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The present book constitutes the third title of  the collection on the 
Ibero-American heritage, which we have undertaken at Kalam with the 
forward-looking idea of bringing our rich, vital architecture to all homes. This book 
was preceded by the facsimile edition of 

[Studies on Hispano-American Colonial Architecture], which 
was followed by the publication of  

[A Memorable Project from Spain to America. The edition by Angulo 
Iñiguez, Marco Dorta and Buschiazzo on American Art] . 
The back cover of  our publications usually includes representative interventions 
according to the territorial areas where we operate, the singularity of  the 
monuments and the last works in course. Mention should be made of  our 
teams� initial stages at the Cathedral of  Seville, and we maintain others in 
works such as those of  Plasencia, where we restored its magnificent choir. 
We have developed new phases in the preservation of  the Alcázar of  
Segovia � that imposing fortified palace� and we are still present in other 
emblematic buildings such as the Spanish Embassy in Cuba, facing the 
esplanade in the heart of  Old Havana, and in the Basilica Cathedral of  
Santa María la Menor, with a research project financed with European funds. 
This selection of  references is also evidence of  our commitment to the 
Heritage of  the Twentieth Century, as represented by such masters as 
Domènech i Montaner, Alejandro de la Sota or Miguel Fisac, as well as 
the contemporary work of  the Caixa Forum building in Madrid, by 
Herzog & de Meuron, which we worked on by recovering its brick façades 
�the last vestige preserved and incorporated into the project� which formerly



belonged to the Mediodía Electrical Station, from the turn of  the century.   
Our publication wants to bear witness to the historical and artistic interest 
of  the Rioja, a singular palace in Chile, where we worked on the creation of  
an Operative Centre composed of  that country�s best professionals and our 
master craftsmen, who contributed the experience accumulated throughout 
an impeccable career of  30 years and who receive the support of  the sectors 
and persons committed to the conservation of  the heritage, which is why 
we are now proud of  being involved in a highly relevant project to show.   
Likewise in Viña del Mar, we are now renovating Vergara Palace, while in 
Santiago el Álamos, we are dealing with the Cousiño and the relevant Pereira, 
which is to serve as the next venue of the Directorate of  Libraries, Archives and 
Museums, and restoring the facades of  the National Museum of Fine Arts.   
In Valparaíso, we are working on the first phase of  the recovery of  the National 
Maritime Museum, while in the centre-south zone we are advancing in the 
restoration of  the magnificent Isidora Cousiño Park. In the north of  Chile, our 
teams are involved in the recovery of  Santa Rosa de Lima Church and the Portales 
Building, both of which are iconic constructions of the city of  Freirina�s heritage; and 
the restoration works of  the Metro Theatre are to begin in María Elena, the last 
surviving saltpetre village located in the middle of  the driest desert in the world.  
We want to proudly state that we have been granted a special mention �this 
being the first time it is given to a company�s career and by the decision of  
the jury on an unrepeatable basis� within the category of  Dedication to the 
Service of  the Heritage at the European Union Prize for Cultural Heritage 
/ Europa Nostra 2016. Such a distinction is encouraging and motivates 
us to continue growing sustainably, remaining true to our commitment 
and to the principles that guide us and strengthen our reference values.  
May this embolden those professionals involved in heritage conservation 
to continue in their pursuit of  these common goals, remaining faithful to 
the universal principles that bind us together. From our experience, we can 
assure that �by establishing a firm, honestly managed career� one can gain 
the recognition needed to offer the quality and attention our beloved Ibero-
American heritage deserves and which we serve in our active commitment to 
its recovery. 

Ramón Mayo

presidente@kalam.es
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The commune of  Viña del Mar has historically benefitted from visionary 
local authorities that, in the past, acquired buildings of  the private sector 
for the Municipality, with highly relevant architectural connotations which, 
with the passing years, came to be declared national monuments under the 
historic monuments category, their purpose having been oriented towards the 
development of  various kinds of  cultural spaces. 

It is thus that the Palacio Vergara Museo de Bellas Artes (Museum of  
Fine Arts)  

    retains one of  the leading collections of  paintings by Chilean and European 
artists; the Palacio Carrasco is the most important Cultural Centre in the city; 
the Municipal Theatre remains the main stage in the Valparaíso Region; Wulff  
Castle, a tourist and heritage icon, serves as a venue for itinerant exhibitions by 
established national and international artists; and Palacio Rioja stands as one 
of  the country�s most important museums of  decorative arts.

The earthquake of  February 2010 caused serious damage to the 
garden city�s movable and unmovable heritage. This tragic event, however, was 
seen as an opportunity to enhance its heritage, with international standards 
from the Local Government.  

With a great deal of  effort and an interdisciplinary team of  
professionals, restorations to both the collections and indeed the buildings 
were planned. In May 2016, the first of  these, Palacio Rioja, was delivered to 
the community. 

Nowadays proud of  this achievement, which resurrected the home 
of  the well-known city inhabitant Fernando Rioja Medel, a Valparaíso-based 
Spanish businessman, who in 1907 commissioned its construction from 

VIRGINIA REGINATO BOZZO
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the French architect Alfredo Azancot, the city has been given a building of  
harmonic, balanced lines. What stands out in its slightly rectangular shape are 
its terraces with colonnades, protruding elements such as the semi-roundabout 
of  the main access, with its majestic imperial stairway, and the volume created by 
the dining hall. The large windows generously illuminate the palace interior.  

Expenses were not spared on interior decoration: for the specific 
purpose of  this new Viña del Mar mansion, European architects and decorators 
designed and purposely acquired elegant furniture, curtains, bevelled glass, 
doors, ceilings, lamps and mural textiles, arriving from Spain and France 
to Valparaíso by boat and from there to their current location. The Empire 
and Rococo fashion and style of  the time are dominant in its living rooms, 
entrance halls and large dining room. 

The décor and ornamentation of  such spaces are an expression of  a 
time and lifestyle in Viña del Mar.

In this present time, we have become firmly committed to this legacy 
of  more than 100 years and to the rescue, valuation and enhancement of  
these movable and unmovable goods, allowing us to look at the past � not 
only recreating history, but also fortifying the city�s identity with its fellow 
inhabitants for both the present and the future. 

It was the subject of  much admiration just a few days after its opening, 
not only as a museum but also as a centre for generating a heritage conscience 
and strengthening the local identity, by means of  a management that actively 
and inclusively promotes the non-formal education of  children, young people, 
adults and older adults.   



Since the earthquake that affected our country on 27 February 2010, our 
Municipality has not ceased to work for the recovery of  our emblematic 
heritage buildings.  

The Communal Secretariat of  Planning was entrusted with this task, 
which would entail looking for resources before the State so as to perform the 
complex restoration designs of  Palacio Rioja, Palacio Vergara, the Municipal 
Theatre and Palacio Carrasco, all of  which have been declared National 
Monuments and belong to the Municipality.  

Our team became specialised in heritage restoration, with professionals 
from that area joining in, in order to develop the guidelines of  the designs and 
their subsequent execution. 

The complexity of  such work in our country is obvious, which is why 
a joint effort, along with other municipal units, has been required to execute 
the Restoration of  Palacio Rioja, delivering a cultural space of  huge potential 
to our city.

We are already working on and executing works at Palacio Vergara; will 
soon start them at the Municipal Theatre and will end with Palacio Carrasco, 
which entails the highest investment in heritage made by a Municipality with 
resources from the State of  Chile over the last few years. 

 Our Municipality firmly believes that the cultural imprint these 
buildings will leave in our cities will constitute an historical legacy in our 
region.

MIGUEL ABUMOHOR DIBAN

Director of  the Communal Secretariat of   

Planning Municipality of  Viña del Mar





1.View of the sea-
front and Las Salinas 
beach, 1930.

Photograph by 
Einar Altschwager, 
National History 
Museum of Chile.

Given our firm commitment to disseminating the values of  the architectural 
heritage � Kalam�s prime objective in this collection, which is reaching its third 
volume this year and manifesting its decisive Ibero-American vocation� it is 
our desire here to deal with one of  the most emblematic and representative 
monuments of  the Chilean heritage: Palacio Rioja in Viña del Mar. A superb 
example of  the refinement of  the enterprising Chilean bourgeoisie that developed 
between the nineteenth and twentieth century, Rioja now constitutes one of  the 
most important elements of  Viña del Mar�s architectural legacy. 

 With this book, we have aimed to place at the reader�s disposal the 
many values that the building has retained as well as the coordinates needed 
for viewing it in context, and it is also our wish to break the news of the study 
and refurbishment process performed during an IDIEM Project under the 
supervision of  the architect Josefina Atria Mira, which has taken place over the 
last few years to restore the splendour it lost in the earthquake of  2010.

This is not the first time we have shown an interest in the Chilean 
architectural heritage. When, in late 2014, upon issuing the reprint of an 
irreplaceable classic on the history of  Ibero-American architecture, the 

by the architect Mario José Buschiazzo 
(1902-1970), we enriched the original edition of 1944 (published by Guillerno 
Kraft Ltda.) with the material elaborated by the Argentinean author for the 
chapter that, dealing with Chilean architecture in the sixteenth, seventeenth 
and eighteenth century, was a part of  the third volume of the 

[History of  Hispano-American Art] that was edited by Salvat 
in the three volumes that appeared in Barcelona, Madrid, Buenos Aires, Mexico, 
Caracas and Rio de Janeiro, between the years 1945 and 1956.

One year later, in late 2015, we wanted to take advantage of  the 

FERNANDO VELA COSSÍO

Coordinator of  this collection 



2. Recreo Spa, Viña 
del Mar, 1930. 

Photograph by 
Einar Altschwager, 
National History 
Museum of Chile.

opportunity provided us by the seventieth anniversary of  the publication of the 
first volume of that exceptional work, which resulted from the close collaboration 
of the Spaniards Diego Angulo Iñiguez (1901-1986) and Enrique Marco 
Dorta (1911-1980) with Mario Buschiazzo, and pay tribute to these three 
giants whose efforts served as the foundation for much of the work by Hispano-
American art and architecture historians during the second half  of  the twentieth 
century. The work�s extraordinary continuing validity shows the quality of  its 
authors� work during a crucial period for the development of  Ibero-American 
art historiography.   

In a collaborative book, coordinated by Ramón Gutiérrez (CEDODAL), 
Wifredo Rincón García (CSIC) and Fernando Vela Cossío (UPM), we set out 
to comment on Una empresa memorable de España hacia América. La edición 
de Angulo Íñiguez, Marco Dorta y Buschiazzo sobre el arte americano (1945-
1956), in a work that includes texts by such notable American and Spanish 
specialists of  recognised experience as Paz Aguiló, Cristina Esteras, María 
Ángeles Fernández Valle, Berta García del Real Marco, Ramón Gutiérrez, Joaquín 
Ibáñez Montoya, Amelia López Yarto, Patricia Méndez, José de Nordenflycht, 
Fernando Vela Cossío or Graciela Viñuales.

As the President of  Kalam, Ramón Mayo, pointed out at the time, the 
book constituted an admiring look from a present of  hard work, effort and 
commitment, which attempted to give an account of  the memorable past we 
share and the many opportunities we have if  we succeed in jointly forging a 



better future. The extraordinary quality and interest of  the pictures illustrating 
the edition, some of  them previously unpublished, also made that occasion 
an exceptional opportunity to become more familiar with our rich common 
heritage. This is why now, in this new publishing project we present for the year 
2016, we have sought to work with a representative group of authors who are 
closely associated with the protection, management, investigation and recovery 
of  the Chilean architectural heritage.

Quite appropriately, the book features a prologue by Father Gabriel 
Guarda Geywitz (Valdivia, 1928). A  Benedictine monk and an architect with a 
degree from the Pontifical Catholic University of  Chile, he received much solid 
and ample postgraduate training in Europe and is one of  the most important 
colonial architecture historians in Latin America. His outstanding work has won 
him important awards and recognitions, such as the   National History Award 
(1984), the America Architecture Award (1991) and the National Monument 
Conservation Award (2004), given by the National Monuments Council  of  
Chile, to mention only some of the most relevant ones.

 The author of  hundreds of  scientific works, Father Guarda has lectured 
at such prestigious Chilean universities as the Pontifical Catholic University and 
the Austral University, and has been guest lecturer at the Pontifical Comillas 
University and the University of  Seville. In the first part of  the book, the Chilean 
art historian José de Nordenflycht, a lecturer at the Faculty of  Art of  Playa Ancha 
University, gives us an overview of  the history of  the bourgeois palace in Chile. 
A Doctor from the University of  Granada, Nordenflycht has served as Executive 
Secretary of  the National Monuments Council (Ministry of  Education of  
Chile) and President of  the Chilean Committee of the International Council on 
Monuments and Sites (ICOMOS).

The second part of  the volume concentrates on the study of  Rioja 
Palace and its recovery, covering the analysis of its historical context (Eugenia 
Garrido Álvarez de la Rivera), the purpose of its restoration (Jesús Hontiveros 
Almendros), the development of  the refurbishment works (Claudio Vergara 
Melián) and the intervention techniques and methods used for the ornamental 
restoration (Javier Latorre Zubiri). Eugenia Garrido Álvarez de la Rivera, 
a historian by the Catholic University of  Valparaíso, where she obtained her 
Master�s degree, has had a very distinguished political career. The Mayor of  
Viña del Mar between 1982 and 1990, she is currently the Vice President of  
that town�s Cultural Corporation and works in the directorate of  its historical 
archive. She has written the book �Palacio Rioja, Fernando Rioja Medel, creador 





3. Detail of swimming 
pool at Recreo Spa, 
Viña del Mar, 1930. 

Photograph by 
Einar Altschwager, 
National History 
Museum of Chile..

4. and 5. �Viña del 
Mar Balneario ideal  de 
Sudamérica estación 
de invierno y verano�. 
[Viña del Mar Ideal spa 
in South America winter 
and summer season]. 
Source: Pacifico Maga-
zine, issue 2, February 
1913, p.241 and 245.

y empresario 1860-1922� [Rioja Palace, Fernando Rioja Medel, creator and 
businessman 1860-1922] (1998) and has published important works on the 
building, such as the article that appeared in issue 4 of  magazine (2002).

The architect Claudio Vergara Melián is an excellent expert in the 
architectural heritage of  Viña del Mar, where he has worked on the Rioja and 
Vergara palaces, as well as on the Municipal Theatre. He has also served as 
architect of  the Technical Unit of  the Heritage of  the Municipality of  Valparaíso.

Finally, the remaining authors comprise some of the members of  Kalam�s 
technical team. Jesús Hontiveros, General Manager, and Javier Latorre Zubiri, 
Operations Manager, who offer an account of  the technical and methodological 
aspects employed in the restoration works of  Rioja Palace, which, as pointed out 
by Father Guarda in his prologue, constitute a true work model.

All in all, this is an outstanding and highly competent team of specialists, 
who have had the generosity to share their knowledge and experience in the 
enhancement and recovery of  so valuable an element of  Chile�s architectural 
heritage as Rioja Place, which constitutes, as stated in the very title of  this book, 
a true recovery experience for Ibero-America.





1. Restored Palacio 
Rioja dining hall.

In 1925, when the construction of  the Ariztía building, the first �skyscraper� 
in Santiago, in Nueva York St., was being resolved, the mayor, Ismael Valdés 
Vergara, emphatically suggested that it not be built there but �from Plaza Italia 
upwards�, as he  forecasted that new tall buildings would otherwise follow, thus 
sacrificing what he regarded as the best architectural legacy in the capital and 
the country.

Although ignored, his predictions literally came true within a few 
decades. Nevertheless, when I was very young, Ahumada and Estado streets, 
between Agustinas and the Alameda, still retained valuable examples of  three-
story buildings and good facades which were themselves soon to perish.

It was around same time that I had to witness another reality. The 
neighbourhoods that sprang around the Dieciocho de Septiembre and Ejército 
Libertador streets, composed of  noble houses and mansions built towards the 
late nineteenth or early twentieth century, were falling into neglect while their 
notable movable heritage was dispersing at public auctions. Although those 
works of  inestimable heritage value would mostly be transferred to other hands 
while still remaining within the country, more than a few of  them, often the 
most valuable, were taken abroad.

From this moment onwards, these neighbourhoods started undergoing 
a marked degradation process.

Events of  this kind brought about an incalculable loss of  our movable 
and unmovable heritage. The same happened in Valparaíso and in regions 
where, in addition to similar losses, a succession of  earthquakes and fires, 

GABRIEL GUARDA O.S.B.

Academy of  History of  the Institute of  Chile



2. Viña del Mar 
postcard, 1920.

Unidentified author. 
Chilean National 
History Museum

cyclically present in our history, made heavy claims on that valuable legacy.
In reaction to such dismal circumstances, various initiatives to conserve 

this inheritance began to appear in the most diverse channels, which led to 
the progressive cultivation of  what was to be subsequently known as heritage 
consciousness.

The creation of  the National Monuments Council, the progressive 
appearance of  various foundations, as expressed in both public and private 
initiatives, not only evented the repetition of  such deplorable losses as those 
mentioned above but also fostered a new mentality about these mostly fragile 
goods among the citizenry.

 Nevertheless, new acts of  disrespect admittedly still continued to 
take place. Such occasional, seemingly trivial events as the celebration of  
the so-named �Heritage Day�, during which public buildings, museums 
and collections open their doors to a public that is growing with each year, 
have strengthened a firm popular consciousness regarding the value of  our 
inheritance, which extends to the contemporary cultural production, including 
expressions of  architecture and fine arts: the generation of  the heritage for the 
future.

Areas such as the northern chapels, where the Altiplano Foundation, of  
the Arica y Parinacota region, has carried out an invaluable rescue effort ranging 
from the restoration of  its old churches to the consolidation of  its villages, 



integrating their traditional supporters, the churches of  Chiloé, in the south, 
�discovered� in the mid-twentieth century and the subject of  many studies 
and a great deal of  exposure, to the extent that some of  them joined the select 
register of  the World Heritage Sites, are good evidence of  the strengthening 
of  the consciousness mentioned above.

It is certainly deserving of  mention here, for its contribution to 
universities, especially the University of  Chile and the Catholic University 
of  Chile, both located in Santiago, in their Faculties of  Architecture; and its 
contribution to the creation of  the National Commission for the Conservation 
of  the Cultural Goods of  the Church, which emanated from the extraordinary 
guidelines given by the Holy See and has determined its careful cataloguing 
throughout the country.

