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20 PEDREIROS - INCONSTANCIA MATERIAL

PEDREIRO 1 - RECEBE - COLOCA NA PILHA - AREA EXTERNA - TERREO (RUA)

PILHA DE T1JOLOS
PEDREIRO 2 - PEGA DA PILHA - JOGA ~ AREA EXTERNA - TERREO (RUA)

LANCE RETO
PEDREIRO 3 - RECEBE - COLOCA NA PILHA - AREA EXTERNA - TERREO (RUA)

PILHA DE TJOLOS
PEDREIRO 4 - PEGA DA PILHA - JOGA PARA CIMA - AREA INTERNA - TERREO (ENTRADA)

LANCE PARA CIMA

PEDREIRO 5 - RECEBE - COLOCA NA PILHA - AREA INTERNA - 1° ANDAR (PASSARELA)

PILHA DE TIJOLOS

PEDREIRO 6 - PEGA DA PILHA ~ JOGA PARA BAIXO - AREA INTERNA ~ 1° ANDAR (PASSARELA)
LANCE PARA BAIXO

PEDREIRO 7 - RECEBE - COLOCA NA PILHA - AREA INTERNA - TERREO (CUBO BRANCO)
PILHA DE TIJOLOS

PEDREIRO 8 - PEGA DA PILHA - JOGA - AREA INTERNA - TERREO (CUBO BRANCO)

LANCE RETO

PEDREIRO 9 - RECEBE - COLOCA NA PILHA - AREA INTERNA - TERREO (CUBO BRANCO)
PILHA DE TIJOLOS
PEDREIRO 10 - PEGA DA PILHA - JOGA PARA CIMA - AREA INTERNA - TERREO (CUBO BRANCO)
LANCE PARA CIMA

PEDREIRO 11 - RECEBE — JOGA - AREA INTERNA - 1° ANDAR (ESCADA CUBO BRANCO)

LANCE PARA BAIXO
PEDREIRO 12 - RECEBE - COLOCA NA PILHA - AREA INTERNA - TERREO (CUBO BRANCO)

PILHA DE TIJOLOS
PEDREIRO 13 - PEGA DA PILHA - JOGA - AREA INTERNA - TERREO (CUBO BRANCO)

LANCE RETO
PEDREIRO 14 - RECEBE - JOGA - AREA INTERNA - TERREO (CUBO BRANCO)

LANCE RETO
PEDREIRO 15 — RECEBE -~ COLOCA NA PILHA - AREA INTERNA - TERREO (EMBAIXO DA PASSARELA)

PILHA DE TIJOLOS
PEDREIRO 16 - PEGA DA PILHA - JOGA PARA CIMA - AREA INTERNA ~ TERREO (ENTRADA)

LANCE PARA CIMA
PEDREIRO 17 - RECEBE - COLOCA NA PILHA - AREA INTERNA - 1° ANDAR (PASSARELA)

PILHA DE TIJOLOS
PEDREIRO 18 ~ PEGA DA PILHA - JOGA - AREA INTERNA - 1° ANDAR (PASSARELA LATERAL)

LANCE RETO
PEDREIRO 19 ~ RECEBE - JOGA - AREA EXTERNA ~ AREA EXTERNA - 1° ANDAR (PONTE)

LANCE RETO
PEDREIRO 20 - RECEBE - JOGA PARA BAIXO - AREA EXTERNA - 1° ANDAR (PONTE)

LANCE PARA BAIXO
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17 - ZAO
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12 - DE FERRO

11-DAo
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TACTICS OF SUSPENSION AND DECELERATION — ON HECTOR ZAMORA

ELVIA WILK

Hector Zamora's work visualizes the re

tween past and present, tensile connections are give
form, By re-contextualizing the physical properties of weight

and balance, gravity and buoyancy, Zamora creates geor
from histories. Yet because hus projects are ephemieral, these
matenalized connections are never fixed in space or time

Rather, their physical fluctuations murror the caprices of his

he past by

tlluminating and suggesting ways of reconstructing th

reconsidering the pre:

