivo Histórico José Vial Armstrong. 

 

Figure 56: Interior, Casa de los Nombres, 1992. Open City, Ritoque, Chile. Courtesy of 
the Archivo Histórico José Vial Armstrong. 
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Figure 57: Cross-section drawing of the interior, Casa de los Nombres, 1992. Open City, 
Ritoque, Chile. Courtesy of the Archivo Histórico José Vial Armstrong. 

 

 

Figure 58: Detail of the structural system of the slat assembly, Casa de los Nombres, 
1992. Open City, Ritoque, Chile. Courtesy of the Archivo Histórico José 

Vial Armstrong. 
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Figure 59: Remnants of Casa de los Nombres, 2011. Open City, Ritoque, Chile. 
Photograph by the author. 
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Figure 60: Leveling the site, Travesía Cochrane, Cochrane Chile, 2013. Photograph by 
the author. 

 

Figure 61: Breaking ground, Travesía Cochrane, Cochrane Chile, 2013. Photograph by 
the author. 
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Figure 62: Completed obras, Travesía Cochrane, Cochrane Chile, 2013. Photograph by 
the author. 
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Figure 63: Completed obras, post-art attack, Travesía Cochrane, Cochrane Chile, 2013. 
Photograph by the author. 
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Figure 64: Map from Travesías: Bitácora colectiva de las travesías de Amereida 
(http://travesias.ead.pucv.cl). Screen shot taken on January 15, 2015. 
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Figure 65: (top to bottom): Geoglyph panel of 'dancers', Valley of Azapa, commune of 
Arica; geoglyph of Cerro Unita, commune of Pozo Almonte; geoglyph panel 
of Chiza-Suca, commune of Huara. Reprinted from Luis Briones-M., “The 

Geoglyphs of the North Chilean Desert: An Archaeological and Artistic 
Perspective,” in Antiquity 80, no. 307 (2006): 12, 18, and 21. 
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Figure 66: Martin Waldseemuller and Laurent Fries, Orbis Typus Universalis World 
Map, 1522. Courtesy of the University of California, San Diego, via 

ARTstor. 

 

 

Figure 67: Abraham Ortelius, America or the New World, 1570. Courtesy of the Library 
of Congress, via ARTstor. 
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Figure 68: Hessel Gerritsz, Map of North and South America, 1630. Courtesy of the 
Library of Congress, via ARTstor. 

 

 

Figure 69: Georg Christoph Eimmart, Planisphaerium caeleste, 1690. Courtesy of the 
Bibliothèque nationale de France. 
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Figure 70: South America (Physical), 1901. Reprinted from James A. Bowen, Grammar 
School Geography (Chicago: Rand, McNally & Company, 1901), 148. 

Private collection of Roy Winkelman, University of South Florida. 

 

Figure 71: Railways and Economic Regions of South America, 1911. Reprinted from 
Ernest Rhys, ed., A Literary and Historical Atlas of North & South America 

(New York: E.P. Dutton & CO., 1911), 86. Private collection of Roy 
Winkelman, University of South Florida. 
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Figure 72: Joaquín Torres-García, Mapa invertido, 1936. This map was originally 
published in Círculo y cuadrado (Montevideo), May 1936. Reprinted from 
Juan Pablo Dabove and Carlos Jáuregui, “Mapas heterotrópicos de América 

Latina,” in Heterotropias: narrativas de identidad y alteridad 
latinoamericana (Pittsburgh, PA: University of Pittsburgh, Biblioteca de 

América, 2003), 9. 
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Figure 73: Buckminster Fuller, Dymaxion World Map, 1943. Detail from “Zones of 
Temperature Influence History,” in Life (March 1, 1943): 43. 

 

 

Figure 74: Buckminster Fuller and Shoji Sadao, Dymaxion Airocean World, 1952. 
Reprinted from the Buckminster Fuller Institute. 
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Figure 75: Guy Debord, Guide Psychogéographique de Paris: Discours sur les passions 
de l’amour, 1956. Reprinted from Denis Wood, “Lynch Debord: About Two 

Psychogeographies,” in Cartographica 45, no. 3 (2010): 188. 

 

 

Figure 76: Guy Debord and Asger Jorn, The Naked City: Illustration de l’hypothése  [sic] 
des plaques tournantes en psychogeographique [sic], 1957. Reprinted from 

Denis Wood, “Lynch Debord: About Two Psychogeographies,” in 
Cartographica 45, no. 3 (2010): 189. 
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Figure 77: Archigram 1(1961). Reprinted from The Archigram Archival Project. 

 

 

Figure 78: Ken Adam, Drawing for the War Room, Dr. Strangelove, 1962-3. Reworked 
by Ken Adam, 1999. Reprinted from Benet Simon, “‘Celluloid Dreams’: 

The Film Production Designer Ken Adam on Art, Life, Films and 
Exhibitions,” in The British Art Journal 1 no. 2 (Spring 2000): 70. 
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Figure 79: Richard Long, Line Made by Walking, 1967. Courtesy of the University of 
California, San Diego via ARTstor. 
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Figure 80: Superstudio, The Continuous Monument: St. Moritz Revisited, project 
Perspective, 1969. Courtesy of The Museum of Modern Art (MoMA; New 

York, N.Y.), via ARTstor. 
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Figure 81: Juan Pablo Langlois, Cuerpos Blandos, 1969. Courtesy of PortaldeArte.cl. 
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Figure 82: Robert Smithson, Spiral Jetty, 1970. Courtesy of the Foundation for 
Landscape Studies, via ARTstor. 

 

 
 

Figure 83: Hamish Fulton, Eleven Day Walking Journey, 1979. Caption text: Eleven 
notches for an eleven day walking journey from the middle to the north 

coast of Tasmania, March April 1979. Courtesy of the University of 
California, San Diego via ARTstor. 
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Figure 84: Colectivo Acciones de Arte (C.A.D.A.), Para no morir de hambre en el arte, 
1979. Reprinted from The Hemispheric Institute. 
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Figure 85: Colectivo Acciones de Arte (C.A.D.A.), Inversión de escena, 1979. Reprinted 
from The Hemispheric Institute. 
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Figure 86: Colectivo Acciones de Arte (C.A.D.A.), ¡Ay sudamérica!, 1981. Reprinted 
from The Hemispheric Institute. 
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Figure 87: Raúl Zurita, La vida nueva, 1982. Reprinted from “Raúl Zurita: Escritura 
Material,” Artishock, April 4, 2013. 

 

 

Figure 88: Chilean Solidarity posters that condemned the regime and advertised cultural 
events, like a concert by Inti-Illimani (left: 1980; right: 1984). Reprinted 

from the International Institute of Social History. 
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Figure 89: Mario Irarrázabal, Mano de desierto, 1992. Reprinted from “Su Obra y 
Percepción: 1981-2000,” Mario Irarrázabal. 

 

 

Figure 90: Raúl Zurita, Ni pena ni miedo, 1993. Reprinted from “Raúl Zurita: Escritura 
Material,” Artishock, April 4, 2013. 
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Figure 91: The Rural Studio, Corrugated Cardboard Pod, 2001. Reprinted from the Rural 
Studio website. 

 

 

Figure 92: Esteban Hinojosa, Corona. Installed on September 5, 2002. Reprinted from 
Bill Gilbert and Chris Taylor, Land Arts of the American West (Austin, TX: 

University of Texas Press, 2009), 9-10. 
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Figure 93: WAAC students working on a coffee bar for their common area, ca. 2012. 
Reprinted from Jonathan Foote, “Design-Build :: Build-Design,” in Journal 

of Architectural Education  65, no. 2 (March 2012): 54. 
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APPENDIX A: CONSTELLATION OF PERSONAGES DURING GODOFREDO IOMMI’S 
EUROPEAN INTERLUDE, 1958-1964 

 
La phàlene,  

1960s Paris 
Ailleurs 1 (1963) Revue de Poesie 

80 (1965) 
General 
Parisian Crew 

1965 Travesía 
Amereida 

Amereida I 
mention 

Julien Blaine Julien Blaine     
Jonathan 
Boulting    Jonathan 

Boulting 
Jonathan 
Boulting 

   André Breton   
   Carlos Cairoli   
   Alberto Cruz Alberto Cruz Alberto Cruz 
    Fabio Cruz Fabio Cruz 
Michel Deguy  Michel Deguy, 

ed.  Michel Deguy Michel Deguy 

Miguel Eyquem     Miguel Eyquem 
  François Fédier  François Fédier François Fédier 
  Claudio Girola Claudio Girola Claudio Girola Claudio Girola 
     Ernesto Grassi 
  Sheila Hicks   Sheila Hicks 
Godofredo 
Iommi 

Godofredo 
Iommi 

Godofredo 
Iommi 

 Godofredo 
Iommi 

Godofredo 
Iommi 

Josée Lapeyrère      
  Robert Marteau Robert Marteau  Robert Marteau 
  Gerardo Melo 

Mourão    
Francisco 
Méndez 

 Francisco 
Méndez 

  Francisco 
Méndez 

   Jean Prouvé   
Jorge Pérez 
Román  Jorge Pérez 

Román  Jorge Pérez 
Román 

Jorge Pérez 
Román 

 Carmelo Arden 
Quin, ed.     

 Volf Roitman, 
ed. 

    
Edison Simons  Edison Simons  Edison Simons Edison Simons 
 Jean Jacques 

Sennelier 
Thiercelin, ed. 

    

Henri Tronquoy Henri Tronquoy, 
ed. 

