
























































































41



42

CIUDAD / MALDONADO

Sueño del poste. Óleo sobre tela, 100 x 120 cm, 1996
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Azotea. Óleo sobre tela, 81 x 100 cm, 1997
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Sin título. Óleo sobre tela, 80 x 100 cm, sin fecha.
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CIUDAD / PUERTO

Puerto M (díptico). Óleo sobre tela, 158 x 97 cm, 2007
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Serie Mirar Montevideo-Good Year. Óleo sobre tela, 60 x 73 cm, 2000
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CIUDAD / MONTEVIDEO

Serie Mirar Montevideo-Monumento. Óleo sobre tela, 73 x 92 cm, 1998. Colección Ortolani.
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Serie Mirar Montevideo-Plaza Zabala. Óleo sobre tela, 65 x 81 cm, 1999. Colección Ortolani.
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Serie Mirar Montevideo-18. Óleo sobre tela
100 x 120 cm, 1999. Colección Ortolani.
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RETRATOS 

La conversación. Óleo sobre tela, 158 x 97 cm, 2006
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Sin título. Óleo sobre tela, 240 x 180 cm, 2004
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Adriana. Óleo sobre tela, 100 x 80 cm, 1996
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Durmiente II. Óleo sobre tela, 148 x 97 cm, sin fecha. Colección Ortolani.
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Adriana con espejo. Óleo sobre tela, 158 x 97 cm, 1994
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Sueño (Durmiente I). Óleo sobre tela, 180 x 180 cm, 1998
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Retrato de Susana (mi madre). Óleo sobre tela, 118 x 153 cm, 1994
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La espera. Óleo sobre tela, 200 x 150 cm, 1998
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4 a 1 (José Valentín, Francisco, Manuela, Pilar). Óleo sobre tela, 198 x 147,5 cm, 1994
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AUTORRETRATOS 

Figuras en el paisaje. Óleo sobre tela, 160 x 128 cm, 2014
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Sin título. Óleo sobre tela, 185 x 120 cm, 2017
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Sin título. 185,5 x 122,3 cm, sin fecha
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Autorretrato verde. Óleo sobre tela, 148 x 77 cm, 2008
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Sin título. Óleo sobre tela, 100 x 80 cm, 1995
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PAISAJES

Visión diurna. Óleo sobre tela, 90 x 120 cm, 2013
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Serie Laguna del Sauce-Sin título. Óleo sobre tela, 73 x 92 cm, 1995. Colección Ortolani



Sin título. Óleo sobre tela,
90 x 120 cm, 2013
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La presencia del agua. Óleo sobre tela, 90 x 120 cm, 2013
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La orilla. Óleo sobre tela, 90 x 120 cm, 2013
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DUNAS

La duna I. Óleo sobre tela, 200 x 145 cm, 2017
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La duna II. Óleo sobre tela, 200 x 145 cm, 2017
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La duna III. Óleo sobre tela, 200 x 145 cm, 2017
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Sin título. Óleo sobre tela, 170 x 130 cm, 2018
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Sin título. Óleo sobre tela, 200 x 145 cm, sin fecha
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BATALLAS

Estudio para batalla. Sobreviviente. 
Óleo sobre tela, 90 x 120 cm, 2018
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Sin título. Óleo sobre tela, 160 x 98 cm, sin fecha
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Sin título. Óleo sobre tela, 130 x 165 cm, 2018
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Sin título. Óleo sobre tela, 45 x 114 cm, 2018
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Sin título. Óleo sobre tela, 130 x 165 cm, sin fecha
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José Trujillo y Adriana López junto a Manolo Lima (1979)

Jorge Páez Vilaró y José Trujillo (1983)

José Trujillo Cronología 

1960	 José Trujillo Seade nace en Montevideo el 
26 de enero. Vive en Punta del Este junto 
con sus padres, Mario Trujillo y Susana 
Seade, y sus dos hermanos, Herminia y 
Diego.

1973	 Frecuenta el taller de Manolo Lima, en 
Pinares, Punta del Este, donde toma 
clases hasta el año 1976.

1975	 Presenta una exposición individual en la 
Galería Contemporánea, Montevideo.

1976	 Es seleccionado para el Premio Ford para 
Joven Pintura Uruguaya en el Museo de 
Arte Americano de Maldonado.

	 Presenta una exposición individual en la 
Galería Estudio A, Montevideo.

1977	 Viaja a Montevideo a estudiar Derecho. 
Asiste a charlas y clases en el Club del 
Grabado, donde conoce a Rimer Cardillo 
y Leonilda González.

1978	 Período de investigación formal bajo la 
dirección de Carlos Tonelli.

	 Es seleccionado para el Concurso 
Nacional de Artes Gráɲcas, Montevideo.

1979	 Se casa con Adriana López, con quien 
tendrá cuatro hijos: Valentín (1979), 
Manuela (1981), Pilar (1986) y Francisco 
(1990).

	 Viaja a Porto Alegre, Brasil.

	 Se presenta al Salón Municipal de Artes 
Plásticas, Montevideo.

1980	 Se instala en Punta del Este y da clases 
en su taller y en el Liceo departamental 
n.º 1 de Maldonado.

	 Es seleccionado para el 1.er Salón 
Departamental de Artes Plásticas y 
Visuales, San José.