Zamoras work creates suspended moments m tome

particulardy cloquent

in order to reassess the possibilities. In on
rrant] (2010), Zamora stretched

suspension entitled Errante
steel wires supporting trees in planter

derelict Tamanduatei River Disused except as a dump, the
red a nver today, the former

bove Sio Paulo

Tamanduatei can hardly be conside
1920s canal ts now a formidable manifestation of Sao Pa
urban squalor and a glaring example of the city s rapid loss of
public space Sao Paulo’s past s beng rapidly echipsed by s
present as it expands faster than its infrastructure can possil

support. In this context, Zamoras act of suspension contains a
double implication. First, as Guilherme Wisaik has written. ¢

replicates the operations of energetic artibicuality and improvi
leaping over s difficultics

sation from a city thatis constantl
instead of trying to solve them” And secondly, the trees propose
an alternate possibility for the future stretched tentatively above

de visionist challenge. what if the trajectory of

reality
ered, progress redefined and

the city's development could b

decelerated? Would its inhabitants envision a ditferen

past

he net of potential futures Zamora casts can revea

the architectures of the preseat. Bom in Mexico and based in
Brazil, Zamora 1s a multicultural voice —yet the ast world often

gates artists to define a singular position. To be a Latin

can artist is to be trapped in a double bind of marginality

ng art historical tradition.

her con s the predominat
cither confronting the predomina
confined within the Western canon. Zamora con

Of femaining

lem in a number of ways One 5 to reroute

fronts this prob
demand 1o embody a cultural heritage altogether by focusing
metric forms, mathematical truths, expres

on univensals. ge
mena. Clear examples are Zamoras

sive colors, natural pher
mathematical cut out shapes. Sesshas (Aschi Triennsal, 2010},

Synclasts/ Antichastic (Laverpool Bionnial, 2010), a=360R v
(Mexico City
patterns: Cradibality Criss (Miami, 2010
SO NS EW NENW SE SW] (Mexico City, 2009), Semsire
o [Sensitive disturbance] (Sd0 Paulo. 2008), Volatrk

2000); works manipulating or visualizing w
NS EQNENOSE

perturk
I
Topography (Busan Biennial, 2006), works intervening in

natare. Geomictrias daninhas | Harmful geometries| (Sao Paulo,
nte, 2000). mono

2006), Prata Recanto das Criangas (Sdo Vice
chrome installations: Azu/ [Blue] (Cucmavaca, 2006), Amardl
Yellow] (Xalapa, 2003)



In his more avertly politicized works, Zamera i hing the physical |
mpuqvow«mdaploashmhhdcnmk\msy:nbok oﬁuhpxe.bmnpmim.\@mmsmunoml national,
ofleisure, th ks he His unique to subtle

umMmd\e\aguyaCnyMummNagoya,}aymfw
the project Daring Leisure (2010) brought the unattainable
tropical vacation nearly within reach. However, the hammocks
were hung shghty too high for visitors to reach them, and the
nmmgumhpmrmzdmyomﬁmttyﬁng Byimporting
Mbmpohuuunmﬂrmmomyﬂdamq

differencesi in weight and dimensionality allows him to form
highly resonant and nuanced metaphors in vanied worldwide
contexts. Echoing his passion for movement and expansion,
these sites are often transportation hubs and port cities Among
lmman&houpmmmdmdammnsofmvage

P pLi ythical vehicles for the

d\unmyuuv:lulhepmmﬂcn{duu d rel d
Theh he integral

ﬁmmmafkmmmmlhnmcydlofpn‘;vu

and p

i the prsence of 3 goup o omeless pope g e

surrounding park.

For White Noise (2011), community members
phmwﬁnmwammgmmwmun,
Beach that were later removed to an enclosed, private exhibi.
tion space The flags’transposition from an accessible beach to
:mnmdwmmlyahmlhemyﬁqnwd

sally blank anti they sre

sch as fo Slu&prpdm part of the

nnﬁhudm [Zeppelin swarm| built for the 2009
Venice Biennale, was a gigantic zeppelin wedged in a comidor
outside the Arsenale. a sly reference to a body of inflated hopes
that never got off the ground.