In addition to the establishment of  new protection measures, one must 
also take into account the generation of  new museums in Santiago and the 
regions, not to mention the periodical celebration of  symposiums, exhibitions 
and various other meetings. 

With this book, published on the occasion of  the complete 
restoration of  Palacio Rioja, in Viña del Mar, a model of  refurbishing �of  
which both interesting details and equally notable iconography are given 
herein�, readers, quite apart from the beauty of  the edition, have a true work 
model in their hands. 

The valuable study preceding it, by José de Nordenflycht, contains a 
remarkably expressed statement: �bearing witness to the happiness that the 
recovery of  a loss can bring about in a community.� 

Our heritage bears faithful, often extraordinarily fragile, witness to 
a long-gone past, a way of  acting and feeling. A beautiful and priceless 
inheritance we must all protect and transmit. 









1. Main Hall Palacio 
Rioja, remodelled.

The history of  architecture in Chile, as in much of  Latin America, 
created an image inasmuch as its narrative found refuge in depending analogies 
and misunderstood transfers, in which the former always search for what was 
originated there and the latter are focused on the original nature of  the message 
as reception conditions become invisible. Since most of  the buildings that are 
a part of  our monumental catalogues have been materialized in very different 
conditions as compared with the places of  origin attributed to them, the 
analogies and transfers merely constitute the pretension of  a form, creating a 
confusion between ornament and decoration, while the taxonomic explanations 
referred to the hackneyed notion of style are overestimated.

The latter is especially recurrent when reviewing the foundations of  
historical explanations about the architecture produced by and for the elites 
of  the nineteenth century, where it would seem that copying is confused with 
imitating and the program with the type.1 We know that the aim of  the nineteenth 
century treatise writers was precisely to create a methodological procedure in 
which formal adaptation was the expression of the type transmission. For this 
reason, the assumptions considering historicist eclecticism2 as a mere formalism 

1 Cfr. DURAND, J. n. L. (1981 [1809]): .

 Madrid: Ediciones Pronaos.

2 For a definition of  �historicist eclecticism,� we shall rely on De Fusco when he specifies that 
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have not been explicit enough when confronting this stylistic label with 
materiality, constructive systems and spatial solutions located in a social context 
which gives them a more complex meaning as regards the historical period in 
which Latin American societies founded the bases of  their modernizing project 
under the shelter of  national states that sought to invent their origin while 
reciting their destiny.

The discredit attached to the different typologies of  the 19th century in 
our historiography not only bears witness to a thematic backwardness but to a 
programmatic abandonment, founded on a militant modernizing discourse in 
which new, reformist architects from the 40s and 50s invoke the �death of  the 
father� with various iconoclasts gestures, even burning the treaty of  the classical 
orders by Vignola in the courtyard of a university school3. It is interesting to 
note that the much-reviled logics on style and its mannerisms were rapidly 
replicated with a new �modern style� thus resulting in the new monumentality 
of  the palaces of  the peoples, of  sports or of  health as unmistakable symptoms 
of forms of rhetoric that were eventually to become ornamental variations.

The epic of  modern architecture is based on the invention of this 
voluntarism regarding which many are beginning to put forward their reasons 
and confront their origins, which leads us to look at a long-term process set by 
continuities and shifts in the history of  architecture in Chile that could not rule 
out references to the palaces.

We believe that this is the framework for addressing the general 
historiographical issues we should take into account when faced with the 
fortunate occasion offered by the process of  valuation of  a building like Palacio 
Rioja; as over and above its characteristics and value �in themselves, good 
reasons to pay attention to it 4� what its circumstance and due contextualization 
reveals to us is the index of  a greater process inscribed in the beginning of a 
long modernizing process of  Chilean society to the extent that the palaces 

DE FUSCO, . Madrid: Celeste Ediciones, p. 11.

3 We are referring to the episode that signaled the beginning of  a curricular re for ma t ion  of  the  t e ach ing  o f  

a rch i t ec tur e  a t  the  School  of  A rch i t ec tu re  in  the  Pont i f i c a l  Catho l i c  Univer s i t y  o f  Ch i l e  in 

1949 .  F o r  a  c o n t e x t  a n d  d e t a i l s  o f  t h i s  h i s t o r i c a l  l a n d m a r k ,  s e e  N O R D -

E N F LY C H T ,  José de (2013): �Pintura Mi(g)rada. Notas sobre la obra de Francisco Méndez Labbé.�, Cuadernos 

de Arte, Escuela de Arte, Pontifical Catholic University of  Chile, #. 18, Santiago de Chile, pp. 33-47  .

t A monographic approach to the building was raised at an early stage by MONTAND`ON, Roberto (1985): �Dos 

mansiones viñamarinas. Homenaje a dos arquitectos porteños.� en Boletín de la Academia Chilena de la Historia, Year 

LII /  96.



represent an architectural expression that abandons the post-colonial paradigm, 
which with its legacies and contradictions placed all those who did not want 
any changes to be made in a comfortable area, while new generations emerged 
which, with transformation, started to unveil a desire that seeks ever more 
vertiginous times, in which the palaces formerly denied to the subjects will now 
be built by citizens.

In these circumstances, a palace is not only an image expressing a handful 
of  recurring clichés about power and its living conditions, with misguided 
notions about bloodlines and invented traditions. For, of  they only had value 
on this account, as concentrated stemming from the development of  facades 
that figuratively participate in the self-deception of �appearance�, we would be 
ignoring what they actually are, both materially and immaterially, as complex 
systems that contain relationships which, in a micro-narrative of  the society 
of  those days, emerge from the constructed desire of  fictions that, even 
nowadays, still convey to us the need they had at the time to house the diversity 
of  the domestic and public life of  its dwellers, with their conflicts, dissents 
and contradictions. This may not be too far from the metaphors of  children�s 
stories, in whose palaces we find fairies, witches and princesses, who change 
according to the position, place and space they occupy therein.

From the above, our brief  story allegorically identifies three moments 
in that mutation. The first moment recognizes the enchantment of  the values 
and attributes of  their recently inaugurated projects, in which the surprise and 
admiration were not only those of  their contracting parties and eventual guests, 
but also those of  entire cities that moved towards their definitive town-planning 
configuration thanks to these contributions. The impact on urban visual culture 
of  imposing facades with Gothic, Moorish, Baroque or Classicist reminiscences 
was to be its most obvious effect. The second moment identifies the threat they 
experience due to external contextual factors that capture this enchantment, 
resulting in buildings that stand besieged in the middle of  the urban growth 
and densification that exercises pressure on their pre-existence. Moreover, 
the reduction in scale of  the venues as well as the valuation of the location 
opportunities started installing these very same elites in more compact and 
functional dwelling programmes. And the third moment in which a few were to 
be rescued by the vision some new contracting parties had of  a possible future, 
in which the rigour of  their interventions and the effect of  their enhancement 
returns them to the social space, having now become a common property. 



2. 

Antoine Chrysostome Quatremére de Quincy
5

There was once a time in which the homes of  the most programmatic complexity 
began to be known as Palaces. On the basis of  that vocative common to so 
many stories, one is led to wonder: what made these new buildings become 
palaces? Such a question is neither naïve nor rhetorical as the attractiveness and 
interest for such singular buildings raises one of  the terminological problems 
that result from understanding of architecture as part of  a cultural system. In 
order to answer this question, it will be necessary to examine the circumstances 
of  the origin of  these buildings from the very moment of  their enchantment.

 If  we are to follow Quatremére de Quincy, a palace is just a model. One 
should add: a model of  perfection. This is the reason for the image of  these 
buildings, full of  meaning.

Beyond the image, which, as part of  this preliminary spell, places us 
before a pre-existing idea, we should distinguish between type and program, 
because it is difficult to support the idea that a precise type exists for a set of  
buildings which in our latitudes are referred to as palaces. On the contrary, it 
is quite plausible to observe how it is programs that are being repeated, to the 
extent of  acting as models for the social groups promoting them as areas of  
domestic living.

The different traditions of  which, in their semantic origin, refers to the 
idea of  a palace in areas in which Spanish is the main language, leads us to 
an eclecticism with a fusion � and confusion � in language of  the neo-gothic 
idea in the English case, placing the emphasis on the revival and picturesque 
romanticism of  castles and town halls, the references to the German case with 
its Kunsthalle and Reichstag and the Italian case with palazzos and villas. At 
the centre of  this we find the French case with a more decisive transliteration 
influence. This is the reason why in Chile the terms chalet, maison, hotel 
particulier, chateau and palais do not have exactly the same meaning, but still 

5 QUATREMÈRE DE QUINCY, Antoine-Chrysostome (2007): . Buenos Aires: Voces Teóricas, 

Nobuko, p. 242.



resist the same use in speech and written discourse, even in specialist texts on 
the history of  architecture.

Some may think that this is just a matter of  simple nominalism; but we 
have to remember that in the complex elaboration of  historicist eclecticism 
codes, the composition, and disposition of  the elements of  the classic language 
of  architecture will not be the same, and from that moment up to the first 
elements of  modernism. Even if  we have to take into account local factors 
which end up homogenizing the so-called �classical language of  architecture� 
so much appreciated by nineteenth century academies and poly-technicians, 
various authors regard the country of  origin of  their architects as a clear sign 
of the formal patterns and influences on style. Thus, we could descriptively 
characterize the formal affiliations of, for instance, Palacio Errázuriz, projected 
by the Italian Eusebio Chelli, which now hosts the Embassy of  Brazil, as 
opposed to Palacio Cousiño, also projected in Santiago de Chile by his French 
colleague Paul Lathoud, to cite only some references.

The impact of  European architects in Chile during this moment has 
been seen as a decisive influence in moments in which the cultural socialization 
model directed the attention of the local elites towards France. There can be no 
doubt about that; however, we also know that it is not the same if  somebody 
has been educated as an architect in France or Italy or in Germany or England. 
What is more: the internationalization of the �academic neoclassical� style 
after the second half  of  the 19th century was to owe much to the influence of  
the activity being carried out in the United States. 

For this reason, when establishing affiliations in order to explain 
design criteria and formal decisions, we should take this broader frame into 
consideration. Inasmuch as nineteenth-century projecting activity was developed 
by means of  the circulation of works and architects, these actions shall become 
a direct reference beyond verbal nominalism because the transfer finds receptive 
conditions when it comes to establishing an architectonic language. This is how 
in the 18th century the Austrian architect Fischer von Erlach proposed a view of  
architecture that assumed memory as an invention and invention as a memory, 
reconstructing this in documents from drawings of  the history of  architecture 
of  the world as was known to him, in a similar way that our American architects 
of  the late 19th and early 20th century recognise in the invention of a tradition 
the chance to build an autonomous identity.6

6 An issue we have advanced in NORDENFLYCHT, José de (1994): �El discurso de la modernidad en el pro-

grama de construcción jesuita en Chiloé�, Published in CA magazine of  the College of  Architects of  Chile, # 78, 

Oct./Nov./Dec 



2. Palacio Ossa, 
designed by Manue-
lAldunate, Santiago 
de Chile, 1862. 

Source:José de 
Nordenflycht Concha

Although in the architectonic form used there is an undervaluing of  the 
syncretism accomplished by architectural pre-existence and what was left of  it 
in terms of town-planning, such as the strip façade, the interior patios or other 
elements of  colonial and post-colonial nature, the result of  the model erected 
is proportional to the perfection of its functioning, which in practical and 
material terms has to be adapted to the model images originating from other 
latitudes.

The models were transferred in two possible ways: travels and reading, 
or both, as the case may be.

First by means of  foreign architects developing projects in Chile and 
bring along in their baggage the testimonial experience of  having known and 
inhabited originals that were characteristic of  them. On the other hand, we 
have those architects educated in the country by means of  the empirical in 
situ knowledge of  their most prominent seedings, and travelling played an 
essential role in such cases, because they had to move to the monuments and 
cities in which they were located. We should not forget that the educational 
historiographical accounts emphasised the revision of  monumental examples 
of  Antiquity, the Middle Age and, barely, the Renaissance, travel representing a 
verification with the originals, the knowledge of  which had only been possible 
via drawings and book illustrations belonging to the canon of  others, in which 
the pre-Hispanic and colonial architecture did not have a place 



3. Palace Interior  
National Museum of 
Fine Arts, designed by 
Emilio Jecquier, San-
tiago de Chile, 1910.

Source: José María 
León (dir.and photo-
grapher) Chile al Día. 
Álbum fotográfico de 
vistas de Chile, Hume & 
Walker Editores, Santia-
go de Chile, 1915. n/p

In second place, they will have their references nurtured by libraries in 
which we may find all kinds of  publications which finally transmit an architectonic 
culture with universal pretensions.7  Here, the illustrated publications, the 
ancient treaties divulging the rules and the canon with their lithographs give 
way to the books about the history of  architecture and to illustrated magazines, 
in addition to specialised publications and monographs. In this latter means 
of  transfer, one may remember that in Santiago de Chile, the French architect 
Brunet Debaines published the first Treaty of  Architecture published in South 
America. We can even find the reference to this text in those architects educated 
in the country during the second half  of  the 19th century.8

We cannot forget that finally the classicist academicism and later the 
eclectic historicism are codes have a universal pretension, with effects through 
the expansion of  the European colonialism in all continents and the well-known 
success in the former colonies to such an extent that, as we have mentioned, the 
architecture of  young countries like the United States of  America cannot be 
understood without this referent, as deduced from its most canonical tales. 

7 We have already referred to this is NORDENFLYCHT, José de (2011): �Historiografía del arte chileno: el  es-

tante, la arquitectura y el canon.� en MADRID, Alberto et. al.

Santiago de Chile: Ocho Libros Editores.

8 BRUNET DEBAINES, (2008 [1853]): Santiago: FAU Universidad de Chile. 



4. Palace facade. 
National Museum 
of Fine Arts. 

Source: Archive 
Architecture Direc-
torate, Ministry of 
Public Works, c.1910.

To these formalist readings we should add the generalised interpretation 
whereby palaces function as devices for class imposture, being used to represent 
an aspiration and take care of  the interests mobilizing the invented traditions � 
the same ones shown by Hobsbawm � in which the hegemonic groups in fast 
economic rise as a result of  their mercantile, extractive and speculative activities 
wish to build the home of their dreams. Only from this point of  view do palaces 
become the staging of a probable story, even for those designing, building and 
inhabiting them, in a context in which the incipient Latin American urban 
structures lagged far behind those in Europe. 9What remains more or less stable 
as an indicator of  this are the denominations associated to the surnames of  
those ordering the construction: Palacio Eguiguren, Palacio Iñiguez, Palacio 
Astoreca, Palacio Braun, Palacio Concha, Palacio Cousiño, Palacio Elguin, 
Palacio Irarrázaval, Palacio Pereira, Palacio Ross or Palacio Rioja, among others 
in a list as conspicuous as it is brief.

Once this social interpretation is established, what comes next are the 
attempts to classify these singular buildings, which � as we have anticipated � 
have began with their formal characteristics. Regardless of  whether are copies, 
imitations or replicas, one palace always resembles another palace. This is how 

9 HOBSBAWN, Eric Hobsbawm and ranger,Terence (eds.) (2002): . Barcelona:

Editorial Crítica.



5. Palacio Edwards, 
designed byJuan 
Eduardo Fehrman, San-
tiago de Chile, 1888. 

Source: José de 
Nordenflycht Concha.

in Chile replicated images were directly introduced, as in the case of  the Palacio 
Ossa (photo 2) and his Patio de los Leones (Lions Court) and the Palacio 
de Bellas Artes (photos 3 and 4), inspired by the in Paris. All of  
this represents a time arch occupying little more than the second half  of  the 
19th century, inscribing its influence in the first decades of  the 20th century. 
This is the reason why other options have simply been those of  arranging the 
catalogue of  palace buildings on the basis of  the moment when they were 
built. However, this chronological and lineal arrangement can be a somewhat 
misleading, because �historicism�, when �eclectic�, combines ages into one 
single age, as in the well-known paint �Sueño del Arquitecto� (�Dream of an 
Architect�) by Thomas Cole. 

Added to these taxonomic efforts, we should finally consider a 
classification based on the determination of their function and their institutional 
character, especially in the case of  all those not fulfilling a residential function. 
Here, we have the Palacio de La Moneda, the Palacio Arzobispal, the Palacio 
de Tribunales or the Palacio de Septiembre (photo 5), to mention only the 
best known. One was the venue of  the Government, the other was the venue 
of the archbishop, the third that of  the General Council of  the Judiciary and 
the fourth, the venue of  the Diplomats Academy. From this logic, it is agreed 
that the first palace in Chile was the Palacio de La Moneda (photos 6 and 7), 



6. Palacio de La 
Moneda, designed 
by Joaquín Toesca, 
Santiago de Chile, 1785. 

Source: José de 
Nordenflycht Concha

even if  its typology is distinct from those of  half  a century later.10 In this case, 
the charm of its exemplary state lies in its manifestation of  the classic as a 
�mythopoeic� value of  architecture, meaning that this is defined in a generative 
and legitimatizing discourse. We know that the explanation about the origins 
of  Greek culture by means of  its reading, definition and transfer to the theory 
of  18th century architecture sanctioned by the explanation of the famous 
image of  the �Cabaña Primitiva� by Abbot Abate Laugier became a model for 
specific practice in the projection and construction of  architectural works.11 

The cliché of  the origins becomes a functional and even proto-rationalist 
model in western architecture, with a theoretical model and a well-defined 
praxis.12 It is this justificatory discourse about the origins of  architecture which 
becomes the great meta-story of  theory of  architecture of  the 18th and 19th 
century, sufficiently comprehensive to range from the biblical versions to the 
most rational functionalist explanations. This origin generates a new origin, 

10 On Toesca�s work, see GUARDA , Gabriel (1997): . Santiago: Ediciones 

Universidad Católica de Chile, and MODIANO, Ignacio (1993): . 

Santiago: Ediciones del Pirata.

11 This has been adequately dealt with in the architectural historiography of  the time, Cfr. VIDLER,

Anthony (1997): . Madrid:Alianza Forma.

12 This hypothesis has been raised in the historiographical debate, starting with the pioneering works of 

KAUFMANN, Emil (1974 [1956]): . Barcelona: Gustavo Gili, and it is dealt with by RYKWERT, 

Joseph (1979): . . Barcelona: Gustavo Gili.