Henri Tronquoy  Henri Tronquoy Henri Tronquoy 

   Tristan Tzara   
Enrique Antúnez 
Zañartú 

 Enrique Antúnez 
Zañartú 

  Enrique Antúnez 
Zañartú 
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This chart illustrates where the Parisian crowd fell in terms of activities, which shows 
considerable cross over  

We can also see how many of these personages were part of the 1965 Travesía and/or 
mentioned in Amereida I 
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APPENDIX B: 1965 TRAVESÍA AMEREIDA 

Towns and places visited during the travesía according to Travesías de Amereida466 
Chile—Punta Arenas, Puerto Montt, Morro Chico, Sombrero 
 
Chile/Argentina—Tierra del Fuego 
 
Argentina—Río Gallegos, Piedrabuena, Jaramillo, Florida Negra, Comodoro Rivadavia, 
Trellew, Valcheta, Bajos de Santa Rosa, Choele Choel, Puelches, General Ancha, Atalva, 
Realicó, Huinca Ranancó, Buena Esperanza, Batavia, Nahuel-Mapá, Zanijitas, San Luis, 
Córdoba, Salina Grande, Suncho Corral, Yuchan, Quimilí, Otumpa, Campo Gallo, Monte 
Quemado, Metán, Salta, Libertador General San Martín, Tartagal, Pocitos  
 
Bolivia— Yacuibá, Santa Cruz de la Sierra, Villa Montes, Entre Ríos, Tarija 
 
 
Travesía Inventory from Amereida I 
for a/ jump/ we inherited/ another sea/ its sky/ dead perhaps/ race of races// which 
language?// does a gift/ on travesías/ incite/ its amereida/ or its own continent?// let’s go467 
 
in inventory468 
 
a) the letters of introduction/ official (protection detains suspension)/ photocopies photo 
—quotidian saint and sign—copies/and/ necessary credentials/ from the rector (a known 
and flowing presence)/ with clarity/ regarding destinations/ or points of support/ 
provincial governors (can’t forget/ the administration)/ and some particulars?/ Claudio 
bearer469 
 
b) the car or intermediary situation between foot and air/ the Volkswagen of great content 
little strength less weight/ the great truck/ Chevrolet Guerrera/ could do more/ in Punta 

                                                
466 Sebastián Alfaro and Sandra Gatica, Travesías de Amereida (Valparaíso: e[ad] Escuela de Arquitectura 
y Diseño, Pontificia Universidad Católica de Valparaíso, 2010), 1:51. All translations from this text are my 
own. 
467 Alberto Cruz, Fabio Cruz, Godofredo Iommi, Edison Simons, Michel Deguy, Jonathan Boulting, Henri 
Tronquoy, Claudio Girola, François Fedier, and Jorge Pérez Román, Amereida, volumen primero 
(Santiago: Editorial Cooperativa, 1967; 3rd ed., Viña del Mar: e[ad] Taller de Investigaciones Gráficas, 
Escuela de Arquitectura y Diseño, Pontificia Universidad Católica de Valparaíso, 2003, accessed 
November 4, 2014, http://wiki.ead.pucv.cl/index.php/Amereida), 50. Citations refer to the third edition. All 
translations from this text are my own. Since Amereida I is a free-verse poem, I have included slashes to 
distinguish spacing within the prose: one slash represents a new line of text; two slashes represent a new 
paragraph. 
468 Various authors, Amereida, volumen primero, 51. 
469 Ibid., 53. 
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Arenas/ with permits and guarantees/ —lower cost— give an exit/ buy replacement parts 
there/ Fabio is in charge470 
 
c) two tents/ for four people/ each one/ one with an eventual apse (and another for two?)/ 
plates and flatware/ two small pots/ one medium kettle (careful with the volumes)/ the 
nine individual tents are dismissed/ to buy in Punta Arenas —sleeping bags one hundred 
fifty each// Jerrycans/ Jerrycans/ for benzine water and kerosene/ two heaters/ (alcohol or 
kerosene three lamps/ storm type/ two shovels/ one pike/ tools/ cat/ cat (which?)/ good/ 
personal team// the onion/ maximum flexibility/ its taking off and putting on/ to be able 
to regulate through climate or work// torso/ three shirts/ one flannel/ one cotton/ one for 
skin/ a shirt on top/ two pull-overs/ one thin/ another thick/ wool/ and the anorak/ nine471 
 
leg/ long underpants/ wool/ or thick cotton (two pair/ to change —difficult to wash/ and 
dry—/ two pairs of short underpants (to change)/ light pants closed fabric/ (the wind/ the 
cold wind)/ (another rubber for water?)// possible/ foot/ three socks —silk/ cotton/ wool 
(all in two pairs/ to change)/ (the silk one could be cotton/ also)/ ordinary shoe/ ordinary 
sneaker/ to be/ everything inside Bata boot/ of rubber for water/ may/ put on and take 
off// head/ ear-flap hat/ (the cold gives to the ear/ without remorse)/ on top the hood/ of 
the parka to go out// commission to buy/ (see sizes)/ decide substitutions// ask472 
 
the army/ raincoats/ ropes and blankets/ and accommodate/ in Punta Arenas —summits—
/ beyond food/ containers/ always a broth/ the heat/ revives/ chocolate/ ingenuity of the 
stew/ in solitude/ a fair risk/ with exaggerating the foresight473  
 
d) art materials/ thick notebooks/ always in existence (repair)/ pencils/ pencil sharpeners/ 
colored pencils/ paint/ in cans and metal/ colored charcoal/ white measured paper for 
drawing/ special notebook/ three cameras thirty rolls white/ black/ five color and beyond 
that (fast)/ synthetic epoxy/ Aspers Instans Vigorex/ distinct nails/ copper/ wire/ blade/ 
sheet474  
 
and galva/nized/ —ravclub rav—/ screw/ (precise quantity and replacement)475 
 
e) documentation/ certificates/ testimonies/vaccines/ police/ passports/ borders/ 
convention photos/ in bulk// the visa/ (a physician)/ precise data from consulates/ 
relation/ custom stamps (a medical consult)/ regime/ of customs and smaller interior 
customs (prepare a first-aid kit/ wounds/ stomach/ intestinal infection/ sedatives/ teeth/ 
liver/ whichever wound/ only)/ I’m in charge// and weapons?// no// (just one revolver)// 
                                                
470 Various authors, Amereida, volumen primero, 53. 
471 Ibid., 54. 
472 Ibid., 55. 
473 Ibid., 56. 
474 Ibid. 
475 Ibid., 57. 
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the box// reduce and change/ deduct thirty percent/ in loss/ due to foreign currency/ in 
Sauzi or Bories/ —there/ we will see/ the elevation476  
 
 
Select excerpts from Claudio Girola’s travesía log 
 
July 30th: Punta Arenas, Chile 
Last night after our meal, the first meeting. We refined the rules of the poetic game and 
readjusted the finances. Rules of the game. “No judgments”: regarding everything that 
occurs and is constructed during the poetic acts. The freedom to “make”: For example, if 
Pérez-Román wishes to paint a picture, object, wall, etc. rooted in the poetic act after the 
fact, it counts. Obedience to the person who comes up with the act: not by mandate but 
rather availability. Transgressions: the idea is to mistake the mistake.”477 
 
July 31st: Punta Arenas to Puerto Natales, Chile 
Punta Arenas Plaza. Plaza of nostalgia with the trees, planted equidistant by a fruit 
farmer. In the transformation of the plaza perhaps it cannot be modified through the trees 
but rather it concerns a transformation where the unreachable becomes reachable. The 
unreachable is thus an esplanade with a study of the wind, with a study of the cold, and 
with a poem that is not a reflection, that is not the vapor of the land of the sun that sets, 
but instead it is the sun that retouches an esplanade as well as a plaza, in addition to a 
poem. A poem to the Southern Cross. The wind is not the enemy.478 
 
August 8th: Espora, Tierra del Fuego, Chile 
Four in the morning. Breakfast and departure. Enclosed fog. We arrive at Espora. The 
barge is there with its beacons on, but it doesn’t depart. A sailor emerges and says [they 
won’t leave] until five in the afternoon, they can’t due to the fog and tide. General 
indignation. Annoyance. Alberto requests some paint from Jorge in order to paint a 
telephone booth. We decide to take down the paint. We decide not to return to Sombrero 
but instead wait there for the crossing. Little by little we become integrated into the 
activity initiated by Alberto and followed by Jorge. Godo says, hidden in the night and 
the fog, words, phrases. Edy and Boulting also. Alberto and Jorge start to paint a 
telephone booth on the shore. Beyond there I find some steel cables and start to set them 
up. Fédier begins to paint the third face of the booth. It becomes clearer. In the fog the 
barge’s headlight shines an enormous halo of light where we’re standing. Later on the 
cooking implements are taken down and at 10 in the morning the activity is generalized. 

                                                
476 Various authors, Amereida, volumen primero, 57. 
477 Claudio Girola, Amereida: Bitácora de la Travesía (Viña del Mar: Taller de Investigaciones Gráficas, 
UCV, 1986; repr., Viña del Mar: Biblioteca Constel, Archivo Histórico José Vial, Escuela de Arquitectura 
y Diseño, 2011, accessed November 5, 2014, 
http://wiki.ead.pucv.cl/index.php/Bit%C3%A1cora_de_la_Traves%C3%ADa), 1. Citations refer to the 
Biblioteca Constel version. All translations from this text are my own.  
478 Ibid., 44n1. 
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Fabio also paints. We drink coffee with cookies and salami. Jorge starts to paint some 
petroleum tanks. Some boxes, stalks and various elements are added to the booth. An 
ensemble is formed. Alberto patiently continues to paint his side. Jorge impatiently paints 
everything he finds along his path. Later on Godo writes a poem regarding the entry to 
Tierra del Fuego, or to the Pampa. Edy writes about the exit from the island. Fabio finds 
two large discs of wood which are used like cable cornets. Godo asks to use two plates of 
reflective aluminum upon which Alberto, with enamel, paints the letters of two poems. 
They begin to do this. With Godo preparing lunch. We install the kitchen within the 
telephone booth. We have lunch and continue painting the letters. Some sailors come 
down and talk to us. They begin to read the poem that begins to appear on the plate. Just 
like a Sunday stroll some ranchers with their families arrive. One of them asks us why we 
didn’t have lunch at their home. More people arrive with their cars and trucks. We begin 
to put our things away. In the morning, before lunch, we chose two places on the road, 
with two signs. We found the the discs and affixed them to the earth. In the afternoon and 
once the writing was done, we nailed a plate on each disc. People went to read the poem 
and copied it. Some thanked us.479 Soon it was time to go. The barge departed at 5. We 
left Tierra del Fuego.480  
 
August 12: en route to Piedrabuena, Argentina 
At approximately 4pm we see a mill near the road. We stop the car. We walk towards it. 
The pampa is that black region. The mill is like a watering place. No one is nearby. 
Alberto with stones, helped by Jorge, writes Amereida 1965 on the ground. Fabio, with a 
broken piece of the water trough, erects it and with stones makes a stele. Tumulus. I get 
to the top of the mill and place some dry branches there and Godo gives me some small 
twigs with a small flower or yellow grass. With a piece of found wire I make a Sign and 
place it on the water pipe that goes from the mill to the tank. Fédier takes photographs. 
Edy says some words about the place. The cloudy sky and the light detained in the sunset. 
We continue the journey. We arrive at Estación Marchand. We fill up on fuel.481  
 