Like the zeppelin, the ship Zamora constructed at
&emm%h Kiev, Ukraine, was designed to fail
d for the room, and
thu hl. J.s_ 'l TR m
Project was entitled GAM - cmpaiixa sexa! [BAM, the construc:
ﬁmfdumyq (2010) affer the Baikal-Amur Mainline

Nove doe ot b ol oty —ondhecontp o e by oignaly lanned a e end of e
imports a heavily lad e 2 i Y al ...;..wm'n::ns:&b'enmhne
i ‘P«‘ﬁf Mn’mmhml : Mmmmmlmdm ambition.
lavoth ..:hmwm e i m«w«r&?&wmﬁ? ol
Zamora's use of multipl fi b n WM:WWMWN»
qunuunmnlsymbdsofuhdmd, @ |days. The histoncally significant

long historical lineage-—from Pacific

naval battles to present-day conflicts between small-scale and
industnal fishing The title of the project, Orden y Progresa [Or
der and progress] (2012),is taken from the motto emblazoned
on the Brazilian flag (the full version of the motto m translation
reads: “Love for principle, order for base, and progress for goal”)
Once again challenging the promises of self perp g OF
forward moving progress, and positing that rapid acceleration
results in abrupt stagnation, Zamoras exposing the boat's
skeleton became an exposure of the constitutive mechanisms
of power in reference to Chile’s history of maritime conquest
and class struggle But dismantling the figure also lightens it,
iconoclastically relieving a heavy historical burden. Zamoras
work leans away from disilusionment and towards iberation
An object that continually recurs throughout
Zamora’s work is the ceramic brick. In projects like 6, da séric
Potencialidades [6, from the Potentialities senes] (Sao Paulo,
2009) and H20 (Sio Paulo, 2010), the brick itself'ts materially
deconstructed: in other projects, most notably De Belg wordt

geboren met een baksteen in de maag [ Every Belgian is born with 2

brick in hus stomach] (2008), the stratification of the laboning
classes themselves is deconstructed In his most recent use

that (hierarchical) systems of construction and fabnication
within the art world depend upon and reflect those of society
The service culture of art and its hidden mechanisms are called
into question. Who is serving whom m the art world, and what
ifanything 1s being constructed?

In Inconstingta material the endless but purposeless
passing ofbricks nullifies the act in terms of productivity. But
the bricklayers are not just working— they re passing rehearsed
comments back and forth along with the bcks. Zamora has
wnvited the Brazihan poet and artist Nuno Ramos to create a
spoken piece, Gagante [Giant] (2012), to accompany the physical
one Colloguial expressions that refer to parts of the body
have been gathered and organized for the workmen to shout
in a sequence that d les thewr phrasing, distrib
unified body on a circuit. This site-specific geometry of Wmh
correlates with the shape of the movement. By momentarily
formalizing bits of working-class language within the walls of
the gallery, an uncategorizable moment between stasis and
movement, work and leisure, art and life, arises. Typical of
Zamora as.a whole, I matenial suggests the
possibilities for creativity and play even in the most confining
of

ofthe brick, In aterial [Matesial Jat
$30 Paulo’s Luciana Brito gallery. Zamora arranged twenty

bricklayers in the gallery space, who toss bricks to each other
na circuitous pattem extending from the interior gallery to
the gangway to the parking lot —lifting, tessing, and chatting
nlﬂlulypuld.uyaamanmmme Zamora brings the

Elvia Wilk ts 2 writer and oditor In addition o criical teets and reviews foe
pubbcations such a Fracze /¢ and ArrSlast.she i an editor of the online
chy Sl bl

fled

1y ‘thcmumm, by
which our buildings and d'to sugg

e a ¥

Eadens Digat



20 BRICKLAYERS - MATERIAL INCONSTANCY

BRICKLAYER 1 - RECEIVES ~ PLACES IN THE PILE - EXTERNAL AREA - GROUND LEVEL (STREET)
PILE OF BRICKS

BRICKLAYER 2 - TAKES FROM PILE - THROWS - EXTERNAL AREA ~ GROUND LEVEL (STREET)
HORIZONTAL THROW

BRICKLAYER 3 - RECEIVES — PLACES IN THE PILE - EXTERNAL AREA - GROUND LEVEL (STREET)
PILE OF BRICKS
BRICKLAYER 4 - TAKES FROM PILE - THROWS UPWARDS