7. Palacio de la 
Moneda, interior hall. 

Source: José María 
Leon (photographer): 
José María Leon 
(fotógrafo) Chile al Día. 
Álbum fotográfico de 
vistas de Chile, Hume

& Walker Editores, 
Santiago de Chile, 
1915. s/p.

or as Argan explains: �the past as the present�.13 The works of  this period 
of architectural modernity turn to the origins, to a situation prior to the 

13 ARGAN, Giulio Carlo (1974): . Barcelona: Gustavo Gili.



8. Palacio Braun 
Menéndez, designed 
by Antoine Beaulier, 
Punta Arenas, 1903. 
Soource: José de 
Nordenflycht Concha.

 

archaeological recognition and the stylistic date of  the neoclassical academic 
revival.

This or the reason for the spell bewitching entire social groups over 
several centuries, an effect to which Latin American societies were not immune. 
Rather on the contrary, they were to become the most southern echoes of  
those models in palaces even reaching the Patagonia, as shown by Palacio Braun 
Menéndez (photo 8), which we still can visit in Punta Arenas.

These were to serve as the ideal sceneries for practices of  sociability 
practices ranging from domestic intimacies to the most public uses. Or a 
combination of  both, as in the case of  palace scenes documented by records 
and chronicles of  costume parties, such as those of  Palacio Concha Cazzote 
(photo 9), where the costumes and masks conceal a representation of  non-
existent royal court scenes and inexpressible glitz, symbolic vanities nourishing 
the imagination of  the elites. These amenities and their endless anecdotes were 
not only to mean private vices but also public virtues. The most important of  
the public festivities of  that generation was to be that to become established in 
the yearning of  celebrating the Centennial of  the Republic in 1910. An occasion 
in which Palacio Urmeneta was to be used as the place for staging history as a 
space for  exhibiting the collection of the National History Museum14. When 
the intimate private space becomes the space for public memory, the feast of  
history wears the disguise of  its own narrative. Both palaces have disappeared, 
and it seems that only the image of  their representation survives in the manner 



9. Palacio Concha 
Cazzote, designed 
by Theodoro 
Burchard, Santiango 
de Chile, 1872. 
Source Photographic 
Archive National 
History Museum.

of the shreds of  a lost disguise.14

Many of these buildings were located on already urbanized land, 
embedded in the cities; for this reason, they meant the confrontation of  a 
replacement project on pre-existences. Some of  these with more density and 
others � as is the case with the young city Viña del Mar � with less density.

Thus, conventional mansions of  colonial origin, with continuous façades 
on a strictly perpendicular construction line, with their interior patios and one-
floor volumes, were transformed both vertically and horizontally; the former 
with more resolution, including baseboards and stairs at a distance from the 
street, regularly constructing two floors, bringing height to the morphology 
of a colonial town. Another key element to consider is the incorporation of  a 
garden or perimeter park which, placed before the façade, leaves the continuous 
façades behind.

In this regard, the comment of  Pererira Salas15  is quite lucid as he 
accepts, after reading the comments of  the architect Manuel Eduardo Secchi

16
, 

14 Cfr. ALVARADO, Isabel and MATTE, Diego (eds.) (2011):   Santiago de Chile: Directorate 

of  libraries, Archives and Museums.

15 PEREIRA, Eugenio  (1956): . Santiago: Ediciones Anales  de  la  Universidad 

de Chile.

16 SECCHI, Eduardo (1941): . Santiago de Chile: Empresa Editora Zig-Zag.



that there is no a massive process of  discarding, demolition and break with 
the domestic architecture of  colonial origin, but rather, a transformation that 
occupies its sites, plots and foundations to make way for new projects based on 
this wish of  continuity. Moreover, from the point of  view of urban economy, 
it is quite clear that this continuity was given by the ownership system, which 
had just started to show a subdivision and fragmentation on the basis of  new 
investments in the last quarter of  the 19th century. For this reason, it was not 
only a �change of  façade� but also a change of  ownership.

In this manner, an environmental requalification process can be noted, 
deriving from apparent original continuous uses in the housing programs. 
Considering the location of the palaces on the main streets and roads, like 
La Alameda in Santiago or Calle del Camino a Qauillota in Viña del Mar, 
associated with the use of  animal traction transportation means, with the need 
of coach houses, stables and space to drive and park the coaches, certainly of  
importance given the turn radiuses, the height of  the nearby platforms, and the 
ups and downs. All of  this is done taking into account the convenience of  men 
and women invested in the ornamental condition of their clothes, which needed 
to be protected from damages. Even if  the first palaces of  Chile appeared when 
cars had yet to exist, possible needs were announced when the coach houses 
and stables begin increasingly to share their space with the new garages. Later 
palaces assume in their design the confrontation of  accesses to an area shared 
by coaches, trams, bikes and cars, unmistakable signs of  an epochal change for 
the city and its inhabitants.17

Let us now go from the recognition of  the exteriors of  the public to the 
interiors. We must imagine for a moment how the practices of  sociability of  
these places, referred to with so much pageantry and pomp, were more diverse 
when inhabited by the complex society of  the changing century. The palaces 
not only hosted mono-familiar groups and their needs, mostly sumptuary and 
formal, but also all those working for the correct operation from the perspective 
of  this formal regime.

          Indeed, the service staff  could easily double in number the 
family living in the palace, regardless of  how numerous these may seem to us 
nowadays. A contingent of  butlers, coachmen, cooks, gardeners, wet nurses, 
governesses, janitors, colliers and their families were an integral part of  the 
families, and had therefore to be taken into consideration in the circulations 

17 ERRÁZURIZ, Tomás (2010): �El asalto de los motorizados: El transporte moderno y la crisis del tránsito 

público en Santiago: 1900-1927.�, Historia, 44,2: 357-411.



and precincts included in these palaces. In this case, it will not be a court that 
gives density to the occupation and use of  the precinct, as in Europe´s Ancien 
Regime, but more a clear proof  of  the division of  work in which the domestic 
staff  shows a process of  late transition of  the domestic tasks and works, as well 
as a demonstration of power based on class domination.

The expression of the architecture of  this terminal crisis of  the classical 
and the advent of  modernity will be the formal correlative of  a complex social 
moment, at the core of  which the decadent obsolescence of  some served as 
the seed for others. What this historical process makes evident is the transition 
from the old properties of  colonial origin to the appearance of  all kinds 
of  palaces, the change from craftsmanship to industrial technique, from the 
singular piece to the type produced by an inalterable matrix, in which repetition 
was to multiply the access to forms that were becoming increasingly rhetorical 
and abstruse as well as diverse. A society was born, imposing the decoration 
over ornament in its streets, which disseminate urban life at a massive scale The 
palaces of  a few remain, besieged amid the new cities of  many.

Benjamín Vicuña Subercaseaux
18

The impression of this Chilean in Paris surely represents the feeling of  the elite 
he came from, being a homonymous child of  the great historian and public 
man who, as Mayor of  Santiago, introduced notable changes to its urban look. 

18 VICUÑA SUBERCASEAUX, Benjamín (1905): .

Santiago de Chile: Sociedad Imprenta y Litografía Universo, p.21.



This opinion adds to the chronicles of  the long transition from the 19th to the 
20th century19, in which everything that could be a model in Paris was finally 
betrayed by its copy in the sense that what was functional there was not so here. 
What was tradition there was eventually mere fiction here.20

This epochal mood given by literary impressions joins testimonies of  
another kind. thanks to which can approach this historical moment from its 
architectural works; photographic albums serve as an invaluable source of  
knowledge. The photographic album of  José Walton21 is an example of  this 
eloquent example of  this desire to narrate with images. In its pages, we can 
review records of  the palace of  Mrs. Carolina Iñiguez de Pereira, the palace of  
Eduardo Salas Undurraga, the palace of  Moisés Errázuriz, the palace of  Matías 
Astoreca Granja or the palace of  Mrs. Lucía Subercaseaux de Vicuña. Each 
of the owners has been individualized exactly as it ensures that this diffusion 
�will increase the importance and the value of  the properties�. The same utility 
can be found in the , published in 1925 on occasion 
of the inauguration of  today´s Club de La Unión, a work by the architect 
Alberto Cruz Montt. These photographic repertoires, among others, allow us 
to know about the interior of  notable buildings, which, added to the different 
testimonies of  men and women, complement the social micro-history of  the 
familiar relations of  the elite residing in palaces amidst a complex transformation 
process.23 Indeed, it seems as if  the Latin American urbanization processes had 
increasingly less physical space for the elites, or that at least, these elites had to 
share them with the new inhabitants of  the city coming from the villages. This 
palace model of  a one-family home changed gradually under the demand of  
disciplinary demands, which in just a few years, were to find a vanishing point 
in such anathemas as the �machines for habitation�, in which the rationality 
of  a plan was to be proportional to the functionality of  a programme, 
compressing the habitability of  a �minimal existence�, which would later even 

19 As has been well stated by the architect Osvaldo Cáceres in his synthesis work, cfr. CÁCERES, Osvaldo (2007): 

. Concepción: Ediciones Universidad de Bío-Bío.

20 The historian Manuel Vicuña has paid the most attention to this period in terms of  its sociocultural aspects, see 

VICUÑA, Manuel (1996): . Santiago: Universidad Finis 

Terrae y Vicuña, Manuel (2001): . Santiago: Editorial Sudamericana.

21 WALTON, José (1915): Á . Santiago de Chile: Imprenta Barcelona.

22 NAVARRO, Luis (ed.) (1925): . Santiago de Chile: Imprenta y Litografía La Ilustración.

23 SUBERCASEAUX, 1962): . Santiago de Chile: Editorial del Pacífico, and Barros, 

1942): . Santiago de Chile: Editorial Orbe.



10. Chalet of Ricardo 
Lyon. Source: Selec-
ta, year año II, # 6, 
September 1920.

modify the lives of  the hegemonic groups, those with the most power in society. 
The amount of  habitable square metres was reduced everywhere; dwelling in 
quantity was now becoming the watchword, and the former palaces gave way 
to smaller homes under the spur of  rationality and formal economy, coming 
into conflict with the resistance of  the elites. These groups were now searching 
for refuge in the programmatic declination of former palaces, those which the 
�Georgian� Anglo-Saxon architecture called and (photo 10). It 
is there where the colonial patios will give space to skylights, winter gardens, 
glass-covered patios and abbreviated domes.

In parallel, the town-planning model was also changing, from continuous 
façades and compact blocks, stemming from the foundational Spanish 
chessboard, to �garden cities�, which in the case of  Viña del Mar was to become 
an urban pleonasm.24

This consideration could not play down the effect of  the representation 
of ideals, values and wishes of  the project contracting parties still commissioning 
programs that showed a yearning for palaces in their most singular expression, but 
this leads us to contrast them with the original planimetrics and programmatic 
descriptions, especially in the face of  the transformation of the buildings, in 

24 GÓNGORA, Álvaro (2006):�De jardín privado a balneario público.Veraneando en Viña del Mar� en 

GAZMURI, Cristián and Rafael



11. Cité of José Pastor, 
designed by Julio 
Bertrand, 1914. Fuente: 
WALTON, Jorge 
Álbum de Santiago

y Vistas de Chile, 
Sociedad Imprenta y Li-
tografía Barcelona, San-
tiago de Chile, 1915.

 

which the reduction of the number of  rooms was the first sign of the beginning 
of their increasing obsolescence.

One effect of  this was to be the important typological transition 
corresponding to the relationship between of  full and empty spaces on the 
plot, whereas in the compact urban and high density groupings the outside is 
inside � the logic of  the patio as a cortile � in the urban groupings with space 
the inside is outside the logic of  the fore-garden � which, depending on their 
scale, could even have a perimeter park in Santiago, the palace status was gained 
in the occupation of complete pieces of  land which, with their façade on the 
building line, left little space for more complex compositions, transferring this 
complexity to the ornament of  the façade.

The palaces had a public vocation in the sense that reception and 
hospitality were among the laws of  their program. They were programmatically 
conceived to receive visitors and not merely host the family, testimony of  which 
is eloquently given by the height of  the precincts and the configuration of  
their interior in an isolated building that favoured natural illumination. These 
proportions, dimensions and scale before the house, the mansion or the housing 
of the emerging classes at the turn of the 20th century are what was being left 
behind. The rites of  sociability were ostensibly compressed in the domestic 
interiors. The house of  the bourgeoisie was born,25 which as we have already 

25 At a distance from the typologies represented by urban �private houses� or cottages, as has been observed by MIGNOT, 



12. Palacio Íñiguez, 
designed by Alberto 
Cruz Montt y Ricardo 
Larráin Bravo, San-
tiago de Chile, 1908. 
Source: Photographic 
Archive, National 
History Museum.

mentioned, was going to be built in a phase of  transition towards the debate 
installed by the Architecture of  the Modern Movement. 26 Architects like Smith 
Solar or Kulczewski were no longer to build palaces and the , or 

were making their first appearance moreover sharing the physiognomy of  
the emerging city with local, vernacular contributions, generally linked to self-
construction, which incidentally, were to extensively function as the spaces of  
habitability and sociability of  the subaltern groups, those that were to be clearly 
relegated to what some people in those days called �anonymous architecture� 27 

itself  not exempt from typologies and values associated with the modernizing 
transfer of  the European influence. One must remember that the collective 
housing typologies were called from now on �cités� (photo 11), proving their 
French cultural origin even in the names of  the most humble collective housings.

Heating, illumination, drainage and other several aspects more of  what is 
generically known as networks were those that assumed a modernization model 

Claude (1994): . Köln:Taschen.

26 In the twentieth century, some of  the architects who were to represent this transition were Ricardo Larraín and Josué 

Smith, see PÉREZ DE ARCE, Mario (1993): J . Santiago: Ediciones ARQ., 

y VIZCAÍNO, Marcelo (2010): . Santiago: Ediciones Universidad 

Diego Portales.

27 Cfr. BOZA, Cristián and DUVAL, Hernán (1982): . Santiago de Chile: Editorial 

Lord Cochrane.



13. Palacio Cousiño, de-
signed by Juan Eduardo 
Fehrman, Lota, 1885. 

Source: Photographic 
Archive, National 
History Museum

from within, in which power, gas sewage and even vertical circulation systems � 
like service lifts connecting the kitchen with the dining room - were now part of  
a material reality in which the most everyday aspects of  the modernisation of  
Chilean society were being defined. As the domestic spaces reduced their scale 
and size, the occupation of public spaces such as parks and avenues increased, and 
the consumption of food and beverages was no longer to be confined to taverns 
and canteens � mainly associated with the rites of  masculine sociability � and 
whole families were going out to occupy restaurants, hotels and coffee shops. 
The latter were to become spaces of  intellectual, political and social exchange, 
as was the unequalled case of  Confitería Torres, which was inaugurated in 1879 
and moved in 1904 from its central location on the crossing of  Ahumada and 
Huérfanos Street to the premises of  the first floor of  Palacio Íñiguez (photo 
12). This paradox is reaffirmed by the fact that while the families of  the former 
exclusive halls of  the palaces closed their shutters and blinds, the doors and 
windows were opened by new owners, giving the palaces a new use, satisfying 
the demand for change of  a modern society. 28

In their origin, they generated value on the ground on which they had 
been erected; for this reason, their process of  decline also meant in some cases 

28 Various authors (1992): . Santiago de Chile: Fundación Mario Góngora-Edi-

torial Vivaria.



14.Cousiño Park, Lota. 

Source: José de 
Nordenflycht Concha

the economic need to subdivide the rooms, meaning that our palaces became 
 with leases and sub-leases, to the extent that very complex situation 

can be seen today in the area of La Alameda, where former palaces are directly 
reduced to slums on account of  location promise opportunities, this being, 
perhaps, one of  the values that coheres most with  the expectations of  urban 
ground speculation, in which the considerations of  the heritage value are even 
seen as an obstacle for real estate development. In sum, these are besieged palaces 
in which is absolute. The same goes for all those palaces located outside 
the historical centres, especially all those spread over the national territory in 
privileged areas associated with the control of  extractive activities, among which 
Palacio Cousiño and its Park in Lota �the town in Southern Chile where coal 
mining activity was developed� stand out. The loss of control of  the mining 
industry, its transfer to the State and finally the closure of the activity have all 
yielded an economic context which inevitably explains the fate of the building, 
which is nowadays an enclosed wasteland in the heart of  a park (photos 13 and 
14). When Sigfried Giedion, from the seat of  honour given him by his dominant 
history of  the Modern Movement in architecture, reminds us that �once forms 
lose their internal content, they become clichés without any emotional meaning, 
but creative artists cannot use clichés. If  the promoter wants clichés, then the 



15. Palacio Álvarez 
Condarco in ruins after 
the 1906 earthquake. 
Source: Photographic 
Archive, National 
History Museum.

eclectic set comes to the fore� 29, the coup de grace to historical eclecticism 
havd already been struck with a hammer that, not merely a discourse, was to 
become an operational criterion, which was to be borne out by the heritage of  
our cities. This slippery confrontation between heritage and development was 
claiming victims, and these were not precisely the buildings and their upright 
materialities being reduced to ruins, but the future generations, which shall now 
have to evoke in the past tense what could have been part of  their future. 

 

Luis Orrego Luco30

We know that the first methodological moment of  the intervention and 
enhancement of  a building legacy is that of  historical research, so the first 
reason for requesting supplies for such a task would lie in determining the place 

29 Various authors (1992): . Santiago de Chile: Fundación Mario Góngora-Edi-

torial Vivaria.

30 OREGGIO LUCCO, Luis (1908): . Santiago de Chile: Zig-Zag Editores. p. 31.



16.Flower parade in 
Viña del Mar parade, 
1905. Source: Photogra-
phic Archive, National 
History Museum 

held in our architectural histories by the typologies and cases bearing on the 
vast range of  palaces already commented on above.31

Let us think of the Palacio de La Moneda, which from its initial 
status as an industrial premise for the minting of coinage came to serve as the 
residence of  the highest authority in the country, now standing as a symbol 
of  our history. Its successive transformations, resulting from its revamping 
and conversion from an industrial building to the President´s residence, not to 
mention the interventions it underwent for its recovery after the bombing on 
11 September1973, make it easy to assume with some certainty that this palace 
is one of  the buildings with the most interventions in the history of  Chilean 
architecture32

What can we infer from the rest? The demands and pressure on its 
change of  use, even those that were supposedly the most appropriate, constitute 

31 A recent systemic research in this line has resulted in the texts written by  BERGOT, Soléne (2009): �Unidad y 

distinción: el eclecticismo en Santiago en la segunda mitad del siglo XIX�, in Revista 180, # 23, and BERGOT, Solè-

ne; VERGARA, Enrique and VIZCAÍNO, Marcelo (2014): �Palacio Vergara: élite y arquitectura en Santiago a fines 

del siglo XIX�, in , vol. 10, # 2, Jul/ Dec in addition to the texts RODRÍGUEZ-CANO, Antonio et al. 