August 20-21-22-23-24: Bajos de Santa Rosa 
Alberto asks Jorge and Edy to help dig four pits oriented N.S.E.W. and begins to look for 
stones in four colors. White, black, green, and reddish. In each pit he places stones of a 
single color. I take out various platinas. And I ask Alberto where to place the Atenea 
Partenos. I think of making a sculpture. We have lunch. In the morning Godo writes 
inside the car. Boulting walks along the pampa and writes. Edy helps Alberto. In the 
afternoon they continue on the same tasks. Within the tent Jorge paints. Soon he goes 
with Fédier to fetch water from the village. I situate and finish the sculpture. Upon 
returning to the car, over a hill, far away, they make out the sculpture and stop the car, 
taking pictures from the roof. [...] [In town] they found themselves in a country home 
                                                
479 “In the poetic act, many times the adverse opens to an unimagined, unwanted possibility, which takes us 
from and to a new sensuality.” Girola, Amereida: Bitácora de la Travesía, 46n12. 
480 Ibid., 7-8. 
481 Ibid., 11. 
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with two local business owners [...] They also chat with “grandmother” Vera there. She’s 
the boss of the clan. We explain what we’re doing. They have some problems with the 
lands. Up to Bajo Santa Rosa the terrains have wire fencing. There, no. They believe that 
we might be the people that distribute land. This point will never be clarified well. 
Nonetheless, they return with meat, water, and bread. There is a moment of euphoria. All 
of this mysteriously tells us that this is the place.482 That night we eat barbecue. And after 
the barbecue, a great bonfire and conversation. With the day over, despite what’s 
happened, there’s a certain void and uncertainty. We remember what we talked about in 
Comodoro [Rivadavia] regarding the founding. What Alberto had spoken about the Aztec 
catunes. What Fabio had spoken about the Greenwich Meridian, we have another 
encounter about what we’re going to do. What’s going to be made doesn’t need to form a 
“corner.” The pampa is without a “corner.” We ask Alberto where to place the signs. 
Alberto says “here” and comes out running along the path. Thus the non-corner appears. 
And along the path we place the “stele” with the names of the villagers of Bajo Santa 
Rosa. The “table” that we’ll make from concrete, where we’ll eat barbecue the next day. 
The sculpture in the esplanade. The milestone in bronze, with four inscriptions. And the 
block of cement that guards the plane of the prophecy and which, with its four platinas, 
signals the Southern Cross, with a hole for sitting and looking at it at night. The poems 
written on site are interred eight steps north of the sculpture.483 
 
Alberto asks for their names and writes them on the steles. Before they arrived the cube 
of cement had been closed with the prophecy and the plan and poems had also been 
interred. We have lunch with much conversation.484 
 
August 26: Puelches 
We arrive in Puelches at 10 in the morning. Now in the light of day it is possible to see 
the general rambling of what they call a village. The School Director is the wife of the 
hotel-grocery owner. There are two younger teachers. They introduce us. We visit the 
town with the women. The School functions in absolutely disastrous premises. They had 
constructed a new structure which came down on its own and they had a prefabricated 
one that had yet to be inaugurated since they sent for a flag to be purchased in Buenos 
Aires. It is the strangest sensation: for example, there is a distinguished police force, 
justice of the peace and County Clerk’s Office, aviation field, Meteorological Station, 
public telephone and there isn’t a village. 270 inhabitants, before there was water and 
there were 700. There was a large lagoon with silversides and embarkations. The water 
disappeared when they made the Nihuil dike in Mendoza. After seeing all of this we met 
in the same grocery. We outline what we’re going to do: 
                                                
482 “We are in the constant presence of sky and earth. Distinguished forms during the light of day and softly 
in transition during the dark night with stars on high. The Milky Way. And before this presence one must 
conceive architectonic order. Not as an opposition. Not as a monitoring. Not as a combination. Not as a 
transmutation.” Girola, Amereida: Bitácora de la Travesía, 50n34. 
483 Ibid., 17. 
484 Ibid., 17-18. 
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1. Plan for the small square 
2. Two sculptures 
3. A mural painting 
4. A puppet theater with its puppets 
5. The plan for the small square and the village’s history are painted on a wall of the 

School 
6. Fable by Godo 
7. Theatrical work 
8. Poetic improvisation 
9. Two plaques with Boulting’s inscriptions regarding the bridge in reference to the river 
We install ourselves in the village, they give us an unoccupied house. We sleep there, we 
eat in the grocery. It’s decided to inaugurate the prefabricated School on August 28th. We 
do all the obras.485 
 
August 28: Puelches 
Midday the obras are finished. All the acts will take place in the afternoon. The School’s 
inauguration takes place at 4 in the afternoon. 
i. [hymns and various speeches] Second speech from the Director in which we are 

named the protectors of the Puelches School. Fable of Puelches: Godo speaks to the 
children. 

ii. Everyone goes to the bridge, Boulting reads his two poems, which are engraved on 
plates by Claudio and Tronquoy and placed on the ends of the bridge. 

iii. [regarding the puppet theater] 
iv. Act in which we speak in the following order: Fabio - Godo - Alberto - Edy. Godo 

presents the manuscript of The Fable of Puelches with Alberto’s drawing to the 
Director. 

Edy presents a sheet with his poem (Ode to Sarmiento) to the two teachers. We are 
invited to eat in the kitchen. Lamb. Wine. Later we have after-dinner conversation, 
seated, in the dining hall. Flirtatious remarks between Balcarcel and the teacher. 
Balcarcel talks about his political life in jest. The word begins to be ambiguous. Godo 
asks him where he’s from. He’s from Córdoba.486 
 
August 29: en route to General Ancha 
The festivities in Puelches spread, gratitude transmutes in everything. But we depart. We 
always depart. Between 10:30 and 11 am we stop in a saltpeter deposit between Puelches 
and General Ancha. We advance through the deposit and stand in the middle of it. Godo 
puts the travesía up for discussion, provoked by what happened in Puelches: distance and 
its pulses. The gaze that comes from a certain love and which provokes rhythm. The 
rhythm provokes an immediate calculation for the very travesía. Puelches was a climax of 
Phalène but we didn’t obey our own calculation. They had their dead, San Martín and 

                                                
485 Girola, Amereida: Bitácora de la Travesía, 19. 
486 Ibid., 19-20. 
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Belgrano. What we did was a mere song to the existing—because we only know how to 
sing—and not an unfolding of the calculation. He said he gave up continuing his poem on 
Patagonia.487 The night before we had talked about going to Buenos Aires but now our 
failure before a complex situation like the one in Puelches indicates to to us that we 
should reduce our limits. He proposes we continue on through the desert. We told those 
in Puelches that they should stay, when perhaps they should leave. And now the true 
word— “ridiculous”488—appears.489 
 
August 29: General Ancha 
Around 1 pm, lunch in Ataliva in the plaza, with some large trees. Godo requested we 
talk about what he had said. We placed ourselves in a circle, around some sandwiches on 
the ground, drinking wine and Coca-Cola. Edy reads a text about the abyss and its 
borders. Godo says that it is a hasty response and that he spoke to us so that we would 
understand his interrogation. And so, behind a shrub, a man emerged, a wreck of a man, 
who asked if we were hunters. We responded that we were not hunters and that we came 
from the South, without speaking directly of Amereida.490 
 
September 5: Santiago del Estero 
Morning: We wake up and leave to walk around the Plaza. We make three trips to the 
Zanjón parcela, bringing thing for lunch, family members and friends of the Santiagueño 
poets and ourselves./ Alberto goes on foot./ We have a barbecue and drink wine./ The 
drunk farm laborer tells us about the San Esteban feast and imitates the sound of a long 
antler./ Alberto paints the door and window of a façade. Tronquoy makes a low relief on 
the side of the house. Fabio paints a poem by Edy on a sheet of styrofoam. Godo writes 
on a threaded sheet. Claudio doesn’t do anything.491/ Once it’s dark: the gifts are given, 
passing from one to the other along with the places they’ve been placed./ We are 
illuminated by the car’s lights./ We eat: meat again./ Godo, Edy, Alba, and ... read some 
of their own poems./ Some young people play the guitar and sing in between./ Two trips 
to town are made./ We leave it so that Alba and ... will pick us up the following morning 
in order to say goodbye.492 
 
September 10: Villa Montes 

                                                
487 “It is not about carrying Patagonia on our own rhythm, but rather so that the same words can be 
significant indicators and breathe in this other, unreachable manner, i.e. words cadenced with other feet.” 
Girola, Amereida: Bitácora de la Travesía, 51n38. 
488 “There is certainly a modulation proper to the ridiculous. That is a Patagonian light, we say among 
ourselves, for the arts. But how do we abandon ourselves to her so that it becomes a song and art.” Ibid., 
51n39. 
489 Ibid., 20. 
490 Ibid., 20-21. 
491 Untitled and authorless poem in Spanish. 1986, Amereida II Bitácora, 55-56, footnote 54.  
492 Girola, Amereida: Bitácora de la Travesía, 30. As in my transcription of Amereida I a single slash 
signals a new line. 
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Everything was due to the inconvenience caused by the break in relations between Chile 
and Bolivia. We should have contacted the Bolivian Embassy in Buenos Aires regarding 
our arrival and then they would have been prepared. By contrast the surprise caught them 
off guard and they couldn't offer “this interesting cultural and university embassy” all the 
attention we deserved. Something could still be done, that's why they called upon a local 
cowboy [baqueano] to get his opinion on whether we could reach Santa Cruz de la Sierra. 
Strangely, the cowboy appeared with such promptness that it seemed they had him 
behind the door of the enormous hall: “not through Camiri,” since the track and river 
would prevent our type of vehicle from crossing. The “alternative” would be Tarija, 
Sucre, Oruro, La Paz and then Santa Cruz. An elegant way of prohibiting us from 
arriving to Santa Cruz. (Two years later, in October 1967, the true sense of the 
prohibition became clear. The track from Villa Montes to Santa Cruz passes through 
Camiri and through the zone where Che Guevara had his camp. Precisely in 1965 the 
Peredo brothers had installed the future camps for the guerrillas in this zone. And since 
that period the Bolivian military and U.S. Intelligence were informed about all of this.) 
We thanked the cowboy for all the references he gave us and in light of the time we had 
left before returning to the Catholic University of Valparaíso, decided to pass through 
Tarija, where there was a University, and then climb the altiplano and return to Argentina 
through Villazón-La Quiaca.493  

                                                
493 Girola, Amereida: Bitácora de la Travesía, 41. 
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APPENDIX C: 1967 AMEREIDA I 