~INTERNAL AREA - GROUND LEVEL (ENTRANCE)
UPWARDS THROW

BRICKLAYER 5 - RECEIVES - PLACES IN THE PILE

~ INTERNAL AREA - 1ST FLOOR (CATWALK)
PILE OF BRICKS

BRICKLAYER 6 - TAKES FROM PILE - THROWS DOWNWARDS

- INTERNAL AREA - 1ST FLOOR (CATWALK)
DOWNWARDS THROW

BRICKLAYER 7 - RECEIVES - PLACES IN THE PILE - INTERNAL AREA - GROUND LEVEL (WHITE CUBE)
PILE OF BRICKS

BRICKLAYER 8 - TAKES FROM PILE - THROWS - INTERNAL AREA - GROUND LEVEL (WHITE CUBE)
HORIZONTAL THROW

BRICKLAYER 9 - RECEIVES - PLACES IN THE PILE - INTERNAL AREA - GROUND LEVEL (WHITE CUBE)
PILE OF BRICKS

BRICKLAYER 10 - TAKES FROM PILE - THROW:
= 'S UPWARDS - INTERNAL UBE)
AREA - ITEC
UPWARDS THROW REA ~ GROUND LEVEL (WH

BRICKLAYER 11 - RECEIVES - THROWS — INTERNAL AREA - 1ST FLOOR (WHITE CUBE STAIRWAY)
DOWNWARDS THROW

BRICKLAYER 12 - RECEIVES - PLACES IN THE PILE - INTERNAL AREA - GROUND LEVEL (WHITE CUBE)
PILE OF BRICKS

BRICKLAYER 13 - TAKES FROM PILE - THROWS - INTERNAL AREA - GROUND LEVEL (WHITE CUBE)
HORIZONTAL THROW

BRICKLAYER 14 - RECEIVES - THROWS - INTERNAL AREA - GROUND LEVEL (WHITE CUBE)

HORIZONTAL THROW

BRICKLAYER 15 - RECEIVES - PLACES IN THE PILE - INTERNAL AREA - GROUND LEVEL (UNDER THE CATWALK)
PILE OF BRICKS

BRICKLAYER 16 - TAKES FROM PILE - THROWS UPWARDS - INTERNAL AREA - GROUND LEVEL (ENTRANCE)
UPWARDS THROW

BRICKLAYER 17 - RECEIVES — PLACES IN THE PILE - INTERNAL AREA - 1ST FLOOR (CATWALK)

PILE OF BRICKS

BRICKLAYER 18 - TAKES FROM PILE - THROWS - INTERNAL AREA - 1ST FLOOR (SIDE CATWALK)
HORIZONTAL THROW

BRICKLAYER 19 - RECEIVES - THROWS - EXTERNAL AREA - EXTERNAL AREA - 1ST FLOOR (BRIDGE)
HORIZONTAL THROW

BRICKLAYER 20 - RECEIVES - THROWS DOWNWARDS - EXTERNAL AREA - 1ST FLOOR (BRIDGE)
DOWNWARDS THROW



MICROGRAVITY SPACES*
DAVID VAN DER LEER

October 15,2009 In almost identical modemist
buildings on street corners in the center of Bogotd, Colombia,
two floors are jam-packed —floor to ceiling—with hundreds
and hundreds of green plantains.

November 8, 2009: Over the past twenty-four days,
the plantains, spilling out of the window frames, have slowly
turned from green to yellow, and from yellow into 2 mouldy;
brown, and pungent landscape

In Bogota's newspapers, reporters speculated about
what to make of this piece installed by artist Héctor Zamora
Was it a social critique on aggression in the inner city? Or
didit intend to comment on the banana scandal that just
two years prior had culminated in the Chiquita Brand's being
fined twenty-five million dollars for their ties to Colombian
paramilitary groups? Or did it delve even deeper into national
tragedy by referring to the “Banana Massacre” of 1928, when the
government brutally ended a plantation workers’ strike?

Although Zamora s fully conversant about the
social history of bananas in Colombia, he created Deliro
Atdpico [Atopic delirium) as an intentionally naive response
tothe all-encompassing presence of the banana in day to-day
Colombian life He has described the work asa living painting
that changes our perspective on the skin of bulldings, a work
free of overt political meaning.

Artist Héctor Zamora has created his most signifi
cant pieces by working in public spaces, often rearticulating thy

physical charactenistics of an urban or architectural environ

ment Zamora's plantain piece is regarded as one of the keys
to his oeuvre, but I believe his work is best anal
from a 2008 public inter

een baksteen i de maag

y2ed starting
ntion titled De Belg »
very Belgian is born with a brick in

the stomach]. Staged in Genk, Belgium, Zamora worked with
alocal audience to create words from locally found bricks in
the middle of a pit among coal-mine waste. He described the
project as a kind of graffiti. I wonder if it can be seen as a gentle
plotting away at gravity instead

There is a certain heaviness to our time, which
sharply contrasts with roughly one hundred years ago when
despite brewing political unrest, we were avidly and enthusiasti
cally experimenting with airplanes, zeppelins, and construction
methods. Many of our current cultures seem weighed down by
responsibility, stress, fear, doubt, and, perhaps hrst and foremost
the burdens of consumer products.