	 Es seleccionado para el Concurso 
de Dibujo de la Pinacoteca Banco de 
la República Oriental del Uruguay, 
Montevideo.

	 Es invitado a la Bienal ϥnternacional del 
Deporte, El fútbol en el arte, en el Museo 
Nacional de Artes Visuales, Montevideo.

	 Se presenta al Salón Municipal de Artes 
Plásticas, Montevideo.

1981	 Se presenta al ϥϥϥ Salón del ϥnterior, Rocha.
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Taller de José Trujillo, 1984-1986

	 Se presenta al Salón Municipal de Artes 
Plásticas, Montevideo.

1983	 Enseña pintura y dibujo en la Escuela 
Municipal de Artes Plásticas de 
Maldonado hasta 1984.

	 Es seleccionado para la ϥϥ Bienal de Salto. 
Uruguay.

	 Es invitado a la XVϥϥ Bienal de San Pablo, 
con el comisariado a cargo de Jorge Páez 
Vilaró, e integra el envío uruguayo junto 
con Gustavo Alamón, Julio Alpuy y Carlos 
E. Prunell.

	 Se presenta al XLVϥϥ Salón Nacional de 
Artes Plásticas y Visuales y obtiene el 
primer premio de Dibujo, Montevideo.

	 Recibe el Premio Coca Cola, V Bienal 

Sudamericana de Dibujo. Museo de Arte 
Americano de Maldonado.

1984	 Se presenta al Concurso de Arte Nacional 
del Banco ϥnteramericano de Desarrollo, 
y obtiene el gran premio. Punta del Este.

1985	 Es seleccionado para la Vϥ Bienal 
Sudamericana de Dibujo en el Museo de 
Arte Americano de Maldonado.

	 Es seleccionado para la ϥϥϥ Bienal de Salto. 
Uruguay.

	 Viaja a Washington.

	 Presenta una exposición individual en 
ϥnter-American Development Bank Art 
Gallery. José Trujillo. Washington DC, 
Estados Unidos. El catálogo incluye textos 
de Jorge Páez Vilaró.
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Pintando en la ruta 60, 2012

1986	 Presenta una exposición individual en 
Galería Latina, Montevideo.

	 Recibe el Premio Citibank. Museo de Arte 
Americano de Maldonado.

	 Viaja a Madrid y allí conoce a Agustín 
Alamán, con quien profundiza en la 
técnica del grabado.

1987	 Es seleccionado para el Premio ϥnca, 
Montevideo.

1988	 Es seleccionado para la 1.ª Muestra 
itinerante de Artistas Plásticos del 

ϥnterior del País. Bienio de la Animación 
Cultural. Uruguay.

	 Recibe el Premio Museo de Arte 
Americano de Maldonado. Arte Joven. 
Uruguay.

1989	 Presenta una exposición individual 
en la Galería Van Eyck. Buenos Aires, 
Argentina.

1990	 Presenta una exposición individual en 
Museo San Fernando de Maldonado. 
José Trujillo. Pinturas y tintas resistentes. 
El tríptico incluye texto de Fernando 
Loustaunau.

	 Recibe el Gran Premio Pan Am. Museo de 
Arte Americano de Maldonado.

1991	 Es seleccionado para el Premio V 
Centenario ϥCϥ en el Museo Nacional de 
Artes Visuales, Montevideo.

	 Presenta una exposición individual en 
el Museo de Arte Contemporáneo de El 
País, Montevideo.

	 Presenta una exposición individual en 
la Galería Banco ϥnteramericano de 
Desarrollo. Washington D. C., Estados 
Unidos.

1992	 Presenta una exposición individual en la 
Galería Praxis. Buenos Aires, Argentina.

	 Presenta una exposición individual en el 
Museo de Arte Moderno. Buenos Aires, 
Argentina.

1994	 Exposición The Praxis Collection: Trujillo, 
Brambiya, Bekes en la Galería Praxis. 
Buenos Aires, Argentina. El catálogo 
incluye textos de Raúl Santana, Albino 
Dieguez y Alejandro Bekes.

1995	 Presenta una exposición individual 
	 en Museo de Arte Americano de 

Maldonado. José Trujillo. Pinturas. 
	 El catálogo incluye textos de 
	 Alfredo Torres.

1996	 Recibe el Premio 100 Años del Banco de 
la República Oriental del Uruguay.

1999	 Se establece temporalmente en 
Montevideo junto con su familia.
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José Trujillo y Adriana López junto a sus hijos Valentín, Pilar, Manuela y Francisco, 1992

	 Realiza la serie Mirar Montevideo.

	 Presenta una exposición individual en la 
Galería Latina, Montevideo.

2001	 Se presenta al 49.º Salón Nacional de 
Artes Visuales en el Museo Nacional de 
Artes Visuales, Montevideo.

	 Presenta una exposición individual en la 
Trench Gallery, La Barra, Maldonado.

2002	 Se presenta al 50.º Salón Nacional de 
Artes Visuales, Museo Nacional de Artes 
Visuales, Montevideo.

2003	 Viaja a España.

	 El Hotel Cipriani de Punta del Este, 
Maldonado, adquiere veinte obras que 
distribuye en sus instalaciones.

