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In the winter of 1978, under Chile’s military

regime in Santiago, Radl Peralta, a lonely g~

architectural model maker, lives a quiet life
with only his ailing mother and a pet
canary for company. His routine is upended
by the arrival of new neighbors whose
sinister activities seem to hide dark secrets.
Desperately clinging to the last remnants
of his sanity, Raudls life increasingly
intertwines with Guillermo, a mysterious
man in dark glasses. As reality unravels,
the echoes of Raul’s past collide with the
horrors of his present in a psychological
thriller that leaves behind deep,
indelible scars.
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DIRECTOR'S INTENTION

The genesis of Patio de Chacales, my debut feature f/’lm,] ;
dates back to 20/4 when | was working on my thesis projec F
for the Film and Television program at the University of

- Chile. During an in-depth investigation into the dictatorship

repressive forces and their relationship with civil society,
- came across a series of studjes on private homes that hac
been used as clandestine centers for detention, torture, and,
in some cases, extermination. This led me to conduct further
research into some of these well-known locations, gathering
information from those still overseen by organizations for
relatives of the disappeared or other human rights groups.
[ also connected with investigative authors like Javier
Rebolledo, whose research into the civilian aspect of the
dictatorship and its connections resulted in his book trilogy
Los Cuervos.
[t was through the collection of testimonies that | began
shaping the perspective from which [ wanted to tell the story
of one of these centers: through the eyes of a nejghbor.
Someone who never directly saw what was happening, but
heard everything through the thin wall separating him from
his neighbors. This is based on real events. For instance, the
infamous center known as “La Venda Sexy” got its nickname
because loud music was played to mask the sounds of



ture. Similarly, at the Simon Bolivar barracks, a neighbor once
nplained about the noise, but after being intimidated, he never

S0 again. At this same site, one of t;hq CN/ br/g]fes in charge
wa

n as ”Chacal 1 ckal}
f{l is inspired by real e ents making it a work of

hi orr/cal period of ou
P
a pomt of view is that gn‘ an observer W/tnessmg

ountry with a solid
rts ana’ validates i' events portrayed in the

everything unfolding in the story. This means that every sound,
/mage and rhythm is aesthetically defined and expressed based on
_ how the protagonist perceives them.
b The film's atmosphere can be described as immersive, placing the

— ! "‘_11 audience on the same emotional plane as the protagonist. This is

"\ .“achieved through the creative decisions made by all departments,
which are detailed throughout this document.

The decision to create a fiction inspired by multiple documented

Bs  4accounts from dozens of research books, documentaries, and

reports was made to explore the various moral and social aspects
j that were challenged by the dictatorship. The aim is not to
. provide a meticulous historical breakdown, as the film is not

intended to be a denunciation, but rather a space for reflection



Latin American dictatorships as well, which is why i

" name “Pinochet” is never mentioned, nor are any ele

clearly pinpoint the origin or location of the events. By keeping the
dictator anonymous but sketching his silhouette as a controlling

hand over societ

along with constant military control over the

unity to connect with the stor q
:  film seeks to relate to wewers‘
through its audiov vat m rather than through a recognition
/gh be considered documentary or i
;as , the film falls within the genre of

civilian populati could take place under any

A
merica in the last c

dictatorship that 0, tin

The audience is giver

on an emotioné

of something that
h/s
thr/ller as it follows the psychological &

denunciatory. Fo

psycholog/
transformation of the character, blending the initial mystery of
not knowing what is happening in the house next door with a style

that takes on surreal tones as the protagonist’s mental state begins

to unravel. Since we experience the narrative through his eyes, the

story takes on a unique, subjective perspective. e
The decision to esent the film as a thriller is grounded in the
fact that this genre is widely recognized and easily accepted by

audiences, sparking interest by inserting a final hope through what
Aristotle defines as a ﬁ';.danger within the story. The choice to

gt




keep the audience under the shadow of danger imposed by this
somewhat anonymous dictatorship is connected to the thriller
genre, which some authors like Raphaél Baroni in his book
Narrative Tension describe as the “paradox of suspense.” This
paradox suggests that the fictional immersion experienced by the
audience is sustained and enriched by their detailed understanding
of the events, thereby intensifying the emotional escalation of the
story—not focusing on the outcome, but rather on the narrative
Journey itse&
lo place the audience in a setting that is recognizable as the late
[970s, but with details that make it feel distinct, its essential to
create a semiology unigue to the fictional world where the story

unfolds. As a result, every aspect related to life in this world will
be crafted specifically for the film—from mass-control-
oriented advertising, to a somewhat timeless style with strong 70s
influences, and even original songs playing through fictional radio
stations. This approach aims to generate, for both national and
international audiences, a new environment that avoids clichés and
allows viewers to continuously discover a world that feels familiar
yet new. [ts a place that could seem just around the corner, with
the scent of empanadas and red wine in the air.
Additionally, this approach grants us full control over every aspect
of the film, ensuring complete command of its tone. We dictate
what is shown in newspapers, magazine covers, and TV news



broadcasts, all while maintaining a consistent narrative and a
semiology that belongs entirely to our fictional world.
Finally, all the elements that make up a cinematic work are just as
essential as when a painter chooses the canvas, the type of paint,
and the brush to use for their creation. In this case, every
particle of the film is designed to follow the creative guidelines
established from the story's perspective. The narrative is divided
\ | into four acts: the first three form the main story with a classical
Aristotelian structure, but an additional act—the fourth—acts as
an epilogue. This epilogue reveals that the entire story has been
the reading of a book by a man who recounts the experience of
someone who lived next to this torture center. Furthermore, the
reader turns out to have been part of the organization that ran the
torture center. This places us in a world of representations. A
similar situation would be if a Nazi were reading the diary of a

Jewish prisoner from a concentration camp where he himself

I - : , S :

- ( worked. The creative viewpoint is taken to a narrative level
even the characters are placed in the position of the

r, “ which is the same request made of the audience.

ogue, set in the year 2000, is a final reflection on my own

Sitien as someone who grew up in the /990s. It’s a shared
¥e for generations across Latin America who grew up in

exper/

\.thes

th

P e

w of a dictatorship—a reality where impunity covered
emnants of a past dictatorship. /[t was common to live



alongside individuals known as killers and torturers, yet to us,
they appeared as ordinary people living typical lives, like any
neighbor. The secret use of civilian houses as clandestine
detention centers affects the body and soul of society. These are
places where alleged offenders, who often share common
origins with their captors, are punished. But as an open secret,
they spread a lingering threat throughout the country, infecting
the lives of everyone who coexists with or is an unwilling
spectator of such places.
As a filmmaker, | am a storyteller who reli€s on tool. /'ke'soupa’
and imagery, the relationship between images and fgﬁ; creat/'n‘g;
rhythms and emotions in a journey that ultimately reaches the

audience’s eyes. _—

Diego Figueroa
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