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fireflies



“Thousand Little bugs were living together in a crack in the 
bark of a tree. However, for being invisible nobody in the 
forest knew them. It is that they were born with everything, 

except size. 
One clear night two butterfl ies got in the fi ssure they inhabit: 

- An empty house! they exclaimed.
- Not empty! Full, shouted the little bugs that nobody could 

see. 
The butterfl ies look each other scared and asked: if there 
is nobody, how is it possible that someone that is not here 

could talk in the same place that they are not?
- We live here, we are a thousand, nobody can see us because 

we are invisible, they explained. 
The butterfl ies search for a fi refl y in the forest to light them. 
- If with this light we cannot see you it is because you do not 

exist, they said. 
(…) 

Through the crystal of the magnifying glass the butterfl ies 
manage to see, fi nally, the ones that have been invisible until 
this point. The smallest bugs in the world possessed weird 

shapes and the most vivid colors”.1   



The above, is a fragment of my fi rst childhood story. I grew 
up hearing this book every night. Night after night I got more 
obsessed about it. A couple of years ago, for my fi rst solo 
exhibition Impresentable (Fig 3) my mother gave the book 

to me again.

When I fi rst read it, after more than ten years, I was really 
surprised because the book was not about fi refl ies, as I 
remembered it. Firefl ies (more exactly, their light) were just 
a tool that the butterfl ies use to reveal something that they 

cannot see.     

The possibility of being invisible is a recurring topic in my 
practice. I have developed a corpus of work that functions 
from this principle: invisible installations that are camoufl aged 
with daylight and only appear in certain light conditions 
through an effort made by the viewer, who is forced to fi nd 
the work in apparently empty spaces. This restriction is 
maybe an arbitrary decision, but it is led by the conviction 
that it is important to make a resolution, to decide to see 
what surrounds us. When that happens, the metaphoric 
component of my works is triggered. The hidden that waits 

(eternally) for a moment to appear, to be revealed. 



Something in my biography triggered the constant feeling that 
there was “something” I was incapable of knowing / seeing. 
That was not sharp at all, a moment of clarity that is blurry 
in my own biography, but that defi nitely changed my way of 
understanding the world where I live and also traced how I 

see and interact with it. 

When I was a child my parents and I often went at night to 
the hill in the forest in my hometown (Temuco, Chile), to 
watch fi refl ies. I can remember crystal clear how impressive 
the exact moment was when our eyes got used to the 
darkness and we were able to see them. Maybe one of these 
wanderings was this moment that I am not able to remember, 
the moment where I understood that something that is not 
possible to see at fi rst sight does not mean that it does not 

exist.













Impresentable (fi g. 3), Sobre la aparición (Fig. 4) and The 
periphery is blurry (Fig. 5 and 6) are primarily latencies. They are 
communication exercises that have born silenced; invisibles. 
These painful texts want to reveal realities, but are written 
to remain hidden. The material giving them shape, gives and 
takes away light and visibility at the same time. Following the 
natural function of the photoluminiscent paint, these works 
are reveal according to the lighting conditions. They reach 
maximum visibility in the absence of light and disappear in 
its presence. They occupy the emplacement space without 
altering it physically. The latency of their presence is what 
modifi es our perception of those spaces. The possibility of 

being there, but not being seen. 



Fig 6.- The periphery is Blurry

Camila Lobos Díaz

Photoluminiscent paint on 

billboards (full view)

25 x 5 m.

Fluc

Vienna, Austria

2016

Fig 4.- Sobre la aparición

Camila Lobos Díaz

Photoluminiscent paint on white 

ceiling

35 x 7 m.

XII Havana Biennial

Havana, Cuba

2015

Fig 3.- Impresentable

Camila Lobos Díaz

Photoluminiscent paint on white 

ceiling 

25 x 8 m.

Centro de la Cultura y las Artes

Ovalle, Chile

2012

Fig 5.- The periphery is Blurry

Camila Lobos Díaz

Photoluminiscent paint on 

billboards (detail)

25 x 5 m.