In his Genk piece, Zamora plays with that heavy
underbelly feeling that we all occasionally have, in a setting that
can be interpreted as a reference to Newton’s understanding of
gravity as a force of attraction between two objects: in this case,
earth and the body,



Much of Zamora's work is about this struggle of
weight versus weightlessness. Zamora creates lightweight
structures that are offen floating or give the impression of being
afloat. There is some obvious inspiration in the work of icons of
lightness such as Frei Otto and Buckminster Fuller, but also a
perhaps fortunate lack of architectural ambition. Zamora does
not wow with detailed architectural drawings or with the latest
lightweight matenals. He frequently employs heavy matenals
such as concrete, brick, or stone to challenge our preconceived
notions of lightness.

Most of Zamoras projects are not meant to be an
intrinsic part of the urban landscapes either They are tran
sient and subtly emphasize certain aspects of city life that we
otherwise take for granted too easily They range from ephemeral
pieces that slightly amend urban space—such as the ham
mock work addressing a lack of lessure time (Darug Leisure,
Aichi Triennial, 2010); a slowly growing structure of rubber
floats ( Praia Recanto das Criangas, Bienal de Sio Paulo, 2006);
anda playful rope assembly (Unfitled, Havana, 2006), as well
as a series of suspended trees over a canal (Ermante [Errant],

S3o Paulo, 2010), and floating bafloons ( Volatile Topography,
Busan Biennial, 2006)— to pieces that almost become archi
tecture —ranging from the floating sheet roofs overa parking
Jot (Azul [ Blue], Caernavaca, 2006), the red plastic membrane
that snaked through, around, and over Garash gallery space

( Priew, Mexico City, 2003); to the large-scale parasitic structure
hanging off the roof of the Carrillo Gil Museum ( Paracaidista,
Av. Revolucion 1608 bis, Mexico City, 2004)

Zamoras projects measure and reduce the weight
of culture, and enable us to break loose occasionally from
the gravitational pull of our cities into a fleeting periphery of
microgravity: an environment where the force of gravity is
still present, but only momentanly, with a negligible effect. He
leads us to this state of mind not by being overtly forthright or
political, like many of his contemporary peers, but by creating
environments where not even he has full control aver how
they are used, changed, or perceived. It s in these types of
microgravity spaces that Zamora shows us that a plantain, even
n the most charged cultural context, can still be a plantain if we
s0 desire, and that sporadically we may allow ourselves to cling
to a degree of lightness amid the gravitas of everyday fe

* Text origmally written for the magazine Domis #942, December 2010, coi
ded” Héctor Zamora, weight and ligh lde in ephemenal
urban mterventions.”

David van der L d
Guggenhesm Museum. New York
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HECTOR ZAMORA

1974, CIDADE DO MEXICO [MEXICO CITY], MEXICO
VIVE E TRABALHA EM [LIVES AND WORKS IN] SAQ PAULO, BRASIL [BRAZIL)

EDUCAGAQ EDUCATIONAL BACKGROUND

Graduagio em design gréfico pela [ Bachelor degree n graphic design from] UAM - X, Cidade do México

Whate Noisc, Bethells Beach ~ Shed 6 ~ Elam project-space B431, Auckland Festival, Auckland, Nova Zelindia [New Zealand]

Lincas de suspensidn, ensayo sobre geomtria funicular, Galeria Enrique Guerrero, Cidade do México [Mexico City], México
Paracaidista, Av Revolucion 1608 bis, Museo de Arte Carmillo Gil, Cidade do México [ Mexico City], México

a=360*r/R, Arte in Situ “La Torre de los Vientos’, Cidade do México [Mexico City), México

2000

[Mexico City), México
COES. SELECTED $S0LO

2012 Inconstdncia Material, Luciana Brito Galeria, Sio Paulo, Brazil [Brazil]

2011 Zeppelin Scharme, Zeppelin Museum, Friedrichshafen, Alemanha [Germany]
Paraisos Ofrecudos, Museo El Eco, Cidade do México [Mexico City, México

2010 Ermante, Projeto Margem, rio Tamanduatef, Itat Cultural, Sio Paulo, Brasil [Braail]
Credibility Crists, Project Room, Miami Basel, Miami, EUA [USA]