(2007): L . Santiago de Chile: Edition of  Banco Santander, and IMAS, Fer-

nando and ROJAS, Mario (2012): . Santiago de Chile: ARC Editores

32 More about the intervention in La Moneda: MÁRQUEZ DE LA PLATA, Rodrigo (1985): �La restauration du 

Palais de La Monnaie � Santiago du Chili�, in Icomos Information, # 3, July/September.



17. Palacio Undurraga, 
designed by José 
Forteza, Santiago 
de Chile, 1911. 
Source: Photographic 
Archive, National 
History Museum

a reality on which to work. Unless their holders and original meaning are still 
in force, which given the deep transformations described in Chilean society 
would deprive us of  this context as there are no family successions claiming 
the use of  the original programs, since no matter how aristocratic the pretences 
of  our elites may seem,  the investment of  their wishes lies in very different 
habitation models from those represented by these buildings, where authenticity 
and integrity are among the collateral damages of  neglect and abandonment. 
The palaces were abandoned as quickly as they were erected, after one or two 
generations at most, and our elites then migrated to other quarters, segregating 
and increasingly populous city. 

Many have suffered the consequences of  obsolescence and several more 
have been the victims of  destruction with no more protection than spurious, 
speculative and opportunistic reasons.

The consequences of  these changes of  use lie within in the spatiality of  
these palaces when we see that areas such as baseboards, cellars, basements, attics, 
attics, kitchens, warehouses, bathrooms and the whole network of  circulation 
spaces which in the past might have been living spaces for service personnel no 
longer served this function and were the first to be abandoned.  For this reason, 
the recovery of  a façade or the preservation of a ceiling will have necessarily 
different objectives from those of  recovering the original use, because this is 
nowadays highly improbable.



18. Former Casa Rivas, 
originally designed by 
Eduardo Provasoli, 
Santiago de Chile, 
1887. Source: José de 
ENordenflycht Concha.

Enhancing the program is the most complex aspect, because the historical 
mismatching that evolved into modernity introduced unexpected changes at the 
time they were projected.

Likewise the �earthquake effect� should be taken into consideration, 
because this disastrous event has been a particularly recurring one in our 
history, and its effects on the set of  buildings are evident every time we sense 
the earth roaring from its depths. Beyond considerations about the risks and 
vulnerability affecting pre-existing objects, earthquakes offer an opportunity to 
once again raise a debate on contemporary architecture, which in the first half  
of  the century was followed with much interest by a society which � especially 
in the case of  Valparaíso � was composed of a high number of  citizens of  
European origin, first generation immigrants that were part of  the local 
oligarchy. And if  we mention the case of  Valparaíso in particular, this is because 
the large area devastated by the earthquake in 1906 was a free field of  action 
for a reconstruction that was planned in the ground outline but vertically rather 
indeterminate, not to say at the mercy of  real estate speculation, as we would 
say nowadays.33 Closely related to this, one of  the most evident urban effects 
was the move of the population with more resources from Valparaíso to Viña 

33 About the �earthquake factor� as a variable structuring Chilean architectonic production cycles, see the text by UR-

RUTIA, Carlos (1993): . Santiago: Editorial La Noria.



19.Palacio Pereira, 
interior detail. 
Source: José de 
Nordenflycht Concha.

del Mar (photo 15).
In a way, the construction of  Palacio Rioja between 1907 and 1910 

bears witness to this, as the acquisition of  the lands resulted from the sale of  
those lands on which the main house of  the estate of  the Vergara family, the 
founders of  Viña del Mar, stood. The occupation by the Rioja family lasted 
until 1956, when the terrain was acquired by the Municipality of  Viña del Mar, 
which occupied the building once it had been transformed into 
�thus favouring its optimal conservation until the earthquakes of  1985 and 
2010 affected its upright structure, which actually responded to the tremors 
with dignity.

This fact proves the technical ability of  the architect Alfredo Azancot, who 
had developed a prolific career with several residences in the villages Monterrey, 
Cerro Castillo and the Avenida de Agua de Viña del Mar, cooperating in the 
construction of  a city which defined its vocation on the basis of  the voluntarism 
of the elites, who established their recreational and industrial activities in this 
territory. Azancot, an architect of  French origin who studied at the world´s 
oldest Polytechnic School, teamed with the architects Renato Schiavon and 
Aquiles Landoff, who helped him with the implementation of  the ornamental 
elements, added to the decorative furnishing by the Frenchman Edouard 
Poteau, coordinating the tasks based on the principle of  beauty as an indicator 
of  spatial, formal and object coherence in the understanding that beauty is 



20.Casa Velasco, 
Santiago de Chile, 
c. 1910. Source: 
Photographic 
Archive, National 
History Museum 

not a luxury necessarily associated with materiality or costs, but a complex 
quandary assumed from design. Accustomed as we are to vilify and even deny 
it as an analytical category, we should not forget that the old Vitrubian 
which during a certain period of time seemed displaced due to reasons and 
functions, has once again become a factor to be considered beyond formalisms 
and functionalisms.

Elegant, sumptuous, stately and luxurious, all of  them quite recurrent 
attributes when describing this kind of buildings. This could be a shortcut to 
rapidly clear the sustainability of  these attributes, or maybe a rather long path 
if  we contextualize the spirit of  an epoch, the urban sociability practices that 
have reached us via the public imagination of  its inhabitants as expressed in 
celebrations in which numerous coaches and cars paraded in a flower festivity, 
instituted as the projection of  the palace interiors towards a public sphere 
controlled in the premises of  the Sporting Club of  Viña del Mar in 190534 

(photo 16).
The garden-city was on its way, and it was necessary to follow this path.
It was precisely on the Camino de Quillota, and therefore on the road to 

Santiago, that the plot on which the Palacio Rioja was built was to be found. 

34 SALOMÓ, Jorge (2009): .Valparaíso: Ediciones Universitarias de 

Valparaíso.



21. Castillo Majadas 
de Pirque, designed 
by Alberto Cruz 
Montt, Pirque, 1907. 
Source: Photographic 
Archive, National 
History Museum

It is a house on the way to the country, not a cottage, although it seemed to 
be otherwise with its enormous surrounding park, a park with a domesticated 
nature, with greenhouses, tennis courts, riding school and other functional uses 
at the service of  its owner´s needs.

As a multifunctional palace, it is not only a residential program; it is 
not just a private space inasmuch as its scale represents the implementation of  
its premises within a park, as well as the several offices for business purposes. 
It was not only for sumptuous celebrations and animated events, but also with 
enough sociability space to create businesses and define investments.

35

What is rather eloquent is that the location and siting were serving as the 
foundation of  a place. Its spatial order and formal connotation were coherent 
and allowed the interior to be expressed in the exterior. For this reason, walls 
and fences were not like membranes that concealed; rather, they revealed. In a 
certain sense, the palaces were private buildings with a public vocation; or at 
least, they were not tight-fisted with what we call public space. 

Within the large list of  losses documented in the photographic albums 
of the moment we find the images of  Palacio Cousiño in Lota or Palacio 

35 As described in his biography when commenting on these informal tasks and activities at the service of  the businesses 

of  its owner, see PELAEZ Y TAPIA, José ( (1923): 

Valparaíso: Imprenta Victoria.



23. Palacio Bruna, 
designed by Julio 
Bertrand, Santiago 
de Chile, 1916. 
Source: Photographic 
Archive, National 
History Museum.

Concha Cazzotte in Santiago (photo 9). Or the former Casa Rivas, a residential 
project of  the Italian architect Eduardo Provasoli ordered by the wealthy mining 
entrepreneur Juan

Francisco Rivas Cruz in 1887; although it was declared a National 
Monument in 1983, it is one of  the most unfortunate façade projects within 
the catalogue of  our monuments (photo 18).

More encouraging are the projects regarding those palaces being 
recovered, as is the case of  Palacio Pereira. Probably, the strongest signal with 
regard to the rescue of  a palace in Chile has been the situation experienced 
for years by Palacio Pereira, which is the process of  a final intervention with 
a contemporary project sanctioned by a successful Public Contest, which 
establishes a dialogue with pre-existing objects by means of  various operations 
ranging from philological restoration to remodelling (photo 19).

The palaces of  the past gradually became images; at best, glowing ruins 
of  ghosts, and at worst, rubble indifferent to the passage of  pedestrians, where 
the living seemed to be more indifferent than the dead. Palaces gradually became 
the source of  prestige of  cities, their memory and constructed narrative, in which 
copies become models and the recovery of  the program entailed a revamping. 
Ultimately, to open up a stairway or replace a ceiling amounted to repairing a 
collective loss.

It is for this reason that palaces, once a symbol of  the power and 



social position of  a few, have now become common property inasmuch as 
they are recognized as part of  the legacy of  all Chileans by means of  rescue 
and enhancement operations promising a happy ending; inasmuch as we are 
responsible for conveying the story of  legacy to the new generations. 

Although the identification and protection of the first monuments 
catalogue began in Chile with a pioneering law in Latin America, created by the 

Consejo de Monumentos Nacionales in 1925, it was not until the 1970s 
that they 

 were  included in the register and enjoyed a legal protection as palaces.36

It is significant that the first palace to enjoy official protection was La 
Moneda, and it was not until the last quarter of  the 20th century that buildings, 
in which the typology associated with historicist eclecticism was recognized as a 
legacy, were massively included

37
. There is a curious hiatus between the property 

cataloguing of  colonial buildings and those of  the 20th century, leaving in the 
middle a vacuum as regards the protection of our 19th century monumental 
legacy. What is more, what pre-existing architecture was of  value for the modern 
architect was exclusively to be that from before the 19th century, to the extent 
that during the first decades of  the 20th century a sensibility became established 
in the architectural production that approached what was national on the basis 
of  a reading of  those pre-existing values, revaluing its emblematic elements and 
readapting to a more contemporary functionality, generating the trend towards 
neo-colonialism. 

There numerous studies in this respect on the observation and 
enhancement of  the colonial legacy by the writer Roberto Dávila, which were 
decisive for his education and later formal evolution. These include an explicit 
wish to discover the essence of  the origins of  the Chilean architecture in 
order to re-elaborate a contemporary architecture practice recognized within 
a tradition

38
. As a project practice, this also appears in some restorations with 

different motivations, as is the case with what is now known as Posada del 

36 With the only exception of  Palacio de la Moneda, declared a National Monument in 1951, the rest of  the emblematic 

cases were declared under this category in the 70s and 80s. It is representative of  this situation that Palacio Rioja was 

included in the monuments catalogue after the decree of  the Ministry of  Education nº 262, of  14 May 1985.

37 A phenomenon documented in periodical publications like the magazine Revista AUCA, see �Nuevo destino para 

viejos edificios�, en AUCA, # 40, October1980 and the magazine of  the College of  Architects, see �Re arquitecturas�, 

CA, # 37,  April1984.

38 DÁVILA, Roberto (1978): A . Santiago: Edition of  the Faculty of  Architec-

ture and Town Planning of  the University of  Chile, p.26.



Corregidor, which has acquired an urban presence since 1926, when purchased 
by Darío Zañartu, who �rehabilitated the little square (...) and undertook major 
changes in the house�, which tasks were assigned to the architect Albert Cruz 
Montt, with Robert Dávila participating in the completion. There is also the 
case of  �Casa de los Velasco�, which in 1927 underwent an intervention by the 
architect Victor Heal

39 (photo 20).
Monuments might serve as evidence that only the strongest survive; in 

this case, the cultural heritages surviving destruction and oblivion. Inventing 
traditions in this context will consist in conveniently activating the available 
catalogue of  monuments with a new meaning. This has been recently proven by 
Antonio Sahady

40 with the exhaustive study for the historical centre of  Santiago, 
which could easily apply in its diagnoses and conclusions to the situation of  the 
country which had in its palaces one of  its most important programs during 
the transition from the 19th to the 20th century. The matter of  what kind of  
intervention must be carried out requires an urgent answer in which time always 
passes quickly with an inexorable obsolescence curve. Thus, the memory brought 
forth by walls and openings imposes a recovery of  the program that has passed 
from restoration to rehabilitation, a part of  the �re� strategies which Moisés 
Puente reminds us of

41
; something we can see in the recent enhancement of  

Castillo de las Majadas de Pirque, which introduces sometimes controversial 
but highly relevant criteria in relation to the contemporary debate on the 
intervention in pre-existing architecture (photo 21).

The palaces will remain literally besieged amidst two centuries, projecting 
their heritage to future generations, those inhabiting them in multiple ways.

42

The happiness produced by architecture enters a subjective field that has been 

39 SAHADY, Antonio (1992): . Santiago: Department of  

History and Theory of  Architecture, Faculty of  Architecture and Town Planning, University of  Chile.

40 SAHADY, Antonio (2015): . San-

tiago: Editorial Universitaria.

41 PUENTE, Moisés (2014): �Estrategias �re��, en crisPiani, Alejandro (ed.) 

. Santiago: Ediciones ARQ.

42 As well observed by the acute chronicler Roberto Merino with regard to the Barrio República quarter, where the 

concentration of  pre-existing buildings recognizable as palaces entitles it to the epitome Barrio de los Palacios in

MERINO, Roberto (2014): ). Santiago de Chile: Ediciones Universidad Diego Portales.
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1. Detail �Provin-
cias de Santiago y 
de Valparaíso�.

Source: GAY, Claudio. 
�Atlas de la historia 
Física y Política de 
Chile�, volume 1, Paris. 
Printed by E. Thunot 
and Co., 1854. P n/n
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Architect Higher Technical School of  Architecture Polytechnic University of  Madrid

FERNANDO VELA COSSÍO 

Archaeologis Higher Technical School of  Architecture Polytechnic University of  Madrid

The territory on which Viña del Mar stands was part of  Penco valley, an area 
that   the Town Hall of  Santiago distributed between Francisco de Riveros the 
Elder and Juan Dávalos Jufré, who had gone to the Indies in 1538 and served 
as the first Corregidor or Mayor of  Santiago.

The donation title was notified by the entries in a Doomsday book on 
9 October 1556, some 15 years before the foundation of Santiago. Following 
Riveros�s death, the ownership of Penco Valley was taken over by his son Alonso 
de Riveros y Figueroa, a man of  entrepreneurial character and a penchant for 
agriculture, who planted a vineyard on the northern margin of  the Marga-
Marga estuary, between the river and the sea. 

This vineyard was later to give the place its definitive name, Viña del 
Mar, as is recorded in the document of  28 April 1586, in which Dávalos Jufré�s 
widow sold all of  her rights in the region to Riveros for 150 pesos in molten 
gold.

The vineyard, purchased years later by a member of  the Society of  Jesus, 
Nicolás de Lillos, was carefully grown by the Jesuits until they were expelled 
by order of  Charles III in 1767, and the property remained part of  the Royal 
Treasury until 1777, in which year it was purchased at an auction by General 
Francisco Cortés y Castavía, being variously transferred in subsequent purchases 
until it finally landed in the hands of  the Álvarez family. A modest hamlet 
started to develop from the 1855 construction of the Valparaíso-Santiago 
railway, but the true transformation took place when José Francisco Vergara 
y Echevers (1833-1889) and his wife Mercedes Álvarez Pérez, who he had 
married in 1859, urbanised the lands needed for the construction of the street 
and the establishment of  the squares, the church and the public buildings of  



the future city Viña del Mar, in accordance with the plan laid out and approved 
by the authorities of  Valparaíso on 29 December 1874. On 31 May 1881, the 
decree for creation of its   municipality was promulgated, at the time the lawyer 
Aníbal Pinto (1825-1884) was President of  the Republic. 

The text written by the eminent politician and historian Benjamín 
Vicuña Mackenna (1831-1886), included in the compilation book created for 
the celebration of  his centennial in 1931, called Crónicas Viñamarinas1, brings 
an impressive insight into the location and morphology of  this beautiful city, 
more open to the South Pacific than most others on the continent.

Benjamín Vicuña Mackenna

While the city, in its origins, had an important industrial development, 
with the creation of  shipyards, sugar factories and factories for the construction 
of iron and railway accessories, after 1906 it accentuated its character as a 
residential and spa town, becoming the preferential resting place for the upper 
classes the cities of  Valparaíso and Santiago.

The population of little more than 2,000 it had in 1875 multiplied until 
reaching 30,000 in 1910, at a time of  considerable growth of  development, 
which consolidated the city as a coastal centre until the early 1930s, during 

1 VICUÑA MACKENNA, Benjamín (1931): . Valparaíso: Talleres Gráficos Salesianos.



2. �Plano de la bahía 
de Valparaiso�.

Source: GAY, Claudio 
�Atlas de la historia 
Física y Política de 
Chile�, volume I. Paris: 
Printed by E.Thunot 
and Co., 1854. p. n/n.

which the effects of  the Great Depression started to take their toll. 
In Brockhaus�s , published in Leipzig 

in 1901, it is already said that �A quarter of  an hour�s distance from Valparaiso 
lies the little town of Viña del Mar, with its 15,000 inhabitants. It is known for 
its excellent climate, which is so mild that the gardens surrounding the houses 
and hotels produce the most beautiful flowers the whole year around� .

Tornero�s (1872), with its magnificent descriptive guide of  
the territory of  Chile, already insisted on the picturesque condition that many 
foreigners had given its housings, surrounding them with beautiful gardens3.

The city in 1924, according to the (sic) : 
�it stretches along the margins of  the lower course of  the estuary of  that name 

2 (1901): .  Leipzig: Printed by F.A. Brockhaus.

3 TORNERO, Recaredo S. (1872): 

.Valparaiso: Librerías i Ajencias del Mercurio.