Fluc

Vienna, Austria

2016





the effort of 

seeing





“There is a contemporary specifi city of the images, which 
depends on living in a mediatic era, where one looks without 
seeing, where the suffering of others becomes an object of 
mass consumption, where the viewer-consumer knows how 
to be safe. Given the suffering of others, is the usual response: 
the knowing that something is very wrong, but also knowing 

that you cannot live constantly aware of it?”2  

Growing up in a third world country has shaped my interests. 
It has taught me about poverty, segregation, classism, but 
mainly that everything has a refl ected image in a dialectic 
axis. Being aware of what inequality really means hurts, but 
as Adriana Valdés mentions, it is hard to be constantly aware 
of its repercussions. So, in order to survive, we decide to not 

see, with intentional ignorance, we narrow our gaze. 



“Operaciones Confraternidad I y II” (Ironically: “Fellowship 
Operations I and II”) are the bigger movements of poor 
population that has taken place in Chile. Urban hygiene 
procedures occurred during the dictatorship of Augusto 
Pinochet in which people were moved in military trucks 
dislocating them from central boroughs of Santiago to marginal 
municipalities, creating and instituting the periphery in Chile. 
The historians César Leyton and Cristián Palacios explain in 
their book BULEVAR DE LOS POBRES. Racismo científi co, 
higiene y eugenesia en Chile e Iberoamérica, siglos XIX y 
XX how in the geopolitical plan of Pinochet the urban, social 
and political space should be free from marginality, a spatial 
cosmetic that resulted in creating new ghettos, townships of 
the poor, located outside the city walls. The dictatorship thus 
prepared the ground for later real estate companies to model 
a city of segregation3. These acts of territorial asepsis have 
not just moulded the urban experience in Chile, but also the 

human relations within space and among people. 





My works act from that interstitial space, from where 
everything can be what it is or its opposite. The game of 
revelation and concealment is a manoeuver to address what 
is blurry in our social experience through the effort of seeing. 
The issue of visibility is not necessarily related to the “what” 
(what we do not see), but to its given circumstances, the 
conditions that surround it. The same happens with fi refl ies, 
they are not invisible, there is just too much light during the 
day, so they become invisible. From the above, things are 
invisible until we decide to look at them, or until there is a 
contextual arrangement that allows us to look and to fi nally 
see them, or until someone else decides to put those things 
in the range of our sight through policy making, economical 
interest, marketing or art. My practice is a summation of 
attempts to expand the coordinates of what is visible, a 
constant effort to rearrange the order of reality that was 
given to us. This is because my practice is traversed by the 

idea that visibility a power issue. 





the limit is drawn with periphery

the limit is built with periphery

the limit is written with periphery

a  l i m i t  g e n e r a t e s  a n  e d g e

a n  e d g e  g e n e r a t e s  a  m a r g i n

a  m a r g i n  g e n e r a t e s  a  f r o n t i e r

a  f r o n t i e r  i s  a  l i m i t





Fig 10.- Geometría del límite

Camila Lobos Díaz

cut-out text in metal circles and 

red light on white wall  

1.8 x 1.8 m

Posada del Corregidor Gallery

Santiago, Chile

2017

Fig 8.- Diagram of displacement 

of camp residents in the 

metropolitan area by commune of 

origin and destination 1979-1985

Santiago, Chile

Fig 9.- Santiago, Chile

Current status

Source: www.google.com/maps
01-12-2018

The red area is central Santiago, 

the lighter area is the periphery

Fig 7.- Untitled (Your comfort is my 

silence)

Barbara Kruger

photograph and type on paper

0.27 x 0.19 m

1981

Skarstedt Gallery 

New York, United States



While using different materials, Ejercicio de visibilidad (Fig. 14), 
Geometría del límite (Fig. 10), Nosotros no podemos llamarlos 
pero ellos nos llamarán siempre (Fig. 12 and 13) and The volume 
of poverty (Fig. 11) deal with Chile. Chilean inequality is 
the subject that gathered these works together and from 
which they emerge. These works engage with the language 
in different forms, from poetry to data. They use different 
literary devices: ciphers and descriptions of Chilean poverty 
(The volume of poverty), poetry (Geometría del límite and 
Nosotros no podemos llamarlos pero ellos nos llamarán siempre) 

and a grammatical exercise (Ejercicio de visibilidad).