2008 De Belg wordt geboren miet een baksteen in de maag FLACC, Genk, Bélgica [Belgium}

2007 Specular Reflections, Cerca Series, MCASD, San Diego, EUA [usa]

2006 Divisiones, Hotel Condesa DF, Cidade do México [Mexico City], México

2005
Unidad habitacional, La Casa Encendida, Madn [Madrid], Espanha [Spain]

2004

2003 PNEU, Garash Galeria, Cidade do México [Mexico City], Méxica.

2000

2012

Em Suspension, Espai dArt (’Ionmnponn de Castello, Castello, Espanha [Spain]
Peru

Centro Abierto, Museo de Arte de Lima ~ MALL Lima,
the Present, Musée dArt Modeme de la Ville de Paris/ARC, Franga [ France]

About Change, The World Bank Group, Washington DC, EUA [USA]



2010

§

Performance & Arquatecturs, Tabacalera, Madri [Madrid], Espanha [Spain}
32° Panorama da Arte Brasileira, Museu de Arte Moderna de Sio Paulo (MAM-SP), Brasil [ Brazil]
Resisting the Present, Museo Amparo, Puebla, México
Ustedes Nosotros, Centro Cultural de Espaiia, Manigua, Nicarigua
Disponible, School of the Museum of Fine Arts, Boston, EUA [USA]
FGAP@Venice, Official Collateral Event, S4th Venice Biennale, Veneza [ Venice], Itdlia [Italy|
Wasser, Schien, Strafe, Lufi, Zeppelin Museum, Friedrichshafen, Alemanha [Germany]
Ustedes Nosotros, Centro Cultural de Espaia en Guatemala, Guatemala
SThmpmdd Sculptures, EX3 Contemporary Art Centre, Florenga [Florence, Itdha [taly]
Du; diversity of all and everything possibl, 12th International Cairo Biennale, Cairo, Egito [Egypt]
sponible, Walter and McBean Galleries, San Francisco Art Institute, So Francisco [San l-'r.\n:'uscc‘ EUA [USA]
Future Generation Art Prize, Pinchuk Art Centre, Kiev, Ucrinia [Ukraine] “ g
Touched, Liverpool Biennial, Liverpool, Inglaterra [England]
Art and Ciies, Aichi Triennial, Nagoya, Japo [ Japan]
Mientras sca posible, Casa de Amenica, Madri [Madrid), Espanha [Spain]
Lugares Comunes, Bogotd, Colombia
Making Worlds, 53rd International Exhibition Biennale di Venezia, Veneza [ Ve
11 Trienal Poli/Grifica de San Juan: América laumy:‘Cm’be, Porto Ml“"‘"‘]: o
Quase Liguido, Itats Cultural, S0 Paulo, Brasl[Brazil] 5
::,,‘,M:wc:,‘:,ﬂé lr;:la(;wml Galkr;a of Art, Varsévia [Warsaw], Polonia [ Poland]
n ) ), exposicio do programa para bolsas program Miami
Encuentro Internacional Medellin 2007 ?MDEO?{“thddlm, {g:::ha 55 i
;nh 5.::;1 de Sio Paulo, Sio Paulo, Brasil [ Brazl]
usan Biennale 2006, Pusan [Busan), Coreia do Sul
Suerio de una noche de verano, Museo Muros, Glmnvﬁum']Méﬁm
Novena Bienal de la Habana, Havana, Cuba '
Frontera. Esbozo para la creacién de una sociedad del futuro, Lacandon Mountain
Dialogues, Indian International Center, Nova Déli {Nm; Delhi, India
;mfu/“n“m“:: San Diego Museum of Art, Insite0s, s.,, Diego, EUA [UsA)
0 contem Pﬂ mexiang, M\Im N]m ‘entro %
Fussion/fusion, Mexican Cultural Institute, L [ d) (Spain]
 Washington DC, EUA [Us ] TEE S

National Park, Guatemala

Jtem, Centro Cultural Espania, Cidade do México [Mexico City], México
Cidade do México [Mexico City |, México

2002
Con Fulgente Hado, programa ao ar livre por [outdoor program by] X - Teresa Museum,

2001
PREMIOS E BOLSAS SELECIONADOS SELECTED FELLOWSHIPS AND AWARDS

2011 Graham Foundation, Architecture + Art: Héctor Zamora Solo Exhibition fall 2012, SMoCA, Scottsdale, EUA [USA
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