3. Map of Viña 
del Mar 1913. 

Source: VERA, Abra-
ham and GROSSI, 
José �Album de Viña 
del Mar�. Valparaíso: 
Sociedad Imprenta 
y Litografía Univer-
so, 1913, p. n/n.

and occupies a surface of  1.5 km2 south of  this estuary and 1 km2 in the north: 
the latter part is known as the town of  Vergara. It contains elegant, comfortable 
homes, with gardens and orchards, a few industrial establishments, including 
a sugar refinery, etc., and spacious hotels, which fill with people during the 
summer on account of  its mild climate, and is located at an altitude of  7 metres 
and a distance of  7 kilometres  from the station of El Baron, of  the city of  
Valparaiso, to which it is moreover linked by a good path, built on the seaside; 
it takes its name from the vineyard planted on the north bank of the estuary, 
the very same denomination being also given to the hacienda comprising these 
sites, which was crossed by the railway, whose construction began in 1855�4.

Nowadays, with its almost 350,000 inhabitants, Viña del Mar is one of  
the most important holiday and leisure towns in Chile, helped by its proximity 
to the important port of  Valparaíso and to the city of  Santiago, from which it 
lies at a mere 120 kilometres� distance.

Among the historic buildings that the city has conserved, one must 
necessarily mention the Palacio Presidencial de Cerro Castillo (1929), 
Palacio Carrasco (1912-1923) and Castillo Brunet (1923), all of  which are 
the work of the French-Portuguese engineer and architect Alfredo Azancot 
(1872-1937), who was trained at the prestigious École nationale des ponts 
et chaussées in Paris and lived in Chile from 1895 onwards. Azancot is also 
responsible for the so-named Arco Británico, which stands in Avenida del 

4 RISO PATRON, Luis (1924)



4.Aerial view of the 
city of Viña del Mar. 

Source: Municipality 
of Viña del Mar.

Brasil, in the neighbouring Valparaíso, and was donated en 1910 by the residing 
British colony to commemorate the independence of  Chile. The Municipal 
Theatre, built between 1925 and 1930 under the project of  the architects 
Aquiles Landoff  and Renato Schiavon; the imposing PalacioVergara (1910), 
located in the Quinta of  that name and designed by the Italian architects Ettore 
and Alejandro Petri Santini; and the striking Castillo Wulff  (1908), a singular 
edifice in a French-Germanic style are among the monuments that accompany 
Palacio Rioja (1907-1910) and have given this historic garden city a marked 
heritage value.  



5. Walk on Miramar 
Beach, 1910.  

Author unknown; 
Chilean National 
History Museum.





6. View of the incipient 
resort de Viña del 
Mar with the first 
buildings in 1905. 

Photography by Félix 
Leblanc; Chilean Na-
tional History Museum





8.View of Viña del 
Mar,  1930. 

Photography of 
Einar Altschwager, 
Chilean National 
Historry Museum.

7.Details of view of 
Viña del Mar, 1930. 

Photography by 
Einar Altschwager; 
Chilean National 
History Museum







1. View of Palacio Rioja 
access, undated.

Source:Photographic 
Archive of the 
Directorate of 
Architecture of the 
Ministry of Public 
Works.

EUGENIA GARRIDO ÁLVAREZ DE LA RIVERA 

Historian Director of  the Heritage History

 Archive of  Viña del Mar

Reconstructing the history of  Palacio Rioja, which is part of  Viña del Mar�s 
rich architectural heritage, requires going back in time to the events bearing 
on the historical roots of  Viña del Mar. It is therefore essential to refer, at 
the very least and however briefly, to the first owners of  one of  the haciendas, 
that which is of  interest for our purposes here. It is here that one finds the 
land where, years later, this magnificent palace was built, after Fernando Rioja 
purchased four hectares in 1907 to fulfil his extraordinary residential project. 
Both haciendas, Las Siete Hermanas and La Viña de la Mar, were to give shape 
to José Francisco Vergara�s visionary city project.

  The lands the hacienda, known as �La Viña de la Mar,� was composed 
of  were those found between the northern bank of  the Marga-Marga estuary 
and the hills and the flat valley, which stretched between these hills and the sea. 
The other hacienda, that of  the seven hills, with the Valley of  Peuco, was that 
known as �Las Siete Hermanas�, both haciendas being separated from each 
other by the aforementioned estuary, and La Viña de la Mar being traversed by 
the path leading to the city of  Quillota.  

   Our story goes all the way back to the origins, that is, when Don 
Pedro de Valdivia, in recognition for services offered, as was common at the 
time, gave Captain Pedro de Omepezoa, a gentleman of  Portuguese origin, the 
property of  the lands comprising the hacienda, which was later to be known 
as �La Viña de la Mar.� Omepezoa retained the property until 1545, when 
he sold it to Francisco Riberos; upon the latter�s death, it was purchased at an 
auction sale of  his goods by his son, Don Alonso de Riberos, who held the 
ownership of  the two haciendas during the period 1580-1620. �The Riberos 
vineyard acquired such fame and reputation that, over a few decades, these 

1 This text contains the article GARRIDO ÁLVAREZ DE LA RIVERA, Eugenia (2002): �Palacio 

Rioja� published in ARCHIVUM magazine, year III #4, pp. 139-150.
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lands lost the traditional name of  «Peuco», this being replaced by «la viña de 
Riberos» [the Riberos vineyard] or «la viña de la mar» [the vineyard of  the 
sea]�2.

These vineyards were plated in the location of  the current Palacio Rioja 
and its surrounding gardens. Thus was born the Viña del Mar name. 

Over time, these two haciendas alternated between having one owner 
and being divided among two. 

Giving a full chronological account of  the owners of  the Viña de la Mar 
would exceed the needs of  the present story. We shall thus confine ourselves 
to mentioning them, giving special importance to those who, by virtue of  
their personalities and high rank, bestowed a particular connotation onto the 
history of  the property. 

The La Viña del Mar hacienda had another illustrious owner in Don 
Antonio Carrera, who held its ownership during the period 1797-1832. Don 
Antonio was a supporter of  American emancipation; a cousin of  José Miguel 
Carrera�s (on his mother�s side), he had active patriots among his relatives.3

The English traveller Mary Graham has left us her testimony of  the 
visit she made to the Carrera Hacienda, as follows: �the house of  the hacienda 

2 LARRAÍN, Carlos (1946): . Santiago: Editorial Nascimento, p.39.

3 LARRAÍN, C. ., p. 157.



is placed nearly in the middle of  a little plain of  the alluvial soil washed down 
from the surrounding mountains, which rise behind it like an amphitheatre. 
A few fields and some very fine garden ground, cultivated by a Frenchman, 
Pharoux, occupy the space between it and the sea. Behind it lies the extensive 
vineyard, which is gradually making way for corn, which is both more successful 
and more profitable than wine here�4.

The houses of  the hacienda were destroyed during the earthquake of  
20 November 1822.  

In 1827, a furious storm blew away what was left of  the vineyards, 
which forced their owner to uproot them.  Such was the end of  the vineyard 
planted by Riberos after two centuries and a half  and which gave its name to 
the lands that were later to become a city.   

Following the death of  Carrera and his wife Aguirre, the La Viña de la 
Mar Hacienda (as it was known at the time) was inherited by a son-in-law of  
theirs, Don Benito Fernández Maquieira, a Spaniard who had been living in 
Chile since 1825, and had married Antonia Carrera Aguirre.

The property covered 5,954 blocks and 8.621 varas, comprising a flat 
valley of  76 blocks corresponding to the land between the estuary and the 
hills, the place where the old vineyard, the houses and the premises were to 
be found. The Reñaca and Olivar valleys were also part of  the estate. The 
total flatland amounted to 120 blocks, the well-watered terrains and mountain 
ranges measured 5,748 blocks, and the beaches and sandbanks covered 86 
blocks, which were not set at much value.5

As for the hacienda houses, these were new and had been built without 
any luxuries after the earthquake of  1822. The whole property, including the 
garden, was purchased by Benito Fernández at $53,498.  Let us stop this 
sequential account of  the ownership and destination of  La Viña de la Mar and 
concentrate on the neighbouring port.  

Starting in the mid-nineteenth century, Valparaíso embarked on an 
extraordinary development comprising commercial, technological, urban, 
cultural and social aspects. It thus evolved from a small town enveloped in its 
colonial slumbers to a busy commercial centre, thanks to its inhabitants and 
the example of  the foreigners who took up residence in the port. 

And much as the town underwent a notable change, this was even more 

4 GRAHAM, MARY (1956): . Santiago: Editorial del Pacífico S.A., p.198.

5 LARRAÍN, C., ., p. 181
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pronounced in the mentality of  its people. The men of  the port city welcomed 
modernity as well as a new valuation of  concepts: time and work acquired 
other dimensions and a new atmosphere was overtaking Valparaíso.

Old World travellers, men of  different nationalities, arrived in the 
city, motivated by the challenges of  this new America and its possibilities for 
creation and enterprise. 

Among such people, mention must be made of Don Francisco Alvarez, 
a Portuguese merchant and seaman, and Don Fernando Rioja, a Spaniard who, 
like Alvarez, was to stand out in the commercial and social activities of  the 
time. 

Let us now return to the history of  the La Viña de la Mar Hacienda. In 
1840, it was purchased by Francisco Álvarez at $ 70.991; the previous month, 
he had become the owner of  Las Siete Hermanas at the price of  $ 22,721. 
Both haciendas increased his already considerable fortune.

In 1843, after his death, his estate was inherited by his wife Dolores 
Pérez, from the city of  Quillota, and his son Francisco. Dolores was a strong-
willed woman and very much attached to her lands, which is undoubtedly the 
reason why both haciendas remained within the family�s property. 

On 8 August 1859, Mercedes Álvarez, the granddaughter of  the 
Alvarez-Pérez union, married José Francisco Vergara Echevers, and in1873, 
she received the inheritance of  her father Álvarez and her late grandmother 
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Dolores Pérez.
The following year, Don José Francisco Vergara initiated the process 

required for the project that led to the birth of  the town of  Viña del Mar.
We know, from the correspondence left behind by the Vergara family, 

that the landowners� houses of  the Viña de la Mar Hacienda � as the present 
location of  the Palacio Rioja was known at the time � constituted the first 
residence of  Don José Francisco and his wife Doña Mercedes. This is shown in 
the correspondence, which makes reference to walks in the �Quinta� (Quinta 
Vergara), to look for flowers and fruits; the freshness and perfume of  these 
seem to emanate from the description. Vergara gave this place the name of  
Quinta San Francisco.

Here, an exceptional palmarium was planted in the Quinta San Francisco, 
in celebration of  the birth of  their son Salvador.

 A few surviving palm trees bear mute witness to this. When José 
Francisco moved to the first Vergara Palace, to the estate that still bears his 
name, the manor houses and hectares of  the Quinta San Francisco (the current 
Quinta Rioja) were allocated to a very dear nephew of  the Vergara Álvarez 
family: Francisco Valdés Vergara, an inseparable friend of  Salvador�s. Moreover, 
when they were both older, Francisco Valdés played a very important role in 
the management of  his cousin�s estate.   

In 1898, Don José Francisco�s son, Salvador Vergara Álvarez, married 



to Blanca Vicuña, (the daughter of  Don Benjamín) purchased the house of  
the Sarratea family, located in Alvarez Street with Echevers (the present Club 
Israelita). He then made the following proposal to his cousin and representative   
Francisco Valdés in a letter: that of  trading his recently purchased house for 
the house built by Valdés, using some of the manors of  the Viña de la Mar 
Hacienda, (Quinta San Francisco)6.

The public execution of  this trade was registered in a magnificent 
photographic testimony that corresponds to the day on which Salvador Vergara 
and Francisco Valdés wanted to leave behind a record of  this event, The picture 
shows Salvador Vergara Álvarez wearing a uniform, Francisco Valdés Vergara, 
his cousin, Jofre the assistant and the dog Ugolino in the gardens of  Quinta 
San Francisco.

Following this transaction, Salvador Vergara retained the ownership of  
the Quinta San Francisco until 1905, when he sold it to Carlos Newmann. 
The earthquake of  1906 destroyed the construction that had been renovated 
by Francisco Valdés, with only one wall remaining. This wall, which was to be 
used in the subsequent construction of  the palace, has given birth to a legend 
on ghosts and other supernatural beings. 

Carlos Newmann retained his property until 1907, in which year it was 
purchased by Don Fernando Rioja.

What follows is some information on the life and personality of  Don 
Fernando Rioja Medel. Born in Neila, in the province of  Burgos, on 30 May 
1860, he was christened Fernando in honour of  the Catholic King Ferdinand, 
on whose saint�s day he was born. His parents were Pedro de Rioja y Neila and 
Isidora Medel y Mansilla, who were at the head of  a large family composed of  
three sons and two daughters.  

Fernando Rioja completed his studies in his hometown and then 
travelled to Granada to gain experience in bookkeeping, which he did at the 
trading house of  Andrés Codes. There he met Francisco del Río, a prosperous 
merchant who had settled in Valparaíso and invited him to Chile.

Rioja initially travelled to Buenos Aires, apparently with the intention 
of  settling there,  but feeling ill at ease in that city, he decided to accept the 
invitation of  his friend Del Río and in 1987 went to Valparaíso, where he 
immediately went on to work in Del Rio�s  establishment:�Las Dos Californias�.

He spent two years working there before he decided to become 

6 Letter of  the Vergara Fund  - Vicuña,  1898.
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independent and, jointly with his brother Angel, he created an establishment 
for selling all types of  fabrics. 

On 11 September 1887, Fernando Rioja married Sara Ruiz Fernández, 
a Bolivian woman whose parents owned a considerable fortune.  

This was to be a happy union for thirty-five years and gave rise to nine 
children: Fernando, Arturo, Alberto, Guillermo, Sara, Blanca, Alfredo, Elena 
and Jorge.  Rioja and his wife first settled in General Cruz Street, later in 
Victoria Street and in 1905, in the building that is nowadays the Municipality.

The economic results obtained made it possible for Fernando Rioja 
to diversify his business activities. His entrepreneurial abilities soon led him 
to become a ship-owner, which activity he later traded for a cigarette factory. 
In 1895, he sold all of  his businesses and founded the �La Corona� cigarette 
factory, which he installed in Jaime Street, which is nowadays Av. Francia. 
Two years later, as a result of  the factory�s considerable growth, he created 
the �General Tobacco Company�, which led a successful 12-year existence. 
Three years before he and his brothers Florencio and Pedro had founded a 
wholesale business. Given the important tobacco demand and feeling impelled 
to grow further, he dissolved the General Tobacco Company and merged all 
the companies and factories in the country into one single company, known 
as Compañía Chilena de Tabacos (Chilean Tobacco Company). From the very 
beginnings of  this outfit�s constitution, Fernando Rioja served as its president, 



starting with a capital of  $ 5,000,000, divided into 50,000 shares.
In 1900, in a characteristic show of  his business leadership qualities, 

he fostered the creation of  the Spanish-Italian Bank, whose purpose it was 
to harbour the Spanish and Italian groups living in the country. In 1906, he 
changed that institution�s name to that of  Banco Español de Chile (Spanish 
Bank of  Chile). In 1909, he was elected president of  the Bank�s board, which 
office he held for thirteen years in a row. 

It is precisely after 1909 that Fernando Rioja displayed his multiple 
business facets: to the activities given above, he added that of  creating insurance 
companies, and his acting as a partner in iron and coal mining companies, 
as well as the creation of  saltpetre businesses. He was likewise drawn to 
intellectual activities: he published newspapers, founded a printing house and 
subsequently managed to merge several of  these, resulting in the birth of  the 
Sociedad de Artes Gráficas (Society of  Graphic Arts).

He was undoubtedly a man of  great intelligence, with outstanding gifts 
as a businessman and helped by other traits of  his personality: he had much 
personal charm, was a notable raconteur and conversationalist, a gentleman in 
full. These aspects of  his personality gave him access to the social world of  the 
time, where he was always appreciated for his character, honesty and financial 
talent.7

As stated above, it was in 1907 that Fernando Rioja purchased the 
land to build his mansion there. The task was assigned to the French architect 
Alfredo Azancot, who was born on 1 February1872 on Sâo Tomé Island, 
Portugal, while his father was on a trip to Lisbon. He was educated in France, 
where he lived, and earned his degree in Architectural Engineering at �L� Ecole 
Supérieure des Ponts et Chaussées� (Paris, 1893). Two years later, he arrived 
in Valparaíso, where he worked on numerous projects and constructions, most 
notably the following: in Viña del Mar, the  Palacio Carrasco and Palacio 
Rioja, Brunet Castle, the mansions of  the Barazarte and the Astoreca family, 
the stands of  the Sporting Club; in Valparaíso: the Cory Building, the Spanish 
Centre, the Barros Luco School and the Triumphal Arch, donated by the 
British colony to the city of  Valparaíso in 1910.

Alfredo Azancot, while working on Palacio Rioja, found inspiration 
in the palaces built in the eighteenth century, which favoured intimacy and 
comfort in homes. A follower of  the French architect Ange Jacques Gabriel, 

7 PORTILLO, Luis (1917?) (sic): Madrid: Ediciones Gráficas Mateau.



he studied his work, especially the Petit Trianon, as well as the Royal Opera 
of  Versailles. It was along these models that he sought to conceive the palace 
Rioja had commissioned from him. The dimension and amplitude of  the land 
available allowed him to design a large set attached to the mansion: palmarium, 
stables, riding arena and tennis courts, all of  which were created in response to 
the family interests of  the Riojas in recreational and cultural aspects.8

Affected by the earthquake of  1906, he designed the construction 
structure with bolted wood partitioning, using sills, studs, diagonals and 
chains. The construction was finished off  with strips and stuccoes.

The influence of  the is noticeable in Palacio Rioja: its 
proportions, and both its volumetric play and the composition of  its façades 
show an obvious faithfulness to an original pattern, although there is no 
attempt to copy it. A comparative study of  three façades makes it possible 
to visualise the similarities between the Petit Trianon, the Royal Opera of  
Versailles and Palacio Rioja.

Palacio Rioja stands out for its harmony and balance of  lines. Its slightly 
rectangular volume is noted for �protruding elements on the south and eastern 
facades. The former corresponds to the almost sculptural, richly composed 
volume of  the imperial stairway and the colonnade of  the semi-roundabout 
the covered terrace, which serves as access to the house, is composed of. The 
former applies to the large dining hall; a double-heighted space, configured 
by a protruding volume that is composed of  an octagonal body that ends in a 
semi-roundabout�9.

Symmetrical in construction, in accordance with classical laws, Palacio 
Rioja is undoubtedly the symbol of  an era; it is an expression of its time, of  
the years of  balls, luxury and beauty. It belongs to a dreamy period and is 
highly representative of  the Belle Époque of  Viña del Mar.  