light



One hundred years ago Albert Einstein predicted the 
existence of gravitational waves, as part of his Theory of 
relativity. In February 2016, LIGO team4, was able to prove 
its existence. Avery Broderick, a physicist at the Perimeter 
Institute and the University of Waterloo in Canada, explained 
its repercussion. “For centuries, astronomers have been 
looking up at the night sky and thinking about the light side 
of the universe. Now we are going to get our fi rst look at 
the dark side. There’s every expectation that it will be just as 
rich and exciting.”5 We have built the history of the universe 
through the study of bodies that are capable of emit light, just 

the 4% of the universe. 

As well as the night sky, the urban space has a logic of light 
and dark, those with economical/political power, distribute 
the urban space in order to give or take away visibility, to 
each agent that composes it. In that sense, how does light 
become an element that might determine visibility? I am 
interested in work with materials that help me to transmit 
the fragility that implies that something become visible. Clear 
resins (Fig.11 ), glass, smoke (Fig. 12 and 13), photoluminiscent 
paint (Fig 3, 4, 5, 6, 20 and 21 ), but mainly different sources 

of light (Fig. 10, 14 and 22v). 







Light while effective visibility is also a symbol of it; in Spanish, 
we frequently use the phrase “sacar a la luz” which refers to 
the act of uncover or reveal something, through its exposure 
to light. We light up our Christmas trees with fl ashing 
lights, we light candles on altars, all the signs are made of 
light sources neon, LED, etc. among other examples of how 
every time what something is important to us, we fl ooded 
it with light. Light give us shape, likewise, light absence is an 

instrument of censorship/concealment.

I understand that every act of de-construction, re-
construction, re-arrangement, frame up or focus, similar 
exercises to illuminate, are acts of power that imply a worm’s 
eye view, and my works are mine: a Chilean female artist that 

has been born in a “democracy” ruled by the market.



Fig 14.- Ejercicio de visibilidad

Camila Lobos Díaz

Neon tubes, lacquered wood 

structure, alternator  

1.6 x 0.8 m

FAXXI Art Fair

Santiago, Chile

2015

Fig 11.- The volume of poverty

Camila Lobos Díaz

Clear resin on white wall 

20 x 3 m

Kunstraum Niederosterreich

Viena, Austria

2016

Fig 12.- Nosotros no podemos 

llamarlos, pero ellos nos llamarán 

siempre (detail)

Camila Lobos Díaz

Candle smoke and clear resin on 

white walls

5 x 20 x 13 m

BECH Gallery

Santiago, Chile

  2015

Fig 13.- Nosotros no podemos 

llamarlos, pero ellos nos llamarán 

siempre (detail)

Camila Lobos Díaz

Candle smoke and clear resin on 

white walls

5 x 20 x 13 m

BECH Gallery

Santiago, Chile

  2015





how a line 

changes 

everything



“The borderlands are physically present wherever two or 
more cultures edge each other, where people of different 
races occupy the same territory, where under, lower, middle 
and upper classes touch, where the space between two 

individuals shrinks with intimacy”6.

Boundaries allow the existence of things or at least its 
demarcation. In its cleanest manifestation, they defi ne us 
as something different of what surround us. The one and 
the otherness present at the same time in a codependency 
relationship. Boundaries are always there, geographical, 
political, social, they shape the world and circumscribe our 
understanding of the urban space we inhabit. While existing, 

defi ne what they enclose. 



The understanding of world through limits splits its content in 
binary relations, through a dialectic axis. The most symbolic 
of these relations for my work it is centre-periphery, because 
involve a spatial condition while a hierarchy. But, what is a 
centre without a periphery? The confl ict of authenticity 
of some(thing/one) as a legitimate member, belonging to 
some space emerges from the idea of being “out of place”.              
Dr Robert Hearn7 explains the idea of being “out of place” 
in terms of Geography, as a correlation of objective location 
and subjective meanings attached to the term place. Place is 
“ideological”, in the sense that it embodies taken-for-granted 
categories and orders: things being “in” and “out” of place. 
In that way, by defi nition cities are the space for humans, 
but which humans? The juxtaposition of capitalism and urban 
space determines categories of humans. And as a result, 
some of them are “out of place”. Eradicated from the centre 

to the periphery.