Select excerpts from Amereida I 
Wasn’t the discovery distinct/ from the discoveries/ —oh sailors// your wild birds/ the 
uncertain sea/ the naked people among their gods!/ —because the gift of revealing 
oneself/ mixes up hope?494 
 
didn’t it leave like that/ the first passion of gold/ the first blinded navigator/ due to that 
nameless clarity/ with which the afternoon awarded and destroyed the appearance?// and 
neither day nor night/ the third journey didn’t arrive like an island/ and/ softly/ without 
forcing deceptions so that human air would receive its shores?// which also for us/ destiny 
awakens mildly// from that mistaken gratitude/ the great cruel rivers of complacent 
widths/ the mountains solitary over rains/ the difficult trees bearing fruit/ are still opened/ 
in the abandoned house495 
 
edi/ between pretenses and ghosts the people of America only imitate// isn’t it preferable 
—a moment— to resist nostalgia with instinct?// familiarly we put out the received songs/ 
the effort of a history that doesn’t become a story/ the temptation is a scent of promises/ 
of future skills that corrode energy—those windows of hope that speak during the nights 
and banish our figures// who isn’t surprised another in full distraction/ unknown?/ already 
in ample American gesticulations or in surprising flexibilities that disappear in the 
decision like certain rivers in its sand dunes and still/ within passions/ floating in the 
banality or in the involuntary generosities/ already in certain abandoned citizens like 
fallen fruit or in our certainty of fickleness and excessive affirmations searching for 
verbal fatherlands and in diluted and irremediable negations that don’t dare to possess its 
own extremes/ between pretenses and ghosts we imitate// when the lucidity consumes the 
refuge reality opens/ or song because the tradition always remains distant from the habits/ 
and guards —with an apparition and oblivion— the hole/ origin/ that understands us496 
 
who but her speaks of an origin/ then only poetically it appears?/ one day the voices 
spoke to us in the intimate exile/ which origin?// Columbus/ never came to America/ he 
searched for the Indies/ in the midst of his eagerness/ this land/ burst into a gift// simply/ 

                                                
494 Alberto Cruz, Fabio Cruz, Godofredo Iommi, Edison Simons, Michel Deguy, Jonathan Boulting, Henri 
Tronquoy, Claudio Girola, François Fedier, and Jorge Pérez Román, Amereida, volumen primero 
(Santiago: Editorial Cooperativa, 1967; 3rd ed., Viña del Mar: e[ad] Taller de Investigaciones Gráficas, 
Escuela de Arquitectura y Diseño, Pontificia Universidad Católica de Valparaíso, 2003, accessed 
November 4, 2014, http://wiki.ead.pucv.cl/index.php/Amereida), 3. Citations refer to the third edition. All 
translations from this text are my own. Since Amereida I is a free-verse poem, I have included slashes to 
distinguish spacing within the prose: one slash represents a new line of text; two slashes represent a new 
paragraph. 
495 Ibid., 4. 
496 Ibid., 11. 
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the gift/ appears/ contradicting intents/ alien to hope/ it brings with itself/ its donation/ its 
terms/ its edges/ rips/ —wound or opening where [it] emerges—/ with/ an involuntary 
adventure497 
 
during and after the discovery or new world/ (which is why and thus/ we call ourselves 
America/ since/ Vespucci indicated—/ in the past days I’ve written to you extensively/ 
regarding my return/ from those countries/ which/ with the navy and the costs and by 
mandate/ from the serene King of Portugal/ we have searched/ and found/ those/ new 
world/ it’s legitimate to call)/ during and after/ the European adventure/ didn’t they want 
to find the passage or straits?/ how to calm oneself/ regarding the remoteness of the 
Indies?// Continent found but not accepted/ it wasn’t searched further yet/ to leave it 
aside/ like an obstacle?/ America found and veiled/ since still/ barely admitting its 
discovery/ wasn’t it an enterprise/ that made it part/ of a distant center?498 
 
we will live mutilated/ until one’s own body/ unties itself from its shadow/ beneath the 
light of an origin/ spoiled// and nonetheless/ isn’t the gift a present/ another form of time 
and existence?/ a new world with respect to the exploit?/ how/ to receive America 
unveiled?// unveil/ tear the veil/ through/ —the voice tells us—/ travesía/ that neither 
discovery nor invention/ consents/ that the proper and free sea traverses us/ lift/ in 
gratitude/ or recognition/ our own freedom499 
 
this sea/ that dazzles the navigator/ to lift his face to the stars// didn’t the sky guide that 
way/ through the waters/ to return sea and sea/ ocean exorcised in a figure?// doesn’t 
history appear/ where the land and sky unite and are measured?// what other thing/ does 
the horizon signify?// a sea dyes its calling/ of star/ and bequeathes it to us// what has 
becomes thus/ of our American sky?/ we still don’t know/ and it doesn’t talk to us500 
 
they open in their cross/ all the cardinal points/ the north designates her as south/ but she 
isn’t the south/ because in this American sky/ its lights also mistake hope/ —gift or 
constellation// to light the map again// we lower its signal over this hour/ we introduce its 
axes/ in our intimacy// its spiral/ onto the interior sea of America/ let’s trace it over these 
rivers/ that guard it/ reflecting/ over the pampas that undress it/ to give it land/ over the 
forests/ that hide its embarrassments501 
 
are we in a land where the unknown regarding her/ is ruled beforehand/ establishing in 
this way a unity?// the ancient Laws of the Indies drew a border that ran parallel to the 
length of America’s coasts/ said border distinguished two types of land/ one adjacent to 
the coast—strip of land reserved for the king/ and the other interior-land/ offered land/ 
                                                
497 Various authors, Amereida, volumen primero, 13. 
498 Ibid., 16. 
499 Ibid., 25. 
500 Ibid., 31. 
501 Ibid., 37. 
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offered by the king—he’s the only one who could do it—to the subjects so they could 
pass/ and he would know their secrets/ they are installed in her/ so that the subjects to 
install themselves should traverse a strip of land whose secrets were banned/ strip that 
manifested just like that the presence of the king/ and the border established the near and 
far in terms of a common destination/ for example —Quillota a village of interior-land 
located along the King’s strip on the Pacific coast// for Quillota two relations emerge/ 
one—proximity in terms of destination with the faraway village located there along the 
King’s strip on the Atlantic coast/ another relation—of distancing in terms of destination/ 
with the nearby port of Valparaíso on the Pacific// at the same time those that abandon 
the enterprise to establish themselves had to recross this strip of land that manifests the 
presence of the King tell that Pedro de Valdivia came to Valparaíso with wealthy 
neighbors from Santiago/ there he embarked to Peru bringing/ as a surprise/ the 
accumulated treasures/ they—the neighbors—didn’t follow him/ nor did they stay close 
to the sea but rather returned to the interior-land/ I imagine that abandoning it would 
make them feel like emigrants/ didn’t the strip of land reserved for the King upon 
establishing itself demand to burn the ships?/ as if the case of Hernán Cortés wasn’t the 
only one/ well/ in the name of the King people acted/ in his word/ and502  
 
and departure// —like a tear—// for the great rivers//—vigor of miseries// the flat and 
cruel welder//—aptitude of my shadow—// drinks// and marks// its inscription// gives 
lucidity to the stone503 
 
where did it give us names// the American discovery?// which basin illuminated them?// 
because of greediness// in blood// the attempts/ transparent// a sea// has a calling504   
 
—and he responded// that those from Culúa// sent him to sacrifice// and since he was 
clumsy in language// he said// Olúa/ Olúa// and since our captain// was present// and he 
was named Juan// and likewise that was the day of San Juan// we named// that islet// San 
Juan de Ulúa// and it is a main square// this frequently named place// —and when I was 
saying it// in their language505 
 
remind me what they said// with Escotoch/ with Escotoch// and they meant to say// these 
here are my houses// and for that reason we named// from that moment// the name of that 
land// Punta de Cotoche// and that’s how it appears in the letters of seasickness// some 
time before they discovered// certain men// that when asked the name// of a great village// 
nearby// they said// Téctetan/ Téctetan506 
 

                                                
502 Various authors, Amereida, volumen primero, 89. 
503 Ibid., 132. 
504 Ibid., 133. 
505 Ibid., 134. 
506 Ibid., 135. 
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which meant// since I don’t understand you// thought the Spanish// that it was called// 
thus// and corrupting the word// they named forever// Yucatán// and they never would’ve 
befallen such a designation// and named// his own name// saying// Berú// and added 
another// and said// Pelú// he meant to say507  
 
if you ask me my name// and I say Berú// and if you ask me where I was// I say// that I 
was in the river// the Christians understood conforming to their desire/ imagining that the 
indian had understood them and responded as such/ as if he and they had spoken in 
Castilian/ and from that time/ which/ was the year of 1515 or 16/ they called Perú that 
rich and great empire/ corrupting both names/ just as the Spanish had corrupted almost all 
the words that originate from the language of the indians// but nothing is corrupted// if in 
the adventure// one language announces the language it hears// and another word// is 
born508  
 
or the translucent name// of a scream//—having seen the hill// high// called Capira// 
which is over the city// from the name of gods// said//—requesting good news from those 
onboard the ship—// in the name of god be/ comrades// I see the mainland// and it was 
called thus// later// Nombre de Dios for the city// that was founded there// and Tierra 
Firma its coast509 
 
a good calculation implies memory/ attention to detail/ an epic head/ very different to the 
lyric-elegiac head/ it retains all/ capable of a vast historical panorama/ but/ just/ mistrusts 
the always risky interpretations/ that don’t play/ never everything for everything/ refusing 
the bet that plays at failure/ over rejecting a precaution/ maintaining its law (its 
maximum) its own law for ridiculous that appears to the people of the country that [you] 
traverse/ because the diversity of the laws of a country that the epic traverses on a 
journey/ if it’s a matter of respecting one another/ we would always leave without 
ammunition/ without experience/ ruined by versatility// its project is oriented on a view/ 
(view of the spi/rit/ no doubt/ since there is no another)/ which appears false in the/ 
impossible sense/ it’s to say that its strict application cannot be/ 
sustained/circumstantially the travesía of South America through/ its center is highly 
unattainable/and that is how Amereida deviates from its compass needle510 
 

  

                                                
507 Various authors, Amereida, volumen primero, 136. 
508 Ibid., 137. 
509 Ibid., 138. 
510 Ibid., 185. 
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APPENDIX D: PRESS CLIPPINGS FROM THE 1972 MNBA EXHIBITION 

Excerpt from Vittorio di Girólamo, “La buena pintura chilena y los “souvenirs” de 
UNCTAD III,” no publication (1972): 30-35.511 
 
[page 30]  
On April 15, the President of the Republic, Dr. Salvador Allende, hosted a welcome 
cocktail for the delegates of the UNCTAD III in the “hall” of the Museo de Bellas Artes. 
 
For those of us who were aware of the constant attacks directed to Nemesio Antúnez, the 
Museo’s director, by the artists of the “extreme left,” the President’s choice of venue for 
such a significant act was surprising. 
 