2004	 Realiza murales y pinturas de gran 
formato en el Hotel Cipriani de Punta del 
Este, Maldonado.

2005	 Presenta una exposición individual en 
el Museo Zorrilla. Del registro al enigma. 
Pinturas de José Trujillo, Montevideo. 
El catálogo incluye textos de Jorge 
Abbondanza y Alicia Haber.

2006	 Presenta una exposición individual en 
el Museo de Arte Contemporáneo de 
El País. José Trujillo. Puentes e interiores, 
Montevideo. El catálogo incluye textos de 
Alicia Haber.

2007	 Es convocado a trabajar con obras de 
gran formato en el proyecto Estancia Vik. 
José ϥgnacio, Maldonado.

2008	 Presenta una exposición individual en el 
Centro Cultural Recoleta. Buenos Aires, 
Argentina. El catálogo incluye textos de 
Raúl Santana.

2009	 ϥnaugura el proyecto Estancia Vik. José 
ϥgnacio, Maldonado.

2010	 Viaja a Boston y a Nueva York, Estados 
Unidos.

	 Realiza la serie The Boston Experience.

	 Presenta una exposición individual en la 
Wi Gallery. Nueva York, Estados Unidos.

	 Realiza la serie La metamorfosis.

2011	 Presenta una exposición individual en 
GTL Gallery. Trujillo. Interiores. Punta del 
Este, Maldonado.

	 El catálogo incluye textos de Fernando 
Loustaunau.

2012	 Exposición Contemporary Art of Uruguay. 
Twelve Uruguayan Artists en The Venue 
- Beyrouth Souks. Beirut, Líbano. 
Participan en la muestra: Antonio 
Andivero, Federico Brandt, Cecilia 
Brugnini, Atilio Buriano, Rimer Cardillo, 
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Raúl Santana y José Trujillo (2009)

Carlos Grippo, Andrés Montani, Miguel 
Núñez Rauschert, Nelson Romero, Bruno 
Sfeir, Julio Testoni y José Trujillo.

2014	 Viaja a Los Ángeles, Estados Unidos.

	 Presenta una exposición individual en 
la Galería ϥsabel Anchorena. En camino. 
Buenos Aires, Argentina. El catálogo 
incluye textos de Raúl Santana.

	 Presenta una exposición individual en 
Harbinger Studio. Los Ángeles, Estados 
Unidos.

2015	 Realiza la serie La mole.

2016	 Presenta una exposición individual en el 
Grupo Taller Jones-Vicente. José Trujillo. 
Obra reciente. La Barra, Maldonado.

2017	 Presenta una exposición individual en la Casa 
de la Cultura de Maldonado. Trujillo 92-16.

2019	 José Trujillo Seade fallece en Maldonado 
el 7 de diciembre.

2023	 Se presenta una exposición individual 
en Espacio Cultural Ediɲcio Artigas. José 
Trujillo Seade. Diálogos con la realidad, 
Montevideo.

2024	 Se presenta una exposición individual 
en Museo Nacional de Artes Visuales. 
José Trujillo (1960-2019). La realidad en 
cuestión, Montevideo. El catálogo incluye 
textos de Pablo da Silveira, Mariana 
Wainstein, Enrique Aguerre, Valentín 
Trujillo y Pilar Trujillo.
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The Boston Experience
La mole / Metamorfosis
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Tríptico The Boston Experience 

THE BOSTON EXPERIENCE
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Ehsan y Melissa, coleccionistas de Boston, 2010
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La mole-1 La mole-3

La mole-2 La mole-4

LA MOLE



99

La mole-5
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Metamorfosis-1 Metamorfosis-2

Metamorfosis-3 Metamorfosis-4

METAMORFOSIS
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Metamorfosis-5
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2024
Museo Nacional de Artes Visuales. José Trujillo 
(1960-2019). La realidad en cuestión. 
Montevideo, Uruguay.

2023
Espacio Cultural Ediɲcio Artigas. José Trujillo 
Seade. Diálogos con la realidad. Montevideo, 
Uruguay.

2017
Casa de la Cultura de Maldonado. Trujillo 92-16. 
Maldonado, Uruguay.

2016
Grupo Taller Jones-Vicente. José Trujillo. Obra 
reciente. La Barra, Maldonado, Uruguay.

2014
Galería ϥsabel Anchorena. En camino. 
Buenos Aires, Argentina.

2011
GTL Gallery. Trujillo. Interiores. Punta del Este, 
Maldonado, Uruguay.

2010
Wi Gallery. Nueva York, Estados Unidos.

2008
Centro Cultural Recoleta. Buenos Aires, 
Argentina.

2006
Museo de Arte Contemporáneo de El País. 
José Trujillo. Puentes e interiores. Montevideo, 
Uruguay.

Exposiciones individuales
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2005
Museo Zorrilla de San Martín. Del registro al 
enigma. Pinturas de José Trujillo. Montevideo, 
Uruguay.

2001
Trench Gallery. La Barra, Maldonado, Uruguay.

1999
Galería Latina. Montevideo, Uruguay.

1995
Museo de Arte Americano de Maldonado. 
José Trujillo. Pinturas. Maldonado, Uruguay.

1992
Museo de Arte Moderno. Buenos Aires, 
Argentina.

Galería Praxis. Buenos Aires, Argentina.