The geopolitical dimension of boundaries; borders, whilst 
tools that delineate territories, are dialectic axes that defi ne 
an inside and an outside. But they are also from where 
categorizations of spaces, people and thinking are being 
outlined. Metaphorically they are lines of social, cultural 
and political demarcations. In which we only exist in a 
dichotomist logic of in and out. In that panorama it seems 
challenging to cultivate feelings of belonging, are our roots 
exclusively circumscribed to the place where we were born? 
Bodies are real while nations are some convention, arbitrary 
fi ctions of separateness, made by drawing fi ctional lines in 
continents. But pretending that they are demarcations of true 

separateness and independence. 







Fig 15.- Still from Walking the line

Camila Lobos Díaz

Single channel video

Anti-Racism march

London, United Kingdom

2018

Fig 16.- Territory

Camila Lobos Díaz

65 photographs framed in 65 

second hand frames and one 

border

3.5 x 2.5 m

Slade research 

London, United Kingdom

2018

Fig 17.- Territory

Camila Lobos Díaz

65 photographs framed in 65 

second hand frames and one 

border

3.5 x 2.5 m

Slade research 

London, United Kingdom

2018

Day 3

Fig 18.- Germinating England

Camila Lobos Díaz

Grass on paper

0.9 x 0.6 m

2018

(in progress)

Week 2





broken lanscapes



The current political scenario has collapsed the promise of a 
borderless world through globalization. A few decades after 
celebrating the milestone of the fall of Berlin wall, a symbol 
of segregation. We are now witnesses of the proliferation 
of more robust and sophisticated walls. Erected in order to 
delimit more impenetrable territories, these walls create 
dynamics of exclusion. Colonial empires from the 15th 
century forward established their empires through the 
expansion of their territories. It seems interesting the same 
states are the most obsessed in securing their territory and 
reinforcing their borders in this current geopolitical scenario.







“The walls respond to and externalize the causes of 
different kinds of perceived violence to the nation, and the 
wall themselves exercise different kinds of violence toward 
the families, communities, livelihoods, land, and political 

possibilities they traverse and shape”.8 

The fortifi cation of borders is effective in contouring 
nationalisms and barricading human relationships. They exist 
to protect the state, securing the understanding of otherness 
as a threat. Terrorists, poverty, epidemic viruses, and above 
all, poor migrants. We perpetuate political and economic 
systems that generate poverty. At the same time, we reject 
to accept and integrate poverty as part of our everyday 

landscape. We create cracks in between.



In this panorama, it seems that the transcendental introduces 
subjectivities into a discourse erected from the idea of 
objectivity and totalization. National anthems are dissolved as 
hegemonic discourses, becoming a space of communion built 
by multiculturalism (Brave into new times). Borders that bloom 
to wither (Germinating England). Borders that are dismantled 
due to the collective effort (Territory). The re-construction of 
national symbols to insert fragility and to destabilize power 

(Geoencing). 



Fig 19.- Untitled (from Ametsuchi)

Rinko Kawauchi 

Digital Photography

2013

Fig 20.- Brave into new times

Camila Lobos Díaz

White and photoluminiscent 

poliuretan on pavement, 1 

anthem, 23 languages and 40 

writings

20 x 25 x 50 m

Magdas Hotel

Vienna, Austria

2016

Fig 21.- Brave into new times

Camila Lobos Díaz

White and photoluminiscent 

poliuretan on pavement, 1 

anthem, 23 languages and 40 

writings

20 x 25 x 50 m

Magdas Hotel

Vienna, Austria

2016

Fig 22.- Geofencing

Camila Lobos Díaz

456 Nylon wires and nails

  4 x 7 x 3 m 

Slade School of Fine Art

London, United Kingdom

2017
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