It has numerous rooms, the most prominent features being: the large 
hall, the Imperial hall, the Boulles salon, the pink room, the hall of  mirrors, 
the blue room, and the large dining hall with a balcony for the orchestra. The 
interior decoration is rich and has the Renaissance characteristic of  bringing 
architecture into interior spaces. In the dining room, the columns that demarcate 
the reception area and the curve of  its semi-roundabout, modulated by wide, 

8 MONTANDÓN Paillard, Roberto (1985,): �Dos MansionesViñamarinas. Homenaje a dos Arquitectos Porteños�, 

en Boletín de la Academia Chilena de la Historia, núm. 96, p. 172.

9 MONTANDÓN, R., ., p.174.



double-heighted pilasters, give it the imperial air of  a Roman palace.  
Furniture and halls, whether it be in the Louis XV Hall or the Empire 

Hall, show the European influence. In the full adornment of  the halls, tables, 
desks and chairs, empire or Louis XV style, French art can be seen in the 
furniture of  different centuries. There are decorative figures with Roman 
reminiscences. The East is also present in vases of  the eighteenth-century 
Imperial dynasty. 

Palacio Rioja would still seem to retain the sounds of  the orchestra 
playing  the melodies of  those days and the great waltz with which Ferdinand 
of  Bavaria would start the ball, the prince having been a guest of  the Rioja 
family for two consecutive months in 1920.

Between Fernando Rioja�s death in 1926 and his wife�s death in 1950, 
the property remained under the ownership of  Sara Ruiz de Rioja. Years later, 
on 12 July 1956, it was purchased by the Municipality of  Viña del Mar, under 
the administration of Mayor Wladimir Huber, and functioned as the City 
Hall building until 1978.

The earthquake of  1985 caused much destruction to this magnificent 
edifice.  The columns, artistic stucco decorations of  the large hall, ceilings, 
walls and the building as a whole were notably affected, which posed serious 
difficulties to its restoration, although these were overcome thanks to the 
dedication and professionalism of  the architect Patricio Peralta.  What he 
did was recover friezes and decorative elements, obtaining the moulds of  the 
existing mouldings that had not been damaged, and hire specialized workers 
for the task. Thus, one of  the buildings that are a part of  Viña del Mar�s 
historical and architectural heritage was fully restored, including porcelains, 
lamps and furniture, so that the city would continue to admire its beauty, 
remembering its history and conserving its heritage richness.    

At present, Palacio Rioja has become a Ceremonial Palace: its memory 
stores its major events, the signing of  brotherhood agreements with other 
cities, the naming of  illustrious inhabitants, distinguished visits, meetings 
between State Ministers, artistic performances and literary presentations.

In accordance with its tradition, music can still be heard between the 
walls of  this classical palace. It now houses the Music Conservatory which 
has trained generations of  people in musical knowledge for decades. But it is 
not only musical tuition that takes place there: during all four seasons of  the 
life in Viña del Mar, prestigious national and international ensembles turn up 
at the large hall, playing music for a public that venerates the old palace and 



values it for its heritage richness.10 In addition to contributing his intelligence 
and exceptional entrepreneurial gifts to Chile, Don Fernando Rioja also left 
behind the magnificent palace. The business and social meetings that took 
place among his receptions gave prestige to Viña del Mar, consolidating the 
characteristic seal of  the time, in which glamour and elegance were introduced 
in our country under the influence of  Europe. Those were �beautiful times� 
and, as a living witness of  these, Viña del Mar must protect this valuable 
architectural heritage, an important vestige of  a period of  the city�s history.

10 GARRIDO ÁLVAREZ DE LA RIVERA, Eugenia(1998): 

Viña Del Mar: Ediciones El Ángel. p. 19.
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Soon it became very clear that Chile was to serve as the Operational Centre 
of  Kalam from which to develop our internationalization process in Ibero-
America. To a large extent, thanks to the cooperation implemented during years 
in the academic field of  legacy restoration and to various actions carried out by 
us, we knew the high level of  the professionals in this country: such is the case 
of  those architects educated in prestigious European universities, some of the 
architects already working in decisive bodies and institutions, like the Ministry 
of  Public Works, the �Consejo de Monumentos Nacionales� (Council of  
National Monuments), etc.

It is in these and, generally speaking, in all public officials with 
management responsibilities that we have found a strong commitment to 
recover Chile´s legacy, with a comprehensive vision and values shared by us and 
clearly evident in our professional background, with interventions in buildings 
in historical quarters in Spain (Madrid, Toledo, Barcelona or Bilbao), in other 
countries and, luckily, now in Santiago de Chile or Viña del Mar, with is the 
subject of  this book.

We arrived at the firm conclusion that we were able to cooperate hand 
in hand with Chile�s institutions in the recovery of  the country�s historical 
monuments and buildings. We had decided to come, and we were here to stay.

The decision, taken with unquestionable determination by the 
Municipality of  Viña del Mar, to program the recovery and enhancement of  
Palacio Rioja motivated the whole team of Kalam, as this was a monument that 
has suffered severe damages caused by the earthquake which affected Central 
and Southern Chile in February 2010.

The consultancy on the restoring project report was entrusted to 

JESÚS HONTIVEROS ALMENDROS
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IDIEM, Investigación, Desarrollo e Innovación de Estructuras y Materiales 
(Research, Development and Innovation of Structures and Materials), of  the 
University of  Chile; the architect in charge of  the Project was Josefina Atria 
Mira. Our company was later assigned with the execution of  the works by 
virtue of  our specialisation in the Recovery of  Buildings and the Restoration 
of Historical-Artistic Legacy. The initiation of such a work was made all the 
more encouraging by the possibility of  integrating local craftsmen and students 
of  the �Escuela de Restauración� (School of  Restoration) of  the �Centro de 
Formación� (Training Centre) of  the Pontifical Catholic University of  Chile, 
with whom we had signed an agreement. In this way, our multidisciplinary teams, 
having moved to Chile, gave theoretical-practical training and transferred the 
expertise accumulated by Kalam throughout more than 30 years in interventions 
in historical buildings, to which we can now proudly add this palace, which has 
been declared a National Historical Monument1 and a Building of  Historical 
and/or Archaeological Interest.2

Good buildings are not merely the result of  a good project: they are 
also so by virtue of  the quality execution of the qualified professionals that 
make them come true. This is evident in many examples of  relevant historical 
buildings in which great architects participated in collaboration with recognised 
craftsmen and artists.

When we approached the Palacio Rioja restoration project, which we 
can clearly classify as integral due to the global character of  the interventions 
performed, it became essential to count on a multidisciplinary team of  
professionals like that of  Kalam, with the ability to understand the intervention 
as a whole with the appropriate criteria and knowledge, composed of  specialists 
and craftsmen of  the traditional crafts the task required � technicians, restorers, 
masters in reproducing architectural volumetries, carpenters, decorators, etc. � 
an eager team with full commitment to the project and enough experience to 
complete it in keeping with the quality which characterises our company.

In this chapter, we will focus on the general approach and on those 
actions undertaken other than restoration, which are also necessary for structural 
consolidation and an adaptation to the uses contemplated according to the 
building´s initial shape. We shall later deal with the restoration of ornamental 
elements in more detail. 

1 Ministry of  Education, Supreme Decree Nr. 262, of  14 May 1985

2 According to Art. 60 of  �Ley de Urbanismo� (Town Planning Act), of  the Municipal Council on 9 May 2000



The building was erected in the first registered street of  the city, corresponding 
to what known as the �Camino a Quillota�, nowadays known as �Quillota 
Street�. The Rioja Property was established in the Northern section of  Marga 
Estuary, where originally the �Viñas del Mar� (ocean vineyards) were located, 
giving the city its name. 

The original image of  the palace, projected by the French architect 
Alfredo Azancot, was that of  a building of two very hierarchical storeys. The 
ground floor hosted service areas, like the kitchen, the wine cellar and other 
associated rooms. This floor was linked with the main floor by two stairs and 
a service lift. 

Above the ground floor, the first or main floor consisted in the residential 
area of  the Rioja family. It was organised by means of  a large double-height 
central hall with lighting from above, access to which was possible from the 
main lobby, surrounded by the rest of  lavishly decorated rooms. Adjacent to 
this was the large dining room with views onto the garden. 

This building has had different uses throughout its history. It was 
conceived as the home for the Rioja family in 1910, and so it remained until 
1956, when it was acquired by the Municipality of  Viña del Mar to host the 
Archaeology and Natural History Museum. However, the plan to transform 
the building into a museum was never implemented, and it was finally used 
as the City Major´s office. In 1978, the Municipality of  Viña del Mar again 
decided once again that the palace had to be revamped into a �Ceremonial 
Museum and Palace�. The project was awarded to the architect Germán Roth 
Gibbs, who tried to restore the first storey, the noblest area of  the palace, to its 
initial state.

In March 1985, a new earthquake caused damage to the building, 
the restoration of  which was now awarded to the architect Patricio Peralta. 
This intervention included the repair of  the covering, the reinforcement of  
the damaged structures, the updating of  facilities and the application of  
exterior paint and waterproofing. That very same year, the palace was declared 
a Historical National Building. 

We are dealing with a building conditioned and affected by earthquake 
activities throughout its history; for this reason, the structural characteristics 



of the palace have been a decisive factor for its preservation. The structure is 
mainly composed of  a wooden frame made of stanchions, the upper and lower 
flooring and diagonals of  Oregon pine timber, attached to the floor by the a 
box pin system. This frame is filled with adobe bricks and covered with a wire 
mesh on both sides of  the wall to enhance its stability and aid the grip of  the 
covering. 

The finishing of the walls, both on the ground and the first floor, is 
determined by their final look. The walls supporting an ornamental load are 
pitched with horizontal beams fixed to the structure of  the timber frame, 
covered afterwards with a metallic mesh on which the mortar is applied. The 
rest of  the walls are covered with adobe on which the lime plaster has been 
directly applied. 

The structure of  the ceiling is made of  wood, in some cases with roof  
trusses and in other cases with supported diagonal beams. Where large holes 
have to be bridged, these roof  trusses double their section and are complemented 
with steel tensors. The meeting of  the pairs at the ridge is reinforced with metal 
plates. The palace´s original structure has been modified during the different 
interventions. In 1962, two totally different constructive system, foreign to the 
original, were introduced; on one side, simple masonry brick walls, and on the 
other side, concrete pillars on which metallic beams were placed.

The direct mechanical consequence of  this modification is that, due to the 
different reactions of  the constructive systems to earthquakes, numerous cracks 
and fissures appeared in the joints between the structure and the ornamental 
elements.  We also detected the presence of  brown or coffee-colour rot fungi 
in the areas with concentrated moisture, which contributed to the deterioration 
of the areas affected. 

In order to repair the damaged elements, our specialists reproduced 
the structural timber pieces, thus recovering the supporting capacity of  the 
structure. Wherever it was necessary to reconstruct wall panels, we also opted 
for maintaining the original system of wood beams filled with adobe, the most 
suitable solution for the area´s seismic conditions.

The target of  this remodelling and restoration process was to provide the 
Palacio Rioja with structurally stable areas, restored with traditional techniques 
and equipped with the necessary facilities in accordance with the new uses as a 
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museum, thus enhancing one of  the most representative palaces of  the �golden 
years� of  Viña del Mar. 

Likewise, at Kalam we also set the target to give an added value to 
the intervention with an unquestionable quality, working closely with local 
technicians and institutions, supplying the experience gained in hundreds of  
monuments by our technicians and craftsmen, with the particular satisfaction 
of training local specialists and DUOC students and integrating them in our 
company by virtue of  prior commitments.

Linking all this, the guideline observed at all times was that of  respect 
for the building. From this premise, the project has adapted the use to which 
the palace is going to be put in keeping with an accurate reading of its initial 
function. Thus, the works on the first floor, transformed in a house museum 
to tell its own history, have been undertaken from a restoration point of  view. 
In contrast, the ground floor, which harbours the museum support services 
program in a coherent manner with its original logic, as a service area for the 
first floor, the project favours a greater freedom of design in the adaptation 
of its areas and the guideline followed is that of  a respectful remodelling, so 
that the building correctly responds to its use. All in all, what is generated is a 
harmonic coexistence between the new and the old that enhances what was pre-
existing in contrast with the new and does not incur in historical fakery.

With the aim of  responding to this approach, we found it relevant to set up 
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on-site workshops in order to perform the restoration work. This infrastructure 
fundamentally offered support for the elaboration of  adobe bricks, the specific 
carpentry tasks, and the manufacturing of  moulds for damaged or missing 
architectural volumes. This experience allowed us to fulfil one of  our particular 
targets: the continuous training of workers by our specialists during the works. 

In order to restore the palace�s original appearance, we carefully 
considered the appropriate restoration for eliminating the problems that 
generate pathologies in the envelope and the structure, and also recovered the 
rich ornamentation of the façade and the walls. 

The intervention on the envelope was carried out to solve the problems 
generated by the earthquake, both directly (fissures, cracks, etc.) and indirectly 
(water filtrations and moisture). On the façades, the missing sections were 
restored with mortars that had been prepared on-site and were compatible with 
the supporting and adjacent areas. Our technicians made a section-by-section 
verification of the adhesion of  the mortar to the basement and the stucco areas 
damaged were eliminated. The frame made of beams, similar to that found 
in the interior, was carefully checked to replace the affected pieces which had 
lost their resistance qualities, as this system had to support the weight of  the 
grouting as well as of  the external ornament elements, which were recovered 
by means of  moulds created on-site and reproductions of  missing or severely 
deteriorated volumes after elaborating the corresponding moulds.
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With regard to the roof, in addition to the ornamental intervention 
in the terms mentioned above, it was essential to ensure its proper operation, 
which was at serious risk due to the many fissures and cracks generated by the 
earthquake. In order to eliminate all risks, we decided to replace the whole roof, 
including the recovery of  the original copper covering.

With regard to landscaping, the project contemplated the restoration of 
9.300 m2 of  green area corresponding to the palace´s surroundings, which led 
to a prior assessment of  the existing vegetation so as to decide which elements 
had to be enhanced and which eliminated and replaced, the overall aim being 
that of  recovering and revitalizing the palace´s original surroundings. This 
required an analysis and treatment of  the circulations in the exterior garden. 
Taking into account the new use the museum was going to have, we decided 
which circulations were to be kept and which no longer fulfilled their original 
purpose, and new ones were proposed to articulate the garden. The premise for 
treating the pavement was the installation of resistant pavements in circulation 
areas, maintaining the existing vegetative cover in the rest of  the garden. 

In addition to the shows designed by the museum project, the work 
performed has also made it possible to perform other activities, fostering its use 
as a cinema, concerts and workshops with the participation of  students of  the 
design schools of  the area or guided tours to the different museum halls.

To ensure the preservation of  the cultural legacy, it is necessary to bring 
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those buildings back to life, with uses that keep them active and allow their 
enjoyment by the citizens.

For Kalam, it is a great pleasure to see Palacio Rioja in full operation 
after completing the work within the established term thanks to the effort and 
general commitment of  more than 200 professionals directly participating in 
the project, supported by technicians dedicated to the planning, logistics and 
coordination of the works.

Palacio Rioja has been a challenge for all of  us. It has been very important 
for us to enjoy the support openly shown in the media by Virginia Reginato, 
Major, during the works. This has encouraged and engaged us even more in this 
project, regarding which we feel very proud of both our participation and the 
final results. 

We have particular affection for this restoration, due to how it developed 
and because it is the first work we have completed in Chile. Fortunately, it was 
followed by Palacio Álamos and Palacio Cousiño, as well as Cerro Santa Lucía, 
which we have recently completed in Santiago de Chile, all of  which are soon 
to be joined by other works in course, such as Palacio Vergara in Viña, the 
Santa Rosa de Lima church and the Los Portales building in Freirina, the Lota 
Park in Concepción, the María Elenea Theatre, the National Marine Museum 
in Valparaíso and the National Museum of Fine Arts and Palacio Pereira in 
Santiago.
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We hope that this successful restoration of Palacio Rioja for the 
community of  Viña, and for Chilean society as a whole, serves as an example 
and catalyst for new interventions in this nation�s real estate legacy, the qualities 
and values of  which we want to disseminate with this book. 

We have had the chance to talk to the architect coordinating the design 
project, Josefina Atria Mira, who has shared her experience with us.  

Which were the most important challenges when dealing with the 
development of  the project? 
           As with any project, the initial challenge for me was that of  getting to 
know about the building. Approaching a subject that was unknown to me from 
a distance, a subject whose long, eventful life makes it a distant and elusive 
character, who you are meant to gain in-depth knowledge about, who you are 
supposed to cajole into telling you its deepest secrets.
          The Palacio Rioja, initially unknown and with practically no written 
or graphical history, gave us a lot of  hard work when it came to researching 
its history, making surveys , studying the historical context and other tasks, 
which is quite common in most of  Chile´s historical buildings. But above all, 
I had to spend much time with the building to get to know about it in depth; 
take time to approach, search, survey; all in all, dedicate time to observing the 
construction... watching it, touching it, going through its wounds, discovering 
its scars; getting to know even the deepest aspects of  its character; not only 
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recognising the material and the building technique but also identifying its 
initial logic, the intermediate interventions and the damages it underwent 
throughout its history as well as the reason for these damages. 

Unfortunately, in Chile we usually have little development time for this 
kind of project, especially for this first stage of  critical surveys and diagnoses � 
a stage on which the success of  the intervention depends. If  you come up with 
a wrong diagnosis, there is no chance at all for the actions proposed for the 
building´s preservation to be successful; rather, one can increase the damages, 
especially those caused by earthquakes. 