1991
Museo de Arte Contemporáneo de El País. 
Montevideo, Uruguay.

Galería Banco ϥnteramericano de Desarrollo. 
Washington DC, Estados Unidos.

1990
Museo San Fernando de Maldonado. 
José Trujillo. Pinturas y tintas resistentes. 
Maldonado, Uruguay.

1989
Galería Van Eyck. Buenos Aires, Argentina.

1986
Galería Latina. Montevideo, Uruguay.

1985
ϥnter-American Development Bank Art Gallery. 
José Trujillo. Washington DC, Estados Unidos.

1976
Galería Estudio A. Montevideo, Uruguay.

1975
Galería Contemporánea. Montevideo, 
Uruguay.

2012
The Venue - Beyrouth Souks. Contemporary Art of 
Uruguay. Twelve Uruguayan Artists. Beirut, Líbano.

2002
Museo Nacional de Artes Visuales. 50º Salón 
Nacional de Artes Visuales. Montevideo, 
Uruguay.

2001
Museo Nacional de Artes Visuales. 49º Salón 
Nacional de Artes Visuales. Montevideo, 
Uruguay.

1994
Galería Praxis. The Praxis Collection: Trujillo, 
Brambiya, Bekes. Buenos Aires, Argentina.

1991
Museo Nacional de Artes Visuales. Premio V 
Centenario ϥCϥ. Montevideo, Uruguay.

1988-89
1ª Muestra itinerante de Artistas Plásticos del 
ϥnterior del País. Bienio de la Animación Cultural. 
Uruguay.

1987
Premio ϥNCA. Montevideo, Uruguay.

1985
Museo de Arte Americano de Maldonado.
Vϥ Bienal Sudamericana de Dibujo. Maldonado, 
Uruguay.

ϥϥϥ Bienal de Salto. Salto, Uruguay.

1984
Banco ϥnteramericano de Desarrollo. Concurso 
de Arte Nacional. Punta del Este, Maldonado, 
Uruguay.

1983
ϥϥ Bienal de Salto. Salto, Uruguay.

XVϥϥ Bienal de San Pablo. San Pablo, Brasil.

Museo Nacional de Artes Visuales. XLVϥϥ 

Exposiciones colectivas
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Salón Nacional de Artes Plásticas y Visuales. 
Montevideo, Uruguay.

1981
ϥϥϥ Salón del ϥnterior. Rocha, Uruguay.

Salón Municipal de Artes Plásticas. Montevideo, 
Uruguay.

1980
1.er Salón Departamental de Artes Plásticas y 
Visuales. San José Uruguay.

Pinacoteca Banco de la República Oriental del 
Uruguay. Concurso de Dibujo. Montevideo, 
Uruguay.

Museo Nacional de Artes Visuales. Bienal 
ϥnternacional del Deporte, El fútbol en el arte. 
Montevideo, Uruguay.

Salón Municipal de Artes Plásticas. Montevideo, 
Uruguay.

1979
Salón Municipal de Artes Plásticas. Montevideo, 
Uruguay.

1978
Concurso Nacional de Artes Gráɲcas. 
Montevideo, Uruguay.

1976
Museo de Arte Americano de Maldonado. 
Premio Ford para Joven Pintura Uruguaya. 
Maldonado, Uruguay.

1996
Premio 100 Años del Banco de la República 
Oriental del Uruguay. Montevideo, Uruguay.

1990
Gran Premio Pan Am. Museo de Arte Americano 
de Maldonado. Maldonado, Uruguay.

1988
Premio Museo de Arte Americano de 
Maldonado. Arte Joven. Maldonado, Uruguay.

1986
Premio Citibank. Museo de Arte Americano de 
Maldonado. Maldonado, Uruguay

1984
Gran Premio Banco ϥnteramericano de 
Desarrollo. Concurso de Arte Nacional. XXV 
Asamblea de Gobernadores. Maldonado, 
Uruguay.

1983
Primer Premio de Dibujo, XLVϥϥ Salón Nacional 
de Artes Plásticas y Visuales. Montevideo, 
Uruguay.

Premio Coca Cola. V Bienal Sudamericana 
de Dibujo. Museo de Arte Americano de 
Maldonado. Maldonado, Uruguay.

Premios y distinciones
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English version
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A genuine painter

Entering José TrujilloɅs studio in the city of Maldona-
do was a shocking experience. The beauty and lumi-
nosity of the place (an old nursery) generated the ɲrst 
impact. Then, there were the hundreds of ɲnished or 
half-ɲnished works that multiplied in any direction 
one looked. There were works on easels, hanging, on 
furniture, leaning against the walls, stacked on the 
ɳoor. Each one of them had its own personality, but 
what was also impressive was the immense amount 
of accumulated work that was in that labyrinth.

ϥn the middle of all that, José Trujillo. Passionate as the 
ɲrst day, joyful, willing to show, tell or explain, almost 
dancing in the middle of that apparent chaos that for 
him had an order and harmony.

Trujillo painted from a very young age until his last 
days. He also did other things (for example, training 
people), but he never interrupted that task that con-
stituted him. He painted when he was awarded prizes 
and when he was marginalized, he painted when he 
sold and when he didnɅt, he painted when his studio 
received visitors and also in absolute solitude.