We had imagined that these theorists of the Chilean “cultural revolution,” who had noted 
the costs of restoring the most bourgeois building in Santiago as superfluous, who had 
favored the use of those same funds in the acquisition of tents in which they organized 
mobile exhibitions for marginal neighborhoods, would definitely have more influence in 
the decisions of the so-called Gobierno Popular, with respect to choosing the place to 
officially receive the UNCTAD III delegates. 
 
It remains to be seen, now, if those revolutionaries whom we may call “anti-museum” 
theorists (see what the Italian Futurists said in this same respect, and they were anti-
marxists), of “art-circus”) (see the classic theatrical work in tent, of Vittorio Gassman), or 
[those] “anti art-venue” [people], they will remain heroically indifferent to how the 
UNCTAD III “plaque” is used. 
 
I foresee a struggle, not only verbal, between groups on the left and the extreme left, who 
believe they have the right to direct the activities of popular culture within the new 
building on Alameda. 
 
Therefore for them it would make sense for artistic acts to take place within an “ad hoc” 
architecture, within a definitive place; and not in urban spaces in which the artworks 
would coexist with mud and dust. 
 
I say it with sadness because that proposal to bring art to the public, in tents, in the 
manner of Tespis, was finally acknowledging a human and urban reality (the location of 
most of the popular [acts was in] marginal metropolitan spaces) which is closer than the 
stupid political verbalism. 
 

                                                
511 All translations from this text are my own. 
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The revolutionary artists of the extreme left, by placing themselves close to the majestic 
UNCTAD III building, surely specified the reason to have used the adjective “bourgeois” 
to define the Museo de Bellas Artes and its current director. 
 
The reason is this: the forms of the building are bourgeois. 
 
This criticism will be like a shot that has missed its blanco (target)(even though white is 
the current color of the museum). Because our Museo of Santiago, now that within its 
architectonic body the metallic structural parts, the full walls, and the great glass vaulted 
ceiling have been differentiated, it is one of the few “great” buildings that can most 
rationally contain the acts of today. 
 
Nemesio Antúnez had received it like an “opera” scene, so horribly colored, so dark, that 
Mr. Monroe Wheeler, a world expert on this topic, had qualified [the Museo] as “the 
worst museum in the world.” 
 
Nevertheless today, Thomas Messer, director of the Guggenheim Museum in New York, 
defines it as “the best Museum in South America.” 
 
This signifies that the engineers and the architects that collaborated in its original 
construction, even though they were “the sons of renowned families” and from a 
bourgeois culture, made optimal use of the technique of their time and their own human 
faculties, without letting themselves be blinded by the delirium of grandeur; and they 
have left us, perhaps, the best building in Santiago—sober design, clear, spatial 
functionality.  
 
[page 35] 
We conclude these brief observations grateful for the solitary and little understood effort 
of Nemesio Antúnez, who has returned a functional and architectonically beautiful 
museum of art to us. And also for having restored, to massive contact and in unbeatable 
atmospheric conditions, the best Chilean painting of all time.  
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APPENDIX E: PRESS CLIPPINGS FROM THE 1982 MNBA EXHIBITION 

“Son Profesores de la UC de Valparaíso: Vida Poética Postula Grupo de Arquitectos,” El 
Mercurio (Santiago), September 2, 1982.512  
 
An exhibition which, it seems, aims to reflect an attitude before life more than exhibit 
concrete, professional results; this is what a group of architects from Valparaíso are 
presenting in the Palacio de Bellas Artes. The majority of them are professors from the 
School of Architecture at the Universidad Católica of the port [of Valparaíso]. 
 
Panels in which architectonic photographs and designs can easily be classified as “odd” 
or “strange,” alternate with poetic fragments of Lautréamont, André Breton and other 
celebrated Surrealist figures, also including amazing verses by Arthur Rimbaud. 
 
It concerns a show which at first glance is not recommended for the common man, or for 
someone who still believes that a house should be pretty and functional. 
 
For this group of architects from Valparaíso, the main part of the concepts traditionally 
admitted are in question, and they typically formulate questions like “What is beauty, 
truly?” or “Where does something really beautiful and harmonious reside?” 
 
And just as such types of questions are formulated in the manner of daily exercise, they 
do not claim to realize pretty or harmonious structures, but rather those that “surge in a 
natural way from some act or poetic attitude.” 
 
Before the journalistic requirement they present the Director of the School of 
Architecture of [Valparaíso], Fabio Cruz, and the professors of this school José Vial and 
Alberto Cruz, whose colleagues indicate as the inspiration behind this movement, to 
explain their position. 
 
They do not hesitate to remind [us] that they are habitually known as “the crazy ones” 
from Valparaíso, a nickname that they do not reject but actually seems to make them 
proud. 
 
They assert that with the current exhibition they wished to commemorate the 30 years of 
the Institute of Architecture’s existence, an entity with which this intellectual 
movement—in which poets, painters, and sculptors participated—was conceived. 
 
They signal that with time the Institute steered [the movement] towards what is known 
today as “The Open City.” This was not a mere idea, but rather [something] that was 
achieved with the purchase of 200 hectares of land two kilometers from Concón, in the 
                                                
512 All translations from this text are my own. 
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seaside resort of Ritoque, where they began to build, in wood and other easily accessible 
materials, “lodges, agoras, music rooms and other living spaces,” including a legalized 
cemetery in which some of the progenitors of the these ideologies lie. 
 
“The Open City,” with curved wall and inconclusive constructions, isn’t generally to the 
taste of outside visitors, but it makes the approximately 40 group members—who spend 
many days there [filled with] study, congeniality, and meditation—happy. 
 
They explain their position, indicating that instead of a common professional route they 
prefer to dedicate themselves exclusively to teaching, and the rest of their hours to “living 
a constant poetic attitude,” to living in pursuit of an architectonic ideal that reflects the 
true reality of man and the city. But since that reality is eternally distinct and changing, 
this attitude had a beginning but not an end. “Only birds repeat the form of their nest, but 
man is creative and changing.” 
 
Consulted regarding if their attitude is not reflected up to the point of their teaching, 
which could produce some type of mental distortion in the students, they assure that [it’s 
not the case], and they signal that the instruction they impart leaves the students perfectly 
qualified to be excellent professionals. 
 
With regards to the exhibition, it was inaugurated last Wednesday [September 1st], but 
it’s within reason to imagine they don’t know when it will end. 
 
 
Excerpt from Alfredo Larreta, “El porqué de la ‘ciudad abierta’” El Mercurio 
(Valparaíso), September 26, 1982.513 
 
Architecture is, first and foremost, an art. 
 
That is how a group of architects, who founded the Institute of Architecture in Valparaíso 
30 years ago and 16 years later founded the “Open City” in Punta de Piedra, en route to 
Quintero, understand it. 
 
[…]  
 
They are innovators, and like all those who seek something different, [they have been] 
discussed and sometimes fought and at times ridiculed. 
 
Anyone who has observed the seemingly absurd constructions, almost 30, which are 
defiantly raised in the dunes of Punta de Piedra, en route to Quintero, have always been 
surprised. Half-finished buildings, a curious and enormous stockade that serves as an 

                                                
513 All translations from this text are my own. 
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ornament as well as a means of containing water deposits, are disseminated throughout 
the “city.” 
 
This is the “Open City” of Ritoque, known as “Amereida,” which is the name with which 
the cooperative—the legal form given to this group of architects and artists—was 
baptized. Based on the premise that architecture is an art, they united [architecture] to 
poetry.  
 
But, what does architecture have to do with poetry? The truth, from the perspective of 
this group of architects, [through] the shared life in the Open City, is that they felt 
obligated to indissolubly unite their conception of poetry and other manifestations of art, 
which had never been done before and which is still debated.  
 
[…] 
 
The Institute of Architecture was born when the Universidad Católica invited a group of 
architects to become part of the faculty of the School of Architecture. They had a 
particular conception of architecture and, of course, they incorporated it into their 
teaching. 
 
In order to accommodate concerns they created the Institute, which is independent from 
the School, and in which architects, poets, sculptors, painters and others from artistic 
disciplines were integrated. 
 
Now then, this same group of architects grew until they decided to create the Open City, 
which is absolutely independent from the University and which, in its civilian life, is a 
cooperative. 
 
Since the Open City is a place for life, work, and study it is also at the disposal of 
students in upper-level courses, who have the option to participate in classes that take 
place there, like a project workshop, with the respective academic validity. 
 
What are the fundamentals of this inclination you all practice?  
One of its characteristics, as Alberto Cruz states, is that it poses an examination of the 
relation that exists between the theoretical aspect and practical aspect. Thus in Ritoque, 
the fundamentals are attained with observation and obras are raised which obey said 
fundamental. It is not about applying ideas conceived or planned in advance or 
elsewhere. Obras that are executed elsewhere are also not planned there. 
 
How is an obra elaborated in the Open City?  
After the idea and the fundamental of this idea, the obra comes, departing from each 
particular case. What’s typical is for the obras to be considered as part of certain groups 
or types; what predominates is the type it belongs to and within this it acquires its 
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particularity. By contrast, according to our thinking, it departs from the particular. Thus, 
as much as in the internal conception of the very obra, as in its construction, the peculiar 
appears.  
 
Professors Fabio Cruz and Juan Purcell share the same thoughts, and they reaffirm that in 
in the Open City one learns to “think of architecture.” Like general rules, it’s about not 
having types, not generalizing, but about the reality of each case. 
 
“Our end is to study and bring forward an architectonic experience, “ Fabio Cruz 
explains. 
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APPENDIX F: 1984 TRAVESÍAS 

Basics: Travesía Cabo Froward 
One of the first teams to set out on travesía was the group that travelled to Cabo Froward, 
a cape on the north shore of the Strait of Magellan. The Travesía Cabo Froward, also 
known as Travesía de la Turba because of the peat bogs in the area, set out in October on 
their epic land voyage: first a bus ride through Chile and Argentina to arrive to Punta 
Arenas (2,112 miles south of Ritoque), where the group participated in a conference and 
held a poet act celebrating Magellan in the plaza.514 From Punta Arenas the Chilean Navy 
sailed the group to their destination since the only way to reach Cabo Froward was by 
sea. Upon landing, the travesía team set up a campsite on the beach, where they would 
stay for 15 days. Professors Juan Baixas, Bruno Barla, Fabio Cruz, and Boris Ivelic led 
85 students from three workshops (third-year Architecture, Object Design, and Graphic 
Design). 
 