A strenuous coexistence with the building and its surroundings; checking 
all of  its components with one�s sight, touch and smell � the timber, the adobe, 
the metallic connectors, the sands, paints, moulds, gypsum pieces and so on 
� which is what made me understand the building. Obviously, I eventually 
came to love the building, which � once it was free from dust � opened up 
the challenge of  determining its values, both tangible and intangible, 2 finding 
where the building´s 3 lay, a spirit inhabiting the  itself  but also the 

 where it is located and the  it belongs to.
In this definition of  a building´s inherent values, the project triesto 

establish a consensus4: the fundamental principles, the consideration of  
which are part of  my duties and responsibility as a restoring architect when it 
comes to the enhancement and safeguarding of cultural heritage; along with 
the expectations of  the commissioner of  the project, the community and the 
remodelling and active use by this community; the local reality, in relation to 
economic resources � always limited when it comes to rescuing and preserving 
the legacy � and finally, the technical-constructive, regulatory and performance 
expectations as regards future earthquakes. 
          In Chile, maybe to some extent due to the disorders that we suffer as 
people in this part of  the Pacific belt and the many earthquakes we have to face, 
the history of  these natural catastrophes is not attractive for our community. A 

2 Visible, understood as those architectonic aspects one can see; and invisible understood as all those aspects of  construc-
tion and structure which remain concealed to the public, and are expressly dealt with in the document  �Principios para el 
análisis, conservación y restauración de las estructuras del patrimonio arquitectónico�, (�Principles for the analysis, 
preservation and restoration of  architectural legacy structures�), ratified during the 14 th General Meeting of  
ICOMOS in Victoria Falls, Zimbabwe, 2003.

3 �Declaración de Quebec sobre preservación del espíritu del lugar� (�Quebec Declaration on the preservation of  the 
place´s spirit�), approved by the 16th General Meeting of  ICOMOS in Quebec, Canada, 2008.

4 �Documento de Nara sobre autenticidad� (�Nara Document on authenticity�), Nara Conference on Authenticity with 
regard to the UNESCO Convention on World, Cultural and Natural Heritage,, celebrated in Nara, Japan. 1994 



permanent exposure of  the injuries suffered by our buildings and our people, 
which could be expressed in the interventions exposing the multiple damages 
caused by an earthquake, do not bring tranquillity and peace of  mind to the 
community. This is maybe why communities usually want their buildings 
free of  cracks, without hazard warnings. So we have to carry out restoration 
interventions which conceal these marks and, inasmuch as this is possible, find 
ways to reduce them, in which the value of  the passing of  time and of  this 
whole history of  catastrophes � regardless of  how interesting it may be for 
professionals � does not become a target for communities that are trying to 
overcome their fear and, as a synonym for this overcoming of the tragedy, stand 
up again, newly strengthened. They want �gleaming� historical buildings as 
evidence of  their strength, transcending time and vicissitudes as a symbol of  a 
persistent cultural legacy.  

          From a technical point of  view, the first and main difficulty was, as already 
mentioned, having a accurate diagnosis, not only for repair interventions, but in 
some cases, for interventions eliminating constructive problems or deficiencies 
or inappropriate interventions that put the building at risk if  new earthquakes 
took place, and also finding effective solutions without any waste of  resources 
and in accordance with the criteria of  cultural legacy preservation.

The whole technical team is indeed challenged to follow �minimal 
intervention� criteria, not only because of  the resources, but also for the benefit 
of  the building´s authenticity. All specialists � electricians, air conditioners, 
engineers and others � must be made to understand the value of  each constructive 
element and each form and material. This is a difficult task in Chile because 
these professionals usually work for new buildings. Understanding the care that 
must be taken when it comes to historical buildings and transmitting affection 
for its structure, original material, the truth with which the new elements have 
to be shown � but without disturbing the architectonic look and trying to play 
a secondary role-, for an effective enhancement of  what is authentic, constitutes 
a pilgrimage throughout all stages of  the project, pursuing each element that 
has to be repaired, restored, replaced, eliminated or incorporated.
          On the other hand, finding technical solutions which minimise the actions 
of  future interventions, taking into account the scarce economic resources and 
the lack of  general awareness as regards the fact that a  needs to 



become a routine, forces the technical team to find solutions as well as long-
lasting materials that are easy to maintain. 
          This process could not have been accomplished without the support of  
all those who joined the team and invested more than just their know-how in 
the preservation of  our cultural legacy. As a team leader, it was a great honour 
for me and I thank them all. The challenge for all those executing the works 
was to make this project come true and they are also responsible for the fact 
that today Palacio Rioja is open for the community and continues hosting new 
memories, experiences and dreams as part of  our living culture.
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Earthquakes have definitely marked our country´s and cities´ history; during 
the earliest settlements, they have shown us, in their legends the power of  na-
ture, as they later have with the destruction of  the first cities founded by the 
Spaniards. Our urban memories have undergone a metamorphosis; the years 
erase the original elements of  the palaces and villas of  our cities. In this con-
text, we have tried to recover those details which made Palacio Rioja unique, 
to recover the original concept and, maybe, find some of the elements showing 
what this city was like before the devastating earthquake of  16 August 1906. 
It is after this disaster that the structure of  Valparaíso changed, generating an 
increase of  the population of  Viña del Mar, with which the story of  the palace 
itself  begins.

 The society of  those days turned the pain and loss left by that seism 
into an opportunity. The Centennial of  our independency was about to come, 
and everything was combined to allow both cities to recover from that tragedy. 

On 27 February 2010, at 3:34, Chile was struck by an intense earthquake that 
devastated the country´s centre and north. Viña del Mar experienced the rava-
ges of  the earthquake that night, several heritage buildings and houses being 
severely affected. 

 Four municipal buildings, National Monuments, were damaged: the 
Municipal Theatre of  Viña del Mar, Palacio Vergara, Palacio Rioja and Palacio 
Carrasco, all of  them built in the first quarter of  the 20th century by leading 
European architects.

CLAUDIO VERGARA MELIAN

Planning and Pre-Investment Department

Communal Secretariat of  Planning

Municipality of  Viña del Mar
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From that moment, the Municipality of  Viña del Mar, with the Com-
munal Secretariat of  Planning, began to work on evaluating the damages caused 
by the earthquake to these properties. It was decided to take this analysis as an 
opportunity to generate an integral remodelling plan of our heritage buildings. 
The search for financing sources to execute the comprehensive remodelling pro-
cesses of  these buildings began immediately

 The remodelling projects of  the Municipal Theatre and Palacio Vergara 
were financed through the �Programa Puesta en Valor del Patrimonio� (Herita-
ge Value Enhancement Plan). An investment line of  about 100 million dollars, 
led by Subsecretaría de Desarrollo Regional y Administrativo � SUBDERE 
(Undersecretariat for Regional and Administrative Development), technically 
executed by the Directorate of  Architecture (MOP) and implemented by the 
Regional Governments (GORE) with the financial contribution of  the Banco 
Interamericano de Desarrollo (BID), whose purpose is to protect and put into 
value the properties already declared as National Monuments or in process of  
being so declared.

The designs of  Palacio Rioja and Palacio Carrasco were financed throu-
gh the �Fondo Recuperación de Ciudades� (Cities´ Recovery Fund), a financing 
source of  the Ministry of  Interior, administered by the Undersecretariat for 
Regional and Administrative Development � SUBDERE for recovery projects 
of  cities affected by the earthquake and the tidal wave of  27 February 2010. 
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This earthquake caused severe damages to the Palacio Rioja, which had 
already been restored in 1985. As said above, the Municipality of  Viña del Mar 
regarded this misfortune as an opportunity to integrally remodel this magnifi-
cent property of  the beginning of  the 20th century. These works have allowed 
us to rediscover this place and reveal some original features lost over the years 
and as a consequence of  the interventions made.

The plots where Palacio Rioja is located are inevitably linked with the 
history of  Viña del Mar since Pedro de Valdivia handed this land over to his 
captain, Pedro de Omepezoa. The land was soon known as the �La Viña de la 
Mar� Hacienda thanks to Francisco Riberos and his son Alonso de Riberos. It 
was this family that planted the vineyards which became well-known and gave 
the city its future name. �The vineyard (Viña) of  the Riberos� gained fame 
and reputation and within only a few decades those lands lost their traditional 
name, �Peuco� and were known as �The vineyard (Viña) of  the Riberos� or 
Viña del Mar�.1

Palacio Rioja lies in front of  the road that linked the Port of  Valparaíso 
with the city Quillota, an articulating place as reflected in the diary of  Mary 
Graham with her detailed visit to the farm, in those days owned by Antonio 
Carrera, and her experience of  the earthquake of  20 November 1822, which 

1 LARRAÍN, Carlos (1946 ): Santiago: Editorial Nascimento, p.39.



3. Picture of the 
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devastated the flourishing farm located only a few meters away from today´s 
Palacio Rioja.2

Within the frame of the last remodelling, undertaken by the Munici-
pality of  Viña del Mar and materialized by Kalam, during the construction of  
rainwater drainage, a well in the access sector to the palace was discovered. We 
worked with archaeologists to determine the date of  its construction. Thanks 
to the crockery remains found, corresponding to Agacio Hermanos, a company 
of the Port of  Valparaíso, it is estimated that the well is previous to 1857.3 This 
evidence is completed with the aerial picture of  1925, showing a thick forest in 
the area of  the find.4 

If  this thesis is confirmed, this is the oldest construction of  Viña del 
Mar, a well possibly irrigating the vineyards which gave the city its name.

Salvador Vergara, son of  José Francisco Vergara, sold the land of  the 
Quinta San Francisco to Carlos Newmann in 1905. The earthquake of  16 Au-
gust 1906, which devastated the region, destroyed the existing construction; for 
which reason, in 1907 Carlos Newmann sold the property to Fernando Rioja, 

2 GRAHAM, Mary (1956): . Santiago: Editorial del Pacifico S.A., p.198.

3 Desarrollo empresarial urbano e inmigración europea: españoles en Valparaíso, 1880-1940. Memory for the degree 
of  Doctor presented by Baldomero Estrada Turro under the direction of  Dr. Concepción Navarro Azcue Madrid, 2012, 
Matrícula del Comercio de Valparaíso, according to the Patent  Register taken in 1857.p. 250  

4 Picture courtesy of  the Historical Archive, Viña del Mar. 
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who assigned the architect Alfredo Azancot to design his palace. It is estimated 
that the construction took place until the end of 1912, as attested by a piece 
of  the journal El Mercurio of  3 September 1912, found in the capital of  one 
of  the exterior columns of the palace during the remodelling works of  2015. 

An important part of  the original design of  the complex was the Palma-
rium, where the Paul Harris Square is currently located. The different palm tree 
species hosted in this beautiful metallic construction, demolished some decades 
later, can still be seen.

We now know that the palace�s ground floor originally had a wooden 
floor framework, which was replaced in the 1950s by a concrete slab termina-
ted with floor tiles. The perimeter had ventilation portholes that have been sea-
led. The change in materiality modified the interior level of  the ground floor: 
for this reason, supplementary doors had to be attached to the original external 
doors. 

In the interior of  the palace, in the �Rosado� and �Celeste� (Pink and 
Sky-Blue) Halls, the lamps were soon withdrawn by the owners. The rooms 
on the noble floor were not equipped with the decorated parquet that can be 
seen today, but only with oak beams. According to our hypothesis, when Don 
Fernando Rioja knew about the visit to Chile by Ferdinand of Bavaria at the 
end of  1962, he decided to upgrade his palace with the fine finishing we know 
today.
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 Don Fernando Rioja died in 1922, leaving a high debt to his family. 
On 12 July 1956, his widow sold the property to the Municipality of  Viña 
del Mar, under the administration of  Mayor Wladimir Huber. In those years, 
important modifications were made to the building, especially on its ground 
floor, where the wooden-structured walls were demolished and concrete walls 
erected, thus permanently modifying the original design of  this floor, on which 
the palace´s service rooms, like the kitchen and the wine cellar, were found. 

 The modifications made to the building´s exterior include the demoli-
tion of  the property´s perimeter wall which was replaced by a transparent iron 
fence allowing a better vision of  the palace from outside; the opening of an ac-
cess to the ground floor from Quillota Street; the demolition of  the Palmarium 
and the opening of  this space to consolidate it as Paul Harris Square,that of  the 
Theatre on the complex´s northern area, that of  the stables and riding school, 
the tennis court and the forest, in which today the Mormon church is located.

The integral remodelling Project of  Palacio Rioja was a design awar-
ded to the IDEIM of the University of  Chile, which appointed the architect 
Josefina Atria project leader. The Municipality worked together with Kalam in 
cooperation with her team to accomplish the objective planned. 

The works represented an important investment. The following associa-
ted projects were executed together with the Heritage Unit: �Curtains, screens 
and net curtains restoration of  the Palacio Rioja Museum of  Decorative Arts�, 
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�Restoration of  art objects of  mixed materiality Palacio Rioja Museum of  
Decorative Arts�, �Restoration of  metal objects Palacio Rioja Museum of  De-
corative Arts�, and �Restoration of historical paneaux of  the Palacio Rioja 
Museum of  Decorative Arts�.

 The execution of the works was supervised by a team of specialists of  
the Municipality through the Communal Secretariat of  Planning and the Di-
rectorate of  Works.

The development of  the works represented an important challenge, in 
which many decisions had to be taken on-site in the face of  the characteristic 
situations of  a wooden-structure building of more than 100 years, exposed to 
the attack by insects, moisture and earthquakes. Some of  these decisions were 
related to the rainwater filtration in the palace´s dining room and the Louis XV 
Hall. It was decided to change the whole roof to eliminate any possible rain 
filtrations.

The existing copper linings were respected and the missing sections were 
completed. 

We worked with wood recovered from demolitions, which received the 
proper disinfection treatment to ensure the same resistance characteristics of  
the Oregon pine wood existing in the structure. The joints were performed by 
specialist carpenters. 

It is obvious that any remodelling work entails the possibility of  finding 
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significant elements hidden by previous interventions or the necessity to free 
the structure for a better performance. Both of  these actually happened during 
the remodelling of  the ground floor of  Palacio Rioja. During the demolition 
of a concrete wall of  the 1950s, we found a wooden supporting structure we 
had not been aware of  and for which the project contemplated a new metallic 
structure. We chose to maintain the original structure, which was in excellent 
shape, which means that, leaving this structure in view, it opens us a window 
to the palace´s constructive past. In the area of  the new cafeteria, designed on 
the ground floor, Oregon pine studs were released so as to allow access to the 
interior.  

 The stripping works gave us much satisfaction, because we recovered 
doors and windows with thick paint layers. One of the areas that gave us the 
most satisfaction was the Guides Hall with the staircase offering access to the 
cover, through which the musicians entered the mezzanine of  the dining room 
to delight the members of  Fernando Rojas�s family while they were having 
lunch or dinner. We chose to leave the timber vein in contrast with the light sha-
des of  the wallsThe complete remodelling process entailed the withdrawal of  
debris of  the damages caused by the earthquake and by humidity, the elabora-
tion of adobe with the same original blend, the substitution and reinforcement 
of  structures, the remodelling of  gypsum mouldings, the stripping of  doors, 
ceilings and windows, the polishing and restoration of  parquet, the recovery of  



copper linings, the replacement of  the whole power and sanitary system, the 
total replacement of  the roof and the replacement of  the rain water drainage 
system.

The Palacio Rioja has reached more than 100 years of  age since its 
construction was completed, and is part of  the history of  Viña del Mar. It has 
preserved the essence of  its architecture despite the onslaught of  earthquakes 
and the programmatic transformations it has been subjected to. Its remodelling 
will provide the city with a space for understanding its evolution and allow vi-
sits by the new generations.

For our Municipality, the remodelling of  Palacio Rioja, Vergara, Carras-
co and the Municipal Theatre constitutes a task no other city of  our country 
has ever performed before, let alone with the simultaneous support of  the Go-
vernment of  Chile. This important investment represents a strong impulse for 
the cultural development of  our city.





Antonio Gaudí

The spirit with which we have performed the restorations works of  this 
valuable and beautiful palace, both from an architectural viewpoint and that 
of  ornamental decoration, has been presided by the maximum respect for the 
constructed work based on the understanding that the traditional techniques 
and the complement that scientific restoration can contribute at the moment 
of  the intervention. 

Among the tasks performed for the recovery of  this singular building, 
mention may be made of  the restoration of  the whole set of  ornamental 
architectural elements, both exterior and interior, which contributed to 
beautify and enrich its gardens, façades, walls and ceilings, and which, with 
this intervention, have recovered their physiognomy and original splendour. 
The architect in charge of  the design not only took into account the creation 
of  a habitable space, but also thought of  extolling the opulence and class of  
their owners by means of  ornamental delight,

Taking into account that, in this book, other authors already have dealt 
with aspects bearing on the typology, materiality, objectives and restoration 
treatments of  the palace, we will focus our attention on those objects and 
models contributing an artistic complement to elevate the category of  the 
building and its surroundings. 

We are going through a historical time of  deep social and economic 
changes to which Chile, along with the then-emerging coastal town, is no 
stranger and which affect architecture and other fine arts. So much so that the 

JAVIER LATORRE ZUBIRI

Kalam
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importance of  master craftsmen, elevated in some instances to the category 
of  artists, accompanies the work of  architects, painters and sculptors, leaving 
their mark on plasterwork, carpentry, locks or furniture. Palacio Rioja is a 
clear example of  this. 

For this task, we have contacted a large group of  technicians and 
specialists, trained in the restoration of  heritage buildings, coordinated 
by experienced professionals who have been in charge of  supervising and 
instructing the teams distributed in the different areas and who have worked 
with different materials: wood, gilding, marble, gypsum and stucco. It is on 
the noble floor of  the palace and its perimeter façades, in addition to some 
elements located in the garden, such as the fountain located in front of  the main 
access and the lanterns illuminating its surroundings, where the most delicate 
and particular tasks were concentrated. The infrastructure needed to perform 
our tasks, including the carpentry, moulding and restoration workshops, was 
established in situ.

Whether we work at an architectural or an ornamental level, a deep 
knowledge of  the materials with regard to their look and internal or structural 
preservation status is essential as a first step for applying the most suitable 
treatments in accordance with each case. This is how the best decisions on 
the preservation or the restoration of  this kind of  decorative elements can 
be taken; most of  them are inserted in the construction, forming a whole in 



2. Revision of the 
moulds of deco-
rative ceilings

the building design. This is how we may find mouldings, balusters, figurative 
or vegetal sculptural elements of  greater or lesser complexity, in addition to 
carved wood and pieces of  noble carpentry, even decorative floors made of  
different kinds of  wood forming complex lattices. We must bear in mind the 
importance of  the finishes during the restoring process, as they represent the 
visible skin of  the building, reflecting its true spirit and the intention of  the 
developer to show his actual economic and social position. For this reason, it 
is important to respect the original design, including the choice of  colour � 
backed by a rigorous study of  samples which made it possible to identify the 
original colour scheme -, along with the recovery of  other kinds of  coverings, 
such as textiles, gildings, glassware, fences or lamps.