He never stopped painting, because painting was what 
he did, because he couldnɅt stop doing it, because in 
his life no other activity that could take the place of 
painting was conceivable.

That intensity and commitment are reɳected in each 
of his paintings. Everything Trujillo paints exudes au-
thenticity and creative force. There are no poses, no 
ɲllings, no genuɳections. His art is strong and abun-
dant. Of course, the technique is there, and it is very 
good, but it is never an end in itself. When Trujillo 
paints, he seems to want to tell us that this is exactly 
what he came to do in the world. And he knows that 
he has something to tell us.

Trujillo is one of the great painters that this country 
has produced. We Uruguayans owe him a debt of rec-
ognition. Fortunately, today we begin to pay it oϜ.

Pablo da Silveira
Minister of Education and Culture

ϥt is an honor to present the catalogue of the exhi-
bition La realidad en cuestión (Reality in Question) by 
José Trujillo at the Museo Nacional de Artes Visuales 
(National Museum of Visual Arts). There are many rea-
sons to feel deeply satisɲed, but ϥ think the main one, 
which sums up all the others, is the fact of bringing to 
the public the work of a great Uruguayan painter who, 
due to various circumstances, has remained unknown 
to many.

José Trujillo was born in Montevideo but lived all his 
life in Maldonado, and developed an artistic career 
marked by constant searching and overwhelming 
creativity, which left its mark on each of the stages of 
his short but proliɲc life. This exhibition, curated by 
Enrique Aguerre, invites us to explore diϜerent mo-
ments of his work, revealing an astonishing complexi-
ty and an impactful level.

With this exhibition, we not only celebrate his talent, 
but we also contribute to vindicate and value his leg-
acy in the history of Uruguayan art. The diversity of 
his proposals, his ability to transform inɳuences and 
his unique sensitivity allow us to rediscover him and 
appreciate his place in our artistic heritage.

This exhibition is not only a tribute to his memory, but 
also an opportunity to reɳect on how works like his 
deserve the space and recognition necessary to dia-
logue with new generations.

We thank Enrique Aguerre for his vision and all those 
who made this exhibition possible, which enriches our 
cultural panorama. ϥ hope that this catalogue inspires 
readers to discover José TrujilloɅs work with the same 
fascination and admiration that those of us who had 
the privilege of approaching his artistic universe felt.

Mariana Wainstein
National Director of Culture

José Trujillo: rediscovering 
an artistic legacy
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A father, a son, a work

We will never really know what it was that drove that 
boy of barely twelve years old to cross the several 
kilometers between his house on Provincias Vascas 
street, Parada 12 of Playa Mansa in Punta del Este, 
and the studio of the painter Manolo Lima, in the mid-
dle of the labyrinthine pine forest of Pinares, because 
a good part of the designs of destiny always remain a 
mystery. That boy, walking among the pines and the 
sand embankments, crossing incandescent summer 
suns and dark rains in winter storms, full of threat-
ening branches, over projects for block-shaped neigh-
borhoods that did not yet exist, was in search of his 
life. The years were 1972, 1973, and from then on for 
the next ɲve years. Everything was potential.

That boy was my father, the painter José Dionisio Tru-
jillo. ϥn his family, he was always called ɈJose,ɉ without 
an accent.

The inner ɳame, which never stopped burningɁeven 
at the end, when he sensed, or not, that he was go-
ing to dieɁcould have come from a family impulse: 
he was the nephew of the painter Felipe Seade. But 
it could well have been the early discovery of a vital 
passion, which that child understood once and for 
all, which set a destiny, his own, and later, that of his 
family, still as invisible as the paved streets of Pinares. 
Perhaps it was also, to a certain extent, the paternal 
and guiding ɲgure of Manolo Lima, the guide in a very 
communal house, where artists and students, talents 
and vagabonds, bohemians and pupils landed, sever-
al of whom stayed to live: the studio was a refuge and 
so it was for my father.

The little boy found the tribe that gave him the artistic 
shelter he needed, copying the classics, in search of 
a technique and a style, understanding the particular 
duo of a brush loaded with oil on canvas. Manolo Lima 
was an ϥndian who came from the border with Brazil. 
According to what my father told me, he had learned 
to smoke at the age of four, with his grandmother. He 
lived in a big house in the middle of the pine trees 
of Pinares, planted by men who understood that they 
had to ɲx the moving sand dunes, due to the winds 
that threatened to bury the old city, and thus save 
it from the elements. The artiɲcial landscape, the 
invented forest out of the galley of the foresters of 
Maldonado (like Antonio Lussich, like Henry Burnett, 
like Román Bergalli) became common, natural, au-
tochthonous. Like the thousands of people who came 
from various places and became Fernandine, ɲrst, by 

adoption, then, by feeling. Like Manolo, who came 
from Rocha, and had been self-taught until arriving 
at Joaquín Torres GarcíaɅs workshop; like my paternal 
grandparents, Mario Trujillo and Susana Seade, who 
came from Montevideo; like my maternal grandfa-
ther, Lirio López, who arrived by bicycle from Aiguá. 
He married my grandmother Yessy Cabral, the only 
one of my four grandparents born in Maldonado, and 
they had a Fernandine daughter, Adriana. The succes-
sive human ɳoods, those of the past and those that 
continue to the present, make Maldonado a special 
social network.