Basics: Travesía Río Paraná 
Four professors, among them three founders (Alberto Cruz, Miguel Eyquem, and Claudio 
Girola), led a mixed group of architecture and graphic design students on a cross-
continental travesía from the Pacific Ocean to the Andes, and finally down the Paraná 
River. The travesía, titled Travesía Río Paraná (also known as the Travesía de los Ríos), 
took place at two sites: San Andrés 508 miles north of Ritoque and Rosario 800 miles 
away in eastern Argentina. The first stop was selected because it was uniquely situated at 
the crossroads of both oceans: “This place en route to the Salado River is close to the 
division of waters towards the Pacific and the Atlantic, an edge or limit that constructs 
the Andes Mountain range with its altitude in the middle of the continent.”515 For the 
second segment of the travesía, the group went to the Salado River’s origin at the Paraná 
River thus fulfilling the Amereida I’s poetic call of traveling to the great rivers.  At both 
sites the teams stay 15 days though with a vastly different team: in San Andrés three 
professors and two professor aides lead a team of 185 students while the same faculty 
lead 35 students in Rosario.516  
 
                                                
514 The documents I reviewed do not include the travel dates. However, Boris Ivelic notes that the group 
participated in the Primer Congreso de Arquitectura de la Patagonia (First Congress of Patagonian 
Architecture), which took place from October 8th to 11th. For the material the team presented at the 
Congress see Escuela Arquitectura U.C.V., “Nuestra latitud patagonia: Proposición poética para una visión 
de América: Amereida,” Revista CA 40 (June 1985): 11-17. 
515 Denisse Dahmen, Aproximación al tamaño americano desde las travesías (Valparaíso: Universidad 
Católica de Valparaíso, 1997), 2:35. 
516 The documents I reviewed do not include the travel dates. Considering the travel dates of the other 
travesías, my guess is that this travesía occurred between October and December. According to Flickr, the 
photos in San Andrés were taken in November; since most of the travesías returned in early December, I 
am guessing the team went to Rosario in November, too. Considering the change in teams, it is possible the 
travesía returned to Valparaíso after San Andrés, as in the case of the Travesía Ovalle—Santa Cruz de la 
Sierra. 
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Basics: Travesía Ovalle—Santa Cruz de la Sierra 
Godofredo Iommi sent four professors—Tomás Browne, Patricio Cáraves, David Jolly, 
and Isabel Margarita Reyes—to Santa Cruz de la Sierra during the first edition of the 
pedagogic travesías. The professors led their advanced architecture students (nine fifth-
year and four Thesis) on two distinct trips: Ovalle in northern Chile, from September 
30th through October 7th; and Santa Cruz de la Sierra in central Bolivia, from November 
5th through December 2nd.517 Thus the travesía is known as the “Travesía Ovalle—Santa 
Cruz de la Sierra.” The team traveled by land for both segments, each time departing 
from Ritoque. For the first segment within Chile they journeyed by bus. On the second 
part they used a combination of bus (from Chile to Argentina) and train (within Argentina 
and into Bolivia).518 
 
Basics: Travesía Isla Robinson Crusoe 
The only team to venture into the Pacific Ocean itself traveled around the Juan Fernández 
Archipelago, stopping on Robinson Crusoe Island (472 miles west of Santiago), the main 
island in the chain. The group also stopped closer to home at Islet Los Pingüinos, 1,969 
ft. from the beach of the Open City. This travesía—known as Travesía Isla Robinson 
Crusoe (and Travesía al Archipiélago Juan Fernández and Travesía del Pacífico)—was a 
mix of students from the School’s three programs. The second-year and third-year 
Architecture workshops were led by Manuel Casanueva, Juan Mastrantonio, and 
Salvador Zahr. José Bacells led the second-year Graphic Design workshop while Ricardo 
Lang led the second-year Object Design workshop. 
 
Basics: Travesía de la Cruz del Sur 
In late November, Professors Juan Purcell, Jorge Sánchez, and Justo Uribe embarked on 
the Travesía de la Cruz del Sur (also known as Travesía al Amazonas) with their 
architecture students. These 25 students were from the fourth and fifth-year workshops. 
The group traveled for nearly thirty days (from November 10th to December 7th), 
stopping in various places in Brazil and covering approximately 14,000 km (8,700 miles). 
The most important stops of this travesía were at Imbituba and Marudá, where they 
installed obras. Imbituba, located in southern Brazil, is 1,740 miles northeast of 
Valparaíso and Marudá, at the northeastern part of the country is 3,620 miles northeast of 
Valparaíso. 
 

                                                
517 Amereida Travesías 1984 a 1988 has conflicting information about the students: on page 14 the list of 
participants includes nine fifth-year and four Thesis students (14); however, a couple pages later the 
breakdown for each segment lists 16 students to Ovalle and 12 students to Santa Cruz de la Sierra (16). 
518 As Professor David Jolly recalls: “We went by land through Argentina because Argentina had trains that 
went up to the border with Bolivia. And from there, in a town named Yaquíba we took a train that took 
three days to arrive in Santa Cruz. [The journey was] long and eventful.” Jolly discussion with the author. 
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Itinerary: Travesía de la Cruz del Sur519  
Day 1/ Nov 10: Commencement 
Day 2/ Nov 11: Journey 
Day 3/ Nov 12: Uruguayana—camping 
Day 4/ Nov 13: Porto Alegre 
Day 5/ Nov 14: Imbituba 
Day 6/ Nov 15: Chores for the obra 
Day 7/ Nov 16: Presentation of the obra 
Day 8/ Nov 17: Ohirios 
Day 9/ Nov 18 : Goias—observation of the site 
Day 10/ Nov 19: Goiana 
Day 11/ Nov 20: Araguaia 
Day 12/ Nov 21: Observation of Río Tocantinos 
Day 13/ Nov 22: Belem 
Day 14/ Nov 23: Marudá 
Day 15/ Nov 24: Chores for the obra 
Day 16/ Nov 25: Chores for the obra 
Day 17/ Nov 26: Presentation of the obra act 
Day 18/ Nov 27: Journey 
Day 19/ Nov 28: Belem 
Day 20/ Nov 29: Brasilia 
Day 21/ Nov 30: Exhibition in U. de Brasilia 
Day 22/ Dec 1: Observation in Brasilia 
Day 23/ Dec 2: São Paulo 
Day 24/ Dec 3: Exhibition in U. de São Paulo 
Day 25/ Dec 4: Journey 
Day 26/ Dec 5: Foz de Iguazú 
Day 27/ Dec 6: Journey 
Day 28/ Dec 7: Conclusion 
 
 
 
 
 
 
 
 
 
 
 
                                                
519 Juan Purcell, Travesías bajo la Cruz del Sur: Una reflexión arquitectónica, 1984-2004, (Viña del Mar: 
e[ad] Escuela de Arquitectura y Diseño, Pontificia Universidad Católica de Valparaíso, 2004), 1:7. All 
translations from this text are my own. 
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Guiding Philosophy: Travesía de la Cruz del Sur 
 
[pre-Travesía]  
Taller 4º año, first semester 1984 (July 30, 1984)520 
This Workshop has received and indulged a poetic inheritance/ that signals a task and for 
us and also indicates how to do it:/ 3 months to listen to the music of mathematics/ 7 
months to realize the travesía through America/This moment surprises us in the travesía/ 
it surprises us in the proximity and calculation of our travesía/ in our own interiorness/ 
How can one be faithful to this moment, signaled by the poetic inheritance?/ The 
Workshop thus shows itself from its proximity/ in the very doings of the Workshop; the 
entire school is witness to this/ and/ where do the doings of the Workshop reveal 
themselves?/When the task is formulated. 
 
I am thus going to signal the next task for the Workshop:/ It concerns newly observing 
the Southern Cross/of observing its movement once again/ but this time in precise time 
and positions/ the positions and time in which the Cross/ passes from the invisible to the 
visible and/ from the visible to the visible/ but we are not traveling just to look at the 
Cross/ we are also going to look at the sun/ and we are also going to look at its positions 
and moments/ of passing from the visible to the invisible and once again to the visible. 
 
For this we are going to observe them in pairs/ an observer oriented to the Celestial South 
Pole/ the other to the West, who soon turns to the East. 
 
We are going to draw the sun when it is upon the horizon,/ half on top and half below, 
and when it disappears below it:/ three positions. 
 
We are going to draw the Cross when it appears/ its position and hour/ and in which 
relation and position each of the four stars appear:/ four positions./ Naturally this 
concerns two moments: appearance and disappearance/ for the Sun and for the Southern 
Cross. 
 
It concerns here the observation of the Southern Cross and Sun’s visibility/ of the visible 
relation of both/ It thus concerns constructing a triptych: E—S—W/ that relates the sky 
and the earth/ in the passage from the visible to the invisible in the Sun and the Southern 
Cross/ of day and night. 
 
The body and the Southern Cross/ define the size of the lámina for observing/ the body 
also defines the veil and the color between the eye and the sun/in order to see it/ Which 
                                                
520 Purcell, Travesías bajo la Cruz del Sur, 1:9. Purcell includes little punctuation, therefore I have included 
slashes: one slash represents a new line of text. In Chile, the academic year begins in March and ends in 
December. Therefore this text appeared during the middle of the year, most likely at the end of the first 
semester. Travesía planning still takes place around this time of year, though since the School is now on the 
trimester system this planning occurs at the start of the second trimester. 
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material should we use to draw so that the air does not deform the observing?/ And if the 
sky is veiled once again/ and we see neither the stars nor the sun?/ We therefore see with 
the mind/ But which mind? Not with Vespuccio’s/ yes, with technique/ a technique that 
transfers itself to internal architectonic logic/ a technique that simplifies itself (with the 
mind)/ in order to see the invisible and distinguish it from the visible/ and to calculate/ a 
technique that declares its principles and simplifications/ a technique that seeks its 
precision. 
 
But there is another moment to observe: the moment that goes between the/ 
disappearance of the Sun and the appearance of the Southern Cross/ Which orientation?/ 
Light. 
 
[post-Travesía]  
Exposición a la Escuela segundo semestre, 4º año 1984 (20-21 December, 1984)521 
I am going to talk about form/ They say that this Travesía has a form/ And so it is/ 
It has a form because it has a manner of looking and facing what is being seen 
 
I wish to discuss two aspects of the form:/ the trip has a form: the rhythm/ But within the 
journey’s interior there is a part that did not have form/ [which are] the technical stops: to 
fix the bus’s lungs in order/ to get fuel/ to buy food/ to exchange money/ Those in charge 
would get off/ everyone else waited/ And we maintained and were sustained by this wait; 
we did not satisfy it/and it accompanied us during the whole travesía/ one could also 
think that [the wait] has its own form. 
 