In consequence, and being aware that our task has to adhere to the 
stipulations of  the tender, we have devised restoring solutions which contribute 
to maintaining the authenticity and originality of  the building, enhancing the 
values acquired in its design and planning, without incurring in false historic 
assumptions that detract from its architectural and artistic image. However, 
when it comes to restoring a palace like Palacio Rioja, we cannot forget that 
the preservation of  the building and its original elements has to harmonise 
with its functions as a museum, the latter being subject to the former but 
without abandoning its status as a living legacy, which favours its preservation 
and maintenance. 



3.Large structural 
damages severely 
affecting the covering 

The most obvious damage to the palace had less to do with poor use or a 
transformation of  the building�s original structures than with the destructive 
effects of  the recurring earthquakes in the region - in this specific case, 
resulting from the last high-intensity seism, which happened on 27 February 
2010 and seriously damaged the building. Its structural framework, designed 
by the French architect Alfredo Azancot to react with some flexibility to the 
repeated earthquakes of  this geographic area (let us remember that in 1985 it  
was severely affected, requiring a deep intervention led by the architect Patricio 
Peralta- did not prevent that coverings and decorations from being severely 
affected and intensely destroyed once again.  The inclusion, during the last 
intervention, of  materials with a different behaviour from those used in the 
original construction has also been important for the response of  the structure 
to the last earthquake; but these actions are always conditioned by the effects 
these produce. Detached plasters, cracked and fractured ornamental pieces, 
volume losses and moulding line interruptions and carpentry works altered 
and weakened due to the overlapping of  paint layers and inappropriate repairs 
were especially visible before we began our work. 

Each earthquake has affected the palace in a different way, as its behaviour 
depends on various factors, such as the magnitude and speed of  its movement, 



4.Preservation status of 
the structural support 
and coverings with 
physical degradation 
and volume loss

the energy released, the characteristics of  the soil and the vulnerability of  the 
construction. The seismic load supported by the structure of  the building 
invariably causes a domino effect on the whole architecture of  the palace, 
regardless of  its intensity, linking another series of  important consequences 
affecting the architecture of  the building to a greater or lesser extent, and in 
turn, the covering and ornaments. While the building did not totally collapse � 
even if  severe problems were caused in certain non-structural parts � the general 
status of  the palace made it uninhabitable, requiring an urgent assessment 
of  the damages and the right decisions in order to alleviate the problem, 
this necessary circumstance being taken as an opportunity to undertake a 
comprehensive restoration and updating of  its museum facilities, enhancing its 
aesthetical and artistic qualities, but without forgetting its initial conception 
as a residential housing. As a consequence of  the damages caused by a strong 
earthquake � which happened on the converging edge of  the Nazca and South 
American tectonic plates with a magnitude of  8.3 Mw-, the tightness of  the 
architectonic container (indoor and outdoor facings) was seriously affected, 
triggering a series of  side effects which worsened the already existing problems 
and, in the process, the weakness and progressive deterioration of  the internal 
and external decoration motifs. The sculptural pieces and mouldings not only 
cracked, but also became detached due to the loss of  material consistency 
caused by the weakening of  the assembly and attachment to the structure. The 



5. ]Cracks and seismic 
movement in some 
fragile areas of the 
architecture, more 
intensively visible in 
the corners and central 
parts of the main lobby.

ornamental elements and finishes are inevitable victims in such cases as it is 
logical that certain materials, such as gypsum and concrete, should crack in 
reaction to the traction tensions generated during the seism.

As a consequence, rainwater filtrations and capillarity moisture caused 
collateral damages that likewise affected the various ornamental materials. Such 
processes included, in a significant way, what is known as �bio-deterioration�, 
a stealthy and dangerous enemy that generated fungal infestation in some of  
the wood, quite rapidly undermining (it is estimated that fungal infestation 
can reduce the mechanical capacity of  wood by 40% in just a few months) 
the resistance of  the support frame (structural framework and splinting), as 
was most obvious in such important rooms as the Louis XV Hall, the dining 
room or the orchestra tribune, negatively affecting the decoration embellishing 
walls and ceilings. This effect could be occasionally seen on some parquet 
floors, accompanied by subsequent material losses of  the small tablets the 
parquet and baseboard were composed of, especially in the corners most likely 
to allow water in. To a slightly lesser extent, among the conditions caused by 
pathogens and in some occasions in the same areas as the fungal infestation, we 
found traces left by now-inactive xylophages, which, from the size and shape 
of  the holes and the characteristics of  the galleries, we were able to identify as 
belonging to the woodworm and lyctid families.

Just as moisture acted upon the wood, so it did on the gypsum and the 



6. View of the external 
façade of the central 
lobby, with an accumu-
lation of pathologies

cement stucco, stimulating the appearance of  salt efflorescences, as shown on 
the exterior of  coats, generating the appearance of  stains and cracks on wall 
surfaces. The crypto-efflorescence effect caused by the re-crystallization of  
salt in the interior of  pores � which during their expansion disaggregate the 
material exposed to moisture and environmental changes � caused the loss of  
cohesion and the stripping-off  of  coverings and mortars, which in many cases 
became eventually detached. 

We cannot forget other damages of  anthropogenic origin resulting from 
human activity and caused by the different interior restoring interventions that 
took place over time: aesthetic remodellings, changes of  use, the addition of  
new materials, etc. The repairs performed, not always successfully, sometimes 
concealed other problems, aggravating the situation due to delayed decision-
taking: from wallpapers to plastering and the superimposition of  paint layers 
which changed the original colour of  the different noble rooms, spoiling the 
decorative richness recovered after the intervention. This list must also include 
environmental degradation, as the dirt deposits and pollution resulting from 
the emissions of  the area�s intense traffic also cause variations of  the physical-
chemical properties of  the materials, accelerating the degradation proves and a 
reduction of  its resistance, stability and morphology properties.

In sum, it can be said that the problems and alteration factors found 
with regard to the ornamental apparatus represent the transfer to the outer 



7. Elaboration of 
two-piece resin moulds 
for the duplication 
of balusters

skin of  problems existing in �the internal organs� of  the building, the two 
inevitably being closely related. Since the main structure is made of  flexible 
wood, the worst damage to the decoration was located in the upper areas of  the 
palace, which are less well-connected and with more openings for illumination 
purposes; the main lobby and the dining room being the most affected areas. 

Outside the palace, the dominant notes are sobriety, order and perfection of 
ornament � configured by smooth shaft columns, balustrades on the stair and 
coronation and even vases surmounting the facades -, taking into account the 
rupture the architecture is subject to in relation to the baroque style, which 
is less evident in the halls and interior rooms, where we find a more profuse 
decorative versatility and richness. If  principles of   French classicism 
are expressed more clearly in the façade lines, reflecting this style�s restraint and 
moderation, in the interior, as happens with inspired France, this moderation is 
less ostensible, since the architectural design of  columns, pilasters and cornices 
is complemented with friezes, lintels, frames and a rich three-dimensional 
plaster ornamentation also found in the wall textiles, a few elements carved 
in golden wood � like the pieces enhancing the arches inside the dining room 
-, and to a lesser extent, the magnificent chiselled bronze and gold elements 



8.Moulds and re-
productions of large 
pieces elaborated at 
the on-site workshop.

found on sconces, lamps, doorknobs, etc.
The creation and manufacturing process of  the ornamental motifs 

(vases, masks, medallions, etc.) both on the façade and in the interior requires 
different techniques, including formwork, continuous moulds or wood 
carving and traditional gilding, all of  them present in the decorative apparatus 
adorning the palace. In the case of  the serial sculptural pieces, it is precisely 
thanks to the mould that one can reproduce with no loss of  quality in the 
shapes, provided one knows the modelling and emptying techniques of  this 
creative activity. Its articulated and fragmentary nature allows the harmonious 
combination of  these elements, making it possible to incorporate different 
techniques within the same architectonic plan, with the purpose of  visually 
enriching a façade or a hall.

The consolidation and fixing the elements preserved also requires the 
replacement of  lost or fragmented pieces, duly reproduced with the same 
techniques used in their elaboration, on the basis of  existing elements used 
as a model. This has allowed us to comply with the objectives set before we 
started the task, which included an intervention aimed at resolving the stability 
of  fragile decorations and mouldings at risk of  detachment and allowing the 
continuity of  the material losses with the purpose of  conserving as many 
original pieces as possible, using the reproduction of  those missing as a last 
resource. Friezes, corbels, mouldings and ornaments at risk of  detachment 



9. Restoration works and 
recovery of polychrome 
paints on interior walls

were removed from the walls to ensure the fixing onto the bearing slats, which 
were themselves weakened and with minimal bearing capacity. Given the weight 
of  these pieces of  sculptural volume, there were severe detachment risks, which 
entails a multiple fragmentation that makes their preservation more difficult. 
This led to partial removals in order to recompose the material stratification 
of  the supporting wall and replace the pieces once cleaned, consolidated, 
reinforced and made firm with new anchors and fixings, according to the 
procedure established in the technical specifications. 

The reproduction of  the missing pieces was performed in the workshop 
installed in the exterior of  the palace, in front of  the main façade. It was in that 
workshop that matrixes in polyester resin, silicone or latex were elaborated, 
depending on the nature of  the shape (relief  or round piece), the complexity and 
necessary amount of  the element to be replicated, always taking into account 
the materiality of  the copy, the retention points and the quality required. Single-
sided moulds were made for reasons of  low relief  pieces (serial elements of  
façades, freezes and small corbels) while for balusters, vases and other singular 
elements of  greater complexity, moulds for parts were used. Likewise, when 
replicating the missing elements and in order to choose the loading material, 
we took into account the necessary plasticity for moulding, as well as their 
location, weight and structural stability, also viewing the anchoring conditions 
and installation order from a manufacturing point of  view. 



10. Elimination of 
paint layers in mobile 
carpentry pieces.

In the case of  continuous elements, like cornices, imposts or pilaster 
shafts, we began manufacturing the metallic diestocks with which to reproduce 
and repair these elements. With a moulds profiling tool, the shape is identified 
and the silhouette transferred to a piece of  metal reproducing the shape of  
the counterblock. Once the profile has been strengthened, the installation of  
a wooden frame allows us to go through the screed of  the missing areas and 
losses in the architectural lines, eliminating the existing surplus material until 
it is at the same level as the existing material and working on the gypsum or 
concrete mass when it has hardened enough to maintain its stability without 
deformations.

The finishing process of  façade facings and surfaces, interior walls 
and ceilings � once the processes involving structural consolidation, repair of  
cracks, restoration of  plasters and decorative elements had been completed and 
the installations (electrical, sanitary, heating, etc.) had been renovated � was 
based on an exhaustive prior study of the colours and plastic characteristics 
the palace had in its origins, with the aim of  remaining faithful to the idea 
expressed at the time of  its construction and decoration. The mordant gildings 
enhancing some parts of  the architecture were retained following a stripping of  
the different paint layers applied over the years, subsequently reintegrating the 
missing parts and applying new gildings with acrylic resin aggregated iriodin, 
using a brush on a material similar to the original gilding. To paint the indoor 



11. Plastering of 
missing parts in carved 
and gilded decorative 
elements if the main 
dining room�s windows

12. Colocación del 
armado de palillaje y 
malla antes de recibir 
el mortero de revoco.  

Fuente: Archivo 
fotográfico de obras

enclosures, we used a high-quality water-based varnish in accordance with the 
colour codes determined in the prior sampling, whereas outdoors, due to their 
water-repellent and steam permeability qualities, we used a silicate dispersion 
mineral paint. Thanks to these works, the palace maintains the validity and 
reputation of  an era preserving its own identity.

As becomes palpable in architectural coatings and the ornaments of  facings, 
ceilings and façades, among the prevailing tastes and desires of  the promoters 
of  the palace, what prevailed were the influences that had been developed in 
the world of  joinery and carpentry since the publication in Paris between 
1769 and 1779 of , a work by the French specialist André Ja-
cob Roubo which constitutes a genuine treaty on the manufacturing of  furni-
ture and other timber elements in architecture, such as floors and doors. This 
work, in the Age of  Enlightenment, joined other writings, treatises and ency-
clopaedias published in a fundamental period for the development of  Arts and 
Science, enjoying much dissemination and effect in later centuries as can be 
seen in Palacio Rioja, where the predominance of  French style and fashion, as 
mentioned several times above, is reflected in the architecture and decorative 



arts, the palace interior combining gypsum works with carved and moulded 
wood, unitarily complementing each other. In this work, André Roubo deve-
lops the technical expertise of  the art of  carpentry to its fullest extent, cove-
ring furniture, doors and windows as well as parquets, in addition to 
and among other disciplines related to working with and manipulating
timber. We can find references of  all these tasks in the wood present in the pa-
lace, in the construction style and the design of  the pieces, which in accordan-
ce with the prevalence and teaching of  the master are divided in non-movable 
(decks, friezes, ceilings, etc.) and mobile elements (doors, windows, blinds or 
shutters), and which we can appreciate here on the second floor pavements � 
from the beautiful composition of  the small parquet in the vestibule to the 
parquet of  the main halls - certainly of  undeniable compositional richness, or 
the main access doors and those leading to the different rooms according to 
their rank, both those in natural timber and those painted.

Stylistically, we can see wooden elements that are an important part 
of  the interior architecture, such as doors, windows and shutters, interiors 
stairs with their banisters and beautiful parquets, elaborated in different 
timber varieties (mainly ) and shades, forming drawings based on 
fractal geometries of  different complexities and following different patterns, 
depending on the importance of  the hall.

Most of  the movable joinery, painted with successive layers throughout 



time, had become dull and deformed in its morphology. It was necessary to 
remove the accumulation of  paint layers and restore and treat the wood, as 
some pieces were affected by biological contamination, the formation of fungi 
or xylophagous insects. Once the surface paint layers had been stripped off  by 
mechanical and chemical means, the remains, which were more tightly adhered, 
were removed by means of  fine steel wool with the help of  small quantities of  
solvents which we evaporated before proceeding to apply the definitive paint 
layer preparation and layer. 

The timber floors were protected during the works and finally cleaned 
with a slow-rotating machine, in order to prevent an excess of  timber wearing 
from abrasion. In the interests of  a achieving a regular surface, a mechanical 
grinding accompanied by a smooth sanding with an abrasive system was 
performed in order to eliminate the difference in height of  the pavement pieces; 
the floor surfaces eventually became appropriately smooth and polished, ready 
to receive the finish following the cleaning of  the surface with a dry cloth. Two 
layers of  a blend of  waxes and vegetal oils were applied; this blend penetrated 
the timber, hydrating and protecting it against moisture and dirt. At present, 
the floors show the traces of  time, but are ready for future maintenance and 
preservation. 

We have explained in this chapter the most visible details of  the 
building´s emblazonment, although these tasks have not been the only ones, 
as the decorative richness is abundant and varied: glassware, bronze pieces, 
textiles and furniture are an essential complement for one to appreciate the 
sumptuousness and opulence demanded by the owners of  the palace, who 
spared no expenses.

Finally, we would like to remember the primary work entailed by applying 
the maintenance programs for the conservation of  historic buildings; and in 
the particular case of  Chile, a country regarded as being of  high vulnerability 
due to its seismic activity, the stabilization of  the architectural structures with 
updated solutions and norms adapted to the latest studies on this subject, 
which incorporate dynamic control measures allowing us to determine the 
behaviour of  these formidable and noble residences during unpredictable events 
of  this kind. A detailed preventive maintenance and conservation program is 
essential to ensure that this important legacy, of  which Palacio Rioja is a 
notable example, can be enjoyed by future generations. 







The remodelling works were performed by the company´s own staff. 



2.Elaboration of 
continuous moul-
dings by means of 
manual moulds

1. 
in curved window 
closure moduls..



5. Reintegration of 
the wooden structural 
nucleus that gives 
shape to the cornices. 

3. Treatment of copper 
linings in corona-
tion balustrade.

4. Structural slats and 
mesh which receives 
the mortar rendering 
to form the shaft of 
the exterior columns.  



7. Laying of the reinte-
gration mortar layer

6. Deteriorated deco-
rative elements and 
reintegration of mortars 
in architectural plans



9. Refurbishment 
of metal covers.

8. Cleaning and ad-
justment of perime-
ter copper linings



10. Insertion and 
replacement of side 
walls, substituted due 
to their serious dete-
rioration and limited 
supporting capacity.

11. Replacement 
of structural slats 

12. Handcrafted making 
of adobe bricks for 
the replacement of 
missing pieces



13. Regularisation of 
the interior structure 
before the applica-
tion of renderings 
and the replacement 
of mouldings and 
decorative elements 
in the Louis XV hall, 
one of the rooms that 
was most affected 

14. Replacement of 
wooden slats, which 
aid the attachment 
of mortar renderings 
and final plastering.  

.



15. Reintegration of 
the gilding bedding  in 
decorative elements of 
the Imperial Hall ceiling



17. Detail of painting of 
movable carpentries

16. Finishing of 
colour coatings on 
capitals of the columns 
supporting the main 
dining room tribune



18. Dirt removal and 
chemical cleaning of 
the carved and gilded 
wooden semicircles 
decorating the windows 
of the main dining 
hall roundabout

19. 
bases of the main 
dining hall columns

20. Paintbrush 
reintegration of the 
gilding on Renaissance 
c o l u m n s  and reliefs 
o f  the Imperial Hall.



21. Overhead view 
of the cleaning and 
reintegration of 
gilded, wood carved 
decorative pieces.



22. Finishing treat-
ment of movable 
carpentry of the 
various palace rooms

23. Reintegration of  
decorative masks on 
facings that decorate 
the Imperial Hall



24. Vertical works for 
the replacing of the han-
ging lamps of the cen-
tral distributor ceiling.



25. General view of the 
main dining hall during 
the finishing of the inte-
rior coatings, carried out 
by specialised restorers.



26. Various phases 
of the finishing and 
recovery of the palace�s 
original colour scheme. 



28. Hydro-washing of 
exterior facings for 
eliminating dirt and 
paint in a bad state.

27. Workshop 
elaboration of 
continuous moulds 
to be placed in areas 
that have been heavily 
deteriorated by multiple 
fragmentations 
or losses



30. Review of 
volumetric unions 
and reintegrations.

29. Volumetric 
reintegration of 
decorative corbels.



31.  Placement of 
fastening and an-
chorage systems for 
the replacement of 
the reproductions.

32. Latex mould with 
its reinforcement 
bedding



33.  The main dining 
hall since from 
outside during the 
restoration process
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