At a dance in the city center, one day in September 
1977, Adriana met a skinny boy wearing light-blue 
jeans, with an attractive face, called José Dionisio, 
but whom she called Jose. She did not know that he 
was a painter. She did not know (or perhaps she did, 
since ϥ never asked her) that he would be her husband 
and life partner for more than four decades, that she 
would be his recurring model, immortalized in succes-
sive canvases, and that she would be my mother, in 
June 1979, and then that of my siblings, Manuela, Pilar 
and Francisco. On that night in 1977, in the hands of 
those two boys dancing slow songs in an old movie 
theater in Maldonado, everything was still potential.

ϥ lived the childhood of a painterɅs son, in the studio 
with the smell of deep oil, ɲxative and turpentine, with 
fresh or dry canvases, with my fatherɅs radio playing 
music by Ravel or Debussy on record players, or on 
cassettes with Eric Clapton or John Cougar Mellen-
camp. My sister and ϥ would run through the garden 
of the Museo de Arte Americano (American Art Mu-
seum) of Maldonado, that Ɉpocket Metropolitanɉ in 
BurnettɅs old house, and ϥ would fall asleep listening 
to art talks, in eternal after-dinner conversations on 
summer nights, with the painter Jorge Páez Vilaró or 
the Argentine art critic ɈEl Negroɉ Raúl Santana, in the 
background.

ϥn my always intertwined adolescence, through paint-
ing, my father taught me to look. First, the concrete: 
the physicality of my city and the landscape that sur-
rounded us all the time: the perspective of the streets, 
the sidewalks, the columns, the corners, the bay, the 
beaches, the church, the lagoon, the hills, the skies, the 
sunsets. And also, of course, the faces, the faces of the 
people through the portraits. Before any of them, our 
own, the family, the closest models, which we trans-
ferred naturally to the canvas. My mother, on succes-
sive occasions (many times on September 3, on the 
anniversary of their ɲrst meeting), her own mother - 
my grandmother Susana -, my siblings or even myself, 
since ϥ was a baby. And the self-portraits, where we 
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ϥn December 2019, a few days after his death, ϥ pub-
lished a column in the newspaper El Observador in 
which ϥ wrote this paragraph: ɈHe fought against a 
thousand invisible chains and various bites, against 
prejudices, jealousies, centralisms, but he always 
kept his gaze above that pettiness. He was too good 
to linger on triɳes, because he was clear that the fun-
damental thing had to be spread out on the canvas. 
Now, after this time of anguish, one of the most im-
portant legacies of national painting remains before 
those who dare to look at it.ɉ1

That time of anguish has passed, and the years, with 
their mysterious needle, help to heal and sort out feel-
ings. Thanks to the criteria and will of the Minister of 
Education and Culture, Pablo da Silveira, the National 
Director of Culture, Mariana Wainstein, and the direc-
tor of the National Museum of Visual Arts, Enrique 
Aguerre, who was also the curator, this ɲrst exhibition 
by José Trujillo bursts into the halls of the main muse-
um in the country, with material force, elegance and 
justice. The fundamental support of the Municipality 
of Maldonado and the mayor Enrique Antía rounded 
oϜ the completion of this great catalogue.

La realidad en cuestión, (The Reality in Question) dis-
plays painting and excites, equally. ϥt is an exhibition 
of more than sixty works that synthetically review 
an artist with a work of more than four decades of 
painting. This catalogue/book is a record of what was 
seen between October 2024 and February 2025 at the 
MNAV, but it is much more: it will be the possibility of 
seeing the paintings in the exhibition but it opens the 
window to other works, at the same time, a beautiful 
way of presenting José TrujilloɅs work in Uruguay and 
abroad.

Finally, the country where my father was born, which 
he loved and defended so much with painting, pays 
him the tribute he deserves. Still potential.

discovered other aspects of the paternal face, electric 
and powerful, with a dog-like gesture, questioning re-
ality, or with gentle eyes in an oil mirror. Or the faces of 
neighbors, family friends or commissioned works that 
for several days were part of the walls of the house.

Then the years went by, we all grew older, and lit-
tle by little he went from being my father (he never 
stopped being that) to becoming something else, a 
kind of friend, of permanent dialogue, of humor and 
controversy, of seriousness and complicity. ϥ under-
stood from him other issues that marked me: an al-
most puritanical vision of work ethics, and the inɲnite 
ɲdelity to what one does, which is ultimately who 
one is. Painting was his life, in case there were any 
doubts, but it would be unfair and ungrateful if ϥ did 
not describe my father as a family man, because he 
was without a doubt, to the extreme limits of having 
the possibility of living and working in several coun-
tries abroad, and returning to the country because we 
were here, his children, his family. The nest that he 
built with my mother was always stronger.