The obras have a form/ We brought a form: an order/ to the size, some elements and a 
relation between the elements/ we faced the earth with that/ because the reading of one of 
the poetic departures/ of Amereida [I]’s travel log/ showed us a relation between the sky 
and earth/ which signaled the Southern Cross/ And the observation of the Southern Cross/ 
showed a relation between the visible and the invisible/ an order: the transparency/ [of] 
the architectonic order to face the unknown  
 
Of the sky; we knew, of the earth, no/ every obra constructed a relation, brought from the 
sky and the earth there./ The earth in Marudá indicated the ambiguity/ of the sky, a 
transparency determined by the light and latitude/ constructed by the full-empty relation/ 
visible and invisible at the same time/ the elements passed over by the sun/ the sun on 
two sides of the plane/ that’s how we constructed transparency in Marudá. 
 
And the ambiguous earth?/ Brazil was a permanent relation between water and earth/ 
what was indistinct for us/ an entrance [between] earth and water; “pure mud”/ the obra 
was located in this ambiguity/ six hours in the earth/ six hours in the water; the sea 

                                                
521 Purcell, Travesías bajo la Cruz del Sur, 1:29. This exhibition was for the School faculty and students 
back in Chile since by late December the travesía had been over for a couple of weeks already. 
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descends six meters and withdraws 300 meters/ so, the obra between/ a veil and a 
sailboat.  
 
[post-Travesía] 
Exposición del Taller522 
Yesterday I spoke of form/ the form of the journey/ the form of the obra/ I spoke of the 
form with which we departed: the known in order to face the unknown/ What is “the 
known”?:/ the rhythm, an invention that arose from a study/ a size/ the elements and/ the 
relation between the vision/ real, direct and abstract, [which] emerged/ from the 
observation/ which we call transparency/ of the known; and so:/ the rhythm and/ 
transparency/ to conform the autonomy that allows us to face/ the unknown/ the 
extension/ not through the borders that imitate but rather through the center/ Thus the 
autonomy/ and the rhythm that tells us where to stop/ and the transparency that tells us of 
the space to construct/ the earth speaks: it states ambiguity; it signals a place/ the sky 
speaks: it states which transparency, an ambiguous transparency/ Which unknown do we 
find?/ It is there in the interior of what we did: we just need to collect it. 
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522 Purcell, Travesías bajo la Cruz del Sur, 1:29. Though there is no date for this text, since Purcell refers to 
the previous day’s talk, this text was most likely presented on or after December 21st. 
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APPENDIX G: 2013 TRAVESÍA COCHRANE 

 

 Basics 

Official 
Name 

Travesía a la Patagonia en Cochrane 

Dates November 18 — December 2, 2013 

Site Cochrane, Aysén Region 

Coordi-
nates 

Mercado Municipal Tamango [-47.252149; -72.567315] 

Faculty David Jolly; David Luza 
[profesores ayudantes] Valentina Requesens; Álvaro Mercado 

Work-
shop 

Taller 5º Año de Arquitectura, etapas 9 y 10 (15) 
Tomás Araya, Juan Pablo Buvinic, Rafael Canihuante, Elizabeth Cárcamo, 
Andrés Carvajal, María Jesús de la Cerda, Javiera Fernandez, Ricardo 
García, Gregorio Garretón, Pablo Miranda, Sebastián Navarrete, Pamina 
Olivares, José Francisco Paolinelli, Patricio Rodriguez, Esmeralda 
Rodriguez 

Titulantes de Intercambio de Doble Titulación con la Universidad de 
Torino 
Anna Sicuro, Umberto Rucci 

Obser-
vers 

Mary Ann Steane [Senior Lecturer at the Department of Architecture at 
the University of Cambridge, England] 
Doris Bravo [PhD Candidate, Art History, The University of Texas at 
Austin] 
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Guiding Philosophy and Planning the Travesía 
 
 In 2013 Cochrane was in the midst of a public works renaissance, with the 

Municipality was overseeing a series of projects. Four alumnae from the School of 

Valparaíso were working in this government office: Rocío Borque, Margarita Navarrete, 

Natalia Petersen, and Gabriela Zamora.523 The Municipality of Cochrane was interested 

in hosting a travesía in large part due to the experience of the alumnae. As Zamora notes,  

  I knew the value a travesía offered to a community as well as to students  
  based on my first-hand experience of the travesías when I was a student.  
  Therefore I was motivated to collaborate [with the Taller] in order for this  
  travesía to take place. […] In a broader sense, the reason why we   
  entertained the idea of realizing a travesía here was that we hoped that  
  the presence of the Taller as well as the obra itself could be an urban  
  contribution to the work were doing as architects.524  
 
The travesía had to be approved beforehand by the mayor himself, since in order to 

obtain lodging and other facilities, as well as the obra site and materials, for the group, 

the Municipality contacts had to go through him. Luckily, since these contacts were 

alumnae of the School they could communicate the objectives of the travesía and what 

happened during these trips, and thus sway the decision; otherwise, it would have been 

more difficult to gain his approval. The Municipality envisioned the Taller 5º año de 

Arquitectura (Fifth-year Architecture Workshop) creating an obra between the Market 

and the Cochrane River, something that would complete this currently unfinished area. 

According to Professor David Luza, Borque impressed the importance of the new 

                                                
523 As it turns out, there are many School of Valparaíso alumni in the area, perhaps drawn here by Lionel 
Stock. He is David Jolly’s classmate from the School and has done much work in Cochrane (the Market, 
and Fire Station). 
524 Gabriela Zamora, e-mail message to the author, July 16, 2014. Gabriela Zamora, a 2010 graduate, is part 
of the Investment Projects team for Secretaria de Planificacion Comunal, specifically urban design projects. 
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Market: it is the only one of its kind in the region and seeks to consolidate commercial as 

well as cultural activities.525 

 Meanwhile in Viña del Mar, the Taller worked on their project for the 2013 

academic year: a multi-use building in the environs of Valparaíso for the Schoenstatt 

religious movement.526 In the second trimester (July-August-September) the professors 

began thinking about how they could make an obra that would be relevant to “the context 

of America.”527 Specifically, how the obra related to the continent’s interior and borders 

as elaborated in Amereida I. For example, the Schoenstatt project was located next to the 

Pacific Ocean; therefore, how does it find its planteamiento [approach] to America? They 

asked the students to review the obras from their past travesías and think about the 

American dimension inherent in each. This emerges from their first-hand experience, 

reflecting on how the site for the obra was chosen and what the obra was originally meant 

to relate to. From these reflections the students can re-evaluate the obras and approximate 

the question regarding the American dimension.  

 The Schoenstatt structure would be placed within a park therefore it entailed three 

elements: wood, park, and a public space. When thinking about how these factors could 

work in concert, Álvaro Mercado—one of the professor aides for the Taller—recalled his 

classmates’ invitation to come to Cochrane. The travesía to Cochrane, and the resulting 

                                                
525 Meeting among the professors and students, Travesía Cochrane, November 20, 2013. 
526 For more details on the Schoenstatt project see María Jesúa De La Cerda’s notes: 
http://wiki.ead.pucv.cl/index.php/Mar%C3%ADa_Jesús_De_la_Cerda_-
_Encargo_01.PRIMER_ENCUENTRO_CON_EL_LUGAR_DEL_SANTUARIO_DE_SCHOENSTATT.  
527 Álvaro Mercado (Architect; Professor Aide), in discussion with the author, July 22, 2014, Escuela de 
Arquitectura y Diseño PUCV Campus, Viña del Mar, Chile. All translations from this interview are my 
own. 
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obra, could complete the students’ plans for Schoenstatt since a key element of the 

Cochrane travesía obra was the pormenor, something that could “accommodate bodies at 

rest.”528 After the students returned from Cochrane they could integrate the concept of the 

pormenor to their plans, which were simply awaiting this final piece.529  

 The professors and professor aides communicated with the Municipality 

regarding the possibility of going to Cochrane during the second trimester of 2013. Once 

they settled on the travesía destination, the Taller began studying it from a distance, 

thinking about where was is located, how that location related to them in Viña del Mar, 

and the larger connection to the concept of the continent’s forgotten interior sea. The 

team was especially struck by Cochrane’s remoteness. The Aysén Region is famously 

difficult to access; the Carretera Austral, the sole highway in the area, remains a work in 

progress. Thus, for the travesía team Cochrane was “a periphery within a periphery,” in 

relation to the continent’s borders, its region, etc.530 Indeed, even the site for the obra was 

in a marginal part of town since the Municipality wanted to connect the Market to the 

town center.  

                                                
528 David Jolly, “Obra terminada en Travesía a la Patagonia en Cochrane,” e[ad] Escuela de Arquitectura y 
Diseño, trans. Mary Anne Steane, accessed September 19, 2014, http://www.ead.pucv.cl/2013/obra-
terminada-en-travesia-a-la-patagonia-en-cochrane/. 
529 Mercado discussion with the author. Before the students departed on November 18th, they presented the 
structure of their models (October 29th), their architectural and structure plans (November 3rd), the model 
of the environs (November 8th), and the final plans (November 11th). On December 6th, four days after 
their return, the students submitted their final laminas (sketches on a large sheet). Not all the students in the 
Taller could participate in the travesía, for various reasons. Since the travesía obra would feature in the 
student’s final project with Schoenstatt these students were given an alternative assignment in Valparaíso. 
They needed to identify a site in the city that was lacking a similar, minimal space and propose a pormenor-
like structure.  
530 Ibid. 
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 In practical terms, realizing a travesía to this corner of the world implied a 

formidable amount of planning in a relatively short amount of time. The majority of the 

logistics for the Cochrane travesía were arranged at the onset of the third trimester in late-

September. In Cochrane, the Municipality arranged for the group’s lodging and would 

later on acquire the obra site and materials. Back on campus, the students separated into 

four groups that tackled all aspects of the journey: Food, Route, Gear, and Ambience. As 

the names suggest, each group addressed an essential component to the travesia. On 

every travesía professors and their aides oversee the budget of each group and thus arrive 

at a total cost. This amount is divided among all the participants, in this case 23 (17 

students; 4 professors and aides; and 2 observers). Since this travesía had few participants 

and getting to Cochrane meant air and bus travel, the individual cost was high at 

$300.000CLP.531 The Route Group faced a daunting challenge since the most significant 

cost for this travesía was transport which consumed 40% of the total budget. The 

remaining budget was allotted to food, lodging, and materials for the obra. Though it is 

not a particularly glamorous aspect of a travesía, the budget plays an integral part since it 

ultimately dictates how the obra will manifest as well as its design. Mercado noted in our 

discussion that the obra was the element constantly facing adjustments since the costs for 

other essentials fluctuated.  

 With multiple travesías under their belt, the students organized themselves into 

their groups, recognizing which group they liked best and could thus contribute the most 

                                                
531 In November 2013 this was about $600 USD. Since Cochrane does not have an airport, we flew from 
Santiago to Coyhaique and took a chartered bus for the 7-hour journey to Cochrane. 
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to. For example, María Jesús De La Cerda has always had an affinity for poetry, therefore 

she has been part of the Ambience Group on her travesías. This is perhaps the group with 

the most diverse activities: they are responsible for meeting with one of the poets to 

acquire texts and ideas for the poetic acts during the travesía; they craft the handmade 

travel logs for each participant; and they produce a packing list to make sure everyone 

has the appropriate apparel.532 The Taller met twice a week and during the third trimester 

this time was dedicated to travesía planning for each group: discussing matters within the 

group and with the Taller as a whole, contacting necessary people in Coyhaique and 

Cochrane, etc. However, since many of these tasks spilled into time outside the Taller, 

the students also worked on the travesía planning outside of the Taller, like when the 

Ambience Group would chat with the poet Carlos Covarrubias.  

 Professor Jolly emailed me on October 3rd to confirm that the travesía to 

Cochrane was going to take place and see if I still wanted to participate. His message also 

included the travel dates. He asked me to supply basic information (full name, birthdate, 

passport number, blood type, phone number) and that he would follow up about how to 

transfer the payment. The basic information I supplied later was for my two personalized 

Travesía Cochrane luggage tags. On October 28th I deposited my share of the travesía 

cost into Professor Luza’s bank account. I also gave blood at the Centro Metropolitanto 

de Sangre, Casa del Donante in Santiago in order to find out my blood type (O+). 

                                                
532 María Jesús De La Cerda (Architecture Student), in discussion with the author, July 22, 2014, Recreo, 
Chile. Knowing we were traveling to Patagonia in the spring, where the weather can vary from sunshine to 
rain to snow and driving winds are always present, the Ambience Group recommended base layers, 
sunblock, sunglasses, a wide-brimmed hat, and work-related gear (gloves, sturdy boots, and coveralls).  
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 Professors Jolly and Luza held a group meeting on Thursday, November 14th 

(four days before departure) at the School’s campus in Viña del Mar. I met Mary Anne 

Steane, the other observer, along with the professor aides, students, and Professor Luza. 

At this meeting the student groups—Food, Route, Gear, and Ambience—each presented 

a status update on their budgets, pending tasks, etc. At this meeting the Gear Group made 

a list of power tools they needed and determined who among the assembled professors 

and students could loan these tools. This was a complicated issue since due to the weight 

restrictions of air travel, which limited how many tools the Gear Group could pack. 

 Despite the grand ambitions of the Municipality, the Taller recognized their limits 

when it came to the obra: with the size of their team, budget, and timeframe they would 

not be able to create something on the scale of what the Municipality wanted. But they 

could offer a Sign or a trace of what could be on this river’s edge, which could contain 

the relation between this border and the Market. There was also the possibility that this 

Sign or trace could be expanded upon later by a Taller student for their thesis project. 

 On the first day in Cochrane—November 20th—the professors and professor 

aides met with the Municipality, where the contacts imparted the importance of “uniting 

lo allá [what’s over there] with lo acá [what’s over here].”533 The estuary in the middle of 

town divided old Cochrane from new, with the latter side carrying the stigma of social 

housing despite the fact that the majority of these renovating projects (Market, boardwalk 

and playground along the river, bus terminal, etc.) were located there. The Taller 

professors took this concern and conceptualized the obra as  

                                                
533 Mercado discussion with the author. 
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  A manner of sheltering the body in permanence before something that is  
  here, on this very soil; and that proximity to the water and the distance,  
  which we posed [in reference] to the mountainous chain, to the birds that  
  were there, or to the fish that were so close you should reach out and  
  touch them.534  
 
The Municipality offered a plot southeast and east of the Market for the Taller to develop. 

Since the Market building was inaugurated earlier in 2013 it is a fairly new construction; 

indeed, the plot assigned to the School is more of post-construction site filled in with 

large stones with a layer of gravel at the top. This lot overlooks the estuary to the south 

and the Cochrane River to the east; between the edge of the lot and the water is a footpath 

that follows the border. Taking into account the site, the total obra, and the amount of 

students and time, the professors and professor aides settled on eight pormenores, places 

for lingering on the river's edge. This divided the students into seven pairs and one trio, 

with the students choosing their own groups.535 

 As noted earlier, the total travesía budget was a defining adjustment for the obra. 

Other factors impacting the obra were the availability of materials. The Municipality 

contacts along with local builders and architects helped acquire tools and materials, like 

leftover lumber from a recent demolition in the stadium. The Taller was also fortunate to 

receive sacks of cement for free while in other cases tools they thought they had secured 

were no longer available. This perhaps summarizes one of the most palpable truths of a 

travesía: it is a constant compromise between planning and chance. Even with today’s 

technology and connectedness, Cochrane remains at such a distance that it was 

                                                
534 Mercado discussion with the author. 
535 Ibid. 
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impossible to have all the logistics set before arriving. Though the contacts at the 

Municipality helped enormously, there were many aspects left up to chance, most notably 

the new lumber which the Taller only obtained after days of negotiation and phone 

calls.536 

 

Personal Impressions 

 Even though I had been studying the travesías for a couple of years before the trip 

to Cochrane, there was so much I did not know. Better said, there was so much I could 

only learn by participating in one. Which is why, despite my general disinterest in most 

matter related to the outdoors, I was determined to join a travesía team during the 2013 

season.   

 From day one, it was an intense experience. Upon setting out from Santiago I was 

nearly paralyzed with fear over the unknown—what would I do for two weeks; would the 

professors and students accept me; how will this change my dissertation? Once we settled 

into Cochrane, the travesía unfolded like a well-practiced exercise with military 

precision. Each day had a schedule and this habit of tasks put me at ease, both 

emotionally and in terms of my project. Having the chance to converse with over two 

dozen people on a daily basis is also a way of grappling with the unknown: even among 

these travesía pros, Cochrane was an unfamiliar frontier.  

 During free moments I would escape to one of a handful of cafés and chat with 

the locals. Curiously enough the School of Valparaíso’s travesía was one of several 

                                                
536 Mercado discussion with the author. 
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projects taking place in the area. Two of them were especially controversial: 

HidroAysen’s plan to build five dams on the Baker and Pascua Rivers; and Conservación 

Patagonica, a national park that is the brainchild of American billionaire 

entrepreneurs/conservationists Kristine and Douglas Tompkins. Indeed, Cochrane was 

very much a town divided since some residents were adversely affected by the 

Tompkins’s park (pumas eating livestock), while others were grateful for being park 

employees. Most residents seemed to be against HidroAysén, just as in other parts of 

Chile. Though the Travesía Cochrane was on a significantly smaller scale (in terms of 

participants and the degree of intervention), locals were still wary. Some wondered why 

the professors and students would work on a lot near the marketplace when the middle 

school could have benefited from a new structure. Nevertheless, the people of Cochrane 

were warm and receptive to us as outsiders.  

 As Cochrane became our temporary home, and I settled into a routine, I felt 

myself being drawn into the allure of Patagonia in the summer. The long days, sunny 

days sprinkled with thunderstorms, the delicious tap water, and the startling starry nights. 

I also reveled in watching the students build their stations from a sketch to a three-

dimensional work. What they accomplished in eight days was truly remarkable and I was 

proud to have been a part of their final travesía. I was also very touched by the team’s 

gesture of surprising me with a Thanksgiving dinner on the final Thursday of the travesía. 

Somewhere after day four you realize you have shared most of your stories so you start 

reminiscing about any and everything. In my case, with Thanksgiving around the corner, 

it was all I could talk about. Moreover, the professors and students were fascinated since 
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it was something they had only seen in movies. David Jolly tried acquiring a turkey but 

do to the season they were not available. Instead the students on kitchen duty made a 

delicious chicken dinner and Mary-Anne Steane crafted turkeys from pine cones and 

paper tails. Our dinner turned into a poetic act when the Ambito students asked me to 

read “Poetagoonia” from Amereida I and it was like a dream come true.  

 I was humbled and thrilled to be a part of the School’s travesía history, especially 

when Professor Jolly proposed making Thanksgiving a permanent part of every travesía. 

For my dissertation, this trip was just the jolt I needed to wrap up my research and start 

writing. For my non-dissertation life, the opportunity to spend two weeks in Patagonia on 

a poetic journey was incomparable and I feel fortunate to have been a part of the Travesía 

Cochrane. 
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   Doris Bravo Travel Log 

# D D Activity Details 

1 11/18 M >poetic act at airport 
>travelling [Stgo to Coyhaique] 

2 11/ 19 Tu >travelling [Coyhaique to Cochrane] 

3 11/ 20 W >group meeting: the professors and their aides discussed the site, what 
the obra will entail, etc. 
>sketching at the site 
>poetic act in parish backyard 
>group meeting: students split into groups for the next day’s tasks 

4 11/ 21 Th >general leveling at the site 

5 11/ 22 F >general leveling at the site 
>group mttg: the professors reveal the concept of misericord 
>sketching at the site for proposal exhibition 

6 11/ 23 Sa >changed bunk beds to other Church building 
>sketching at the site for proposal exhibition 
>students present their sketches to the professors 

7 11/ 24 Su >free day 
>move back to Parish 
>group meeting: students need to present updated proposals the next day 

8 11/ 25 M >students present updated sketches to the professors 
>leveling/breaking ground at separate stations  
>Concrete Group continues making cushions 
>poetic act at the site 

9 11/ 26 Tu >group meeting: students must finish laying foundations so they can 
build 
>breaking ground, painting sunken foundation posts, fitting beams 
>group meeting: the professors are almost done with the cushions, 
students should prep their designs accordingly 

10 11/ 27  W >fitting beams, installing new beams  
>poetic act after dinner 
>group meeting: with two days left of work, the students must come to 
terms with the materials they have available 



 396 

   Doris Bravo Travel Log 

# D D Activity Details 

11 11/ 28 Th >fitting beams, installing new beams  
>Thanksgiving 

12 11/ 29 F >final construction work 

13 11/ 30  Sa >finishing touches (paint, installing cushions, cleaning up materials) and 
sketches of the obra at various angles 

14 12/ 1 Su >free day 
>photographs of the obras 
>poetic act after dinner 

15 12/ 2 M >travelling [Cochrane to Stgo] 
>poetic act at airport 
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