His work also helped me understand a place, a spe-
ciɲc landscape. Although he painted many cities, he 
belonged to Maldonado: from the thickest forest of 
the Lussich Arboretum, which he called his Ɉpersonal 
Fontainebleau,ɉ to the coasts of the bay, his Pinares 
beach, the rural roads, the wild countryside laden with 
thistles. He turned the external into painting, and in 
painting he gave us back our home and our place in 
the world, to know where one belongs; a mast in this 
global reality that is sometimes too impersonal, where 
geography and maps are too often confused on liquid 
crystal screens. My father explored the intimacy of a 
tradition. He always claimed the brush on the canvas, 
almost a lance of deɲance against contemporary art, 
understanding that there is no greater avant-garde 
than tradition, that what has its roots in the past can 
be reformulated in the present and stand upright to 
ɳourish in the future. ϥn that tradition, he dialogued 
with Velázquez, with Manet, with Hopper, and with 
other more contemporary artists, such as Lucian 
Freud, de Chirico, Renato Gutusso, Avigdor Arikha, Eric 
Fischl, Richard Dieberkorn or Wayne Thiebaud. And 
also, of course, with Cúneo, Sáez and Torres García. 
These were his companions on the road.

ϥn addition, he was a great reader of poetry and phi-
losophy, of history and biographies of painters, he 
was a great cinephile and also a great football fan. ϥn 
each aspect, he marked my path. Today, at 45 years 
old, as the father of two children and the author of 
several books, ϥ question him, ϥ speak to him, ϥ listen to 
his answers and his voice, in memory and on canvas.

1- Requiem por mi padre (Requiem for my Father), column published in El Ob-
servador on December 15, 2019. https://www.elobservador.com.uy/nota/requi-
em-por-mi-padre-201912155019

Valentín Trujillo
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The place of all things

Trujillo inhabits his painting.

To inhabit is to live in a place. ϥt is to take ownership 
of that place. But it is also to surrender to that place 
taking ownership of you; that is the inexorable destiny 
of those who dare to enter there, and to stay. Living in 
a place, then, has a time, a staying there long enough 
for the experience to appear, for there to be, ultimate-
ly, an experience of things.

The place is where inhabiting unfolds, like a roll of can-
vas. The location makes it possible.

A place has a topography. ϥn this way, the one who 
inhabits must travel through those places, recognize 
them, walk through them again and again, look at them 
again and again in order to acquire their geography. 
Thus, the one who inhabits a place from the perspective 
of sight and painting becomes a kind of cartographer. 

They recognize pine forests, noses, rocks, buildings, 
mountains, guava trees, hands and feet, they locate 
them in their spatial-pulsional gaze, and then become 
One with them, and take them to the map, with the re-
alism proper to that unpronounceable act that is paint-
ing. Because the painter does not speak. He becomes a 
hermit, where there is only easel and brushes to trans-
mute the mute perception of a map without names.

The painter does not speak. The painter looks and 
paints, in a back and forth between the eye and the 
hand. ϥn this back and forth, the magic of realist paint-
ing occurs. Because Trujillo is a realist painter, as are 
Manet, Cézanne, Goya…

Trujillo follows the form of things, in a space that appears 
where something ends, and something else begins. 
Nothing is without what that thing is not. Without its lim-
it. Without its non-being. Without the emptiness of itself.

The eyes are a canvas that is impregnated with what 
is seen, with light, shadow, color, background and ɲg-
ure, all being and non-being, in turns, and at the same 
time, all at once.

When one exercises the eye by painting what one sees, 
the gaze begins to record in a particular way, which 
becomes the only reality. Trujillo does not stop paint-
ing. The overwhelming quantity of his work betrays 
him. He lives because he paints, because that is where 
he lives, and where everything appears to the world. 
While he does not have the brush, the charcoal, the 
dry pastel in his hand, he continues painting while he 
looks. Each piece of reality is a painting to be painted.

ϥn his painting, the territory is deɲned by its surround-
ings. Those eyes are those eyes because there are 
cheekbones that are not eyes. That chair appears be-
cause around it there is an environment that is not 
a chair, just as in cartography some valley appears 
where the mountain ends, and a mountain does not 
emerge without a valley, and vice versa. The map 
makers walked the places in order to draw them. They 
traveled through them in situ, using their observation, 
their orientation, their experience of the territory.

ϥn TrujilloɅs painting, the topography is deɲned by 
volumes, by ɳat brushstrokes, by phalanges that ap-
pear between light and shadow, matter, painted ɳesh, 
which is not ɳesh, it is paint. ϥt is titanium, it is burnt 
earth, Naples yellow. PayneɅs gray is not a part of the 
hill. But the hill is there. ϥnhabiting that place becomes 
pigment, matter, bristle hair soaked in oil. The paint-
ings are also pieces of canvas with paint on them.

The way of inhabiting is also deɲned by the material, 
by the eye that gives the order to the hand to put that 
paste on the canvas. And there is the place: ɲgures, land-
scapes, studio interiors, still lifes, desolate streets. All 
those spaces that the painter inhabits, lives, palpitates, 
that are delimited from themselves only by the limits of 
the canvas. Outside those limits, the limits of the studio, 
or the portable studio on the beach, on the road or on a 
rooftop, the canvas continues to be behind the eyes of 
someone who always and forever lives in their painting.

Trujillo, my father, paints until the last day. The 
bouquet that Adriana, my mother, cuts from a rose 
bush in the garden is his last model. He makes several 
drawings with colored pencils. The last work, of the 
same model, painted with a very diluted Chinese ink, 
has in those strokes that are almost stains, ethereal, 
all the power of someone who knows how to look, 
knows how to draw, knows how to paint. As the verb 
says - not at all arbitrarily polysemic - Ʉto see, perceive, 
knowɅ from ancient Greek, ʋ ɿɻ, he Ɉknows, looking.ɉ 
And because he has the trade of a master.

One afternoon in late winter 2019, we were with dad 
in the studio, looking at the paintings he had been 
painting lately. He hardly spoke. He was taking out 
some huge canvases, and we looked together. At one 
point, ϥ said a few things about what ϥ saw, and we 
started a conversation. When he ɲnished, he told me: 
Ɉfor the next exhibition ϥ do, ϥ want you to write a text 
for the catalogɉ. ɈOf courseɉ, ϥ told him.

ϥt is an honor to keep my word today.

With all my love.

Pilar Trujillo López
Maldonado, July 2024
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Reality in Question

More directly than any other art, painting is an 
aʛrmation of the existent, of the physical world 
into which mankind has been thrown.
                            				  
				         John Berger

The retrospective exhibition ɈJosé Trujillo (1960-2019) 
- Reality in Questionɉ is the artistɅs ɲrst solo exhibition 
at the Museo Nacional de Artes Visuales (MNAV), our 
countryɅs leading art gallery.

Trujillo, in his role as an artist, chose drawing and 
painting as a privileged way of understanding the re-
ality that surrounded him and the world he lived in. 
True to his time, he knew that to be a contemporary 
painter, it was necessary to sink his roots into the tra-
dition of great art and listen to the masters. Although 
he was quickly labeled a Ɉneo-expressionistɉ, it is a la-
bel that does not fully encompass his proliɲc work.

When it came to painting, his most frequent themes 
were: the human ɲgure, through portraits, self-por-
traits, and nudes in everyday settings, the urban land-
scape, the port, roads, bridges, lagoons, beaches and 
coasts of Maldonado, and the hills surrounding the 
artist. And especially his studio, which, despite being 
in the city, served as a refuge and privileged work-
place thanks to the garden that surrounded it, which 
he cared for with dedication.

With a proliɲc artistic output, José painted uninter-
ruptedly for forty-ɲve years, which made it diʛcult for 
us to choose this selection of ɲfty-ɲve medium- and 
large-format paintings that span the painterɅs career 
between 1986 and 2018. ϥt is clear that, for reasons 
of space, entire series such as The Boston Experience 
(2010), Metamorphosis (2010), and La mole (2015) were 
left out. This debt must be settled by new exhibition 
proposals.

The exhibition at the MNAV is organized into eight 
thematic sections: ArtistɅs Studio/Home, Zoomorphic 
Creatures, City, Self-Portraits, Portraits, Landscapes, 
Dunes, and Battles. These are themes inherited from 
the canonical pictorial tradition, which was impacted 
throughout the 20th century by the ruptures of mo-
dernity and which have reached the most recent con-
temporary period in good health.

Trujillo considered his visual work, after more than 
four decades as a painter, to be Ɉa contribution to 
painting, to ɲguration broadly conceived, with mo-
ments of intense, more or less expressionist realismɉ. 

And it is this Ɉintense realismɉ to which the artist re-
fers that led him very early on to move away from the 
mere imitative register, thus transforming the act of 
painting into a sustained interpellation of reality. The 
painter captures reality through his personal vision 
and a reɲned technique to capture it on canvas in a 
unique way. ϥn his words: ɈDiscovering how things are 
and painting them, thatɅs the challenge.ɉ

The ɲrst thematic core, Artist’s Workshop/Home, con-
sists of paintings the artist creates in the most inti-
mate spaces of his creative and family life, where ev-
eryday life is sublimated. Trujillo describes the series, 
which features his place of creation as its protagonist: 
ɈAnd the workshops, another recent series where the 
gaze focuses on the most immediate surroundings, 
in which the painter develops his work. Sometimes a 
dialogue is established between interior and exterior, 
or the gaze lingers on more concentrated situations, 
on a few objects on a table or certain individual ob-
jects, like chairs.ɉ

Red and ochre work tables with brushes and paint 
cans, in a pre-arranged order that precedes the cre-
ative activity, contrasting with the two oil paintings in 
the kitchen of his home and the room where his chil-
dren play with toys, crayons, pastels, and various pa-
pers in a kind of chaos that bears witness to a family 
lunch and hours of shared games.

This nucleus concludes with a red chair, a kind of ritor-
nello that will reappear in the portraits and self-por-
traits. A red chair next to the studio table, the protago-
nist of the painting, can now be seen in the sun casting 
its shadow on the dividing line between light and dark-
ness, with the green garden in the background, and in 
a third version with the pruning shears on the seat.

ϥn texts written by Trujillo, where he reɳects on art 
in general and his artistic practice in particular, he 
shares a key to his work: ɈMy own sustained interest 
in what surrounds me leads me to continue using tra-
ditional themes: portraits, nudes, landscapes, interi-
ors, still lifes.ɉ

The three paintings that make up the second core, 
Zoomorphic Creatures, are dated 1987 and 1988. 
One of them was selected for the First Traveling 
Exhibition of Plastic Artists from the ϥnterior of the 
Country (1988-89), and along with the other two, 
were part of the solo exhibition José Trujillo. Resis-
tant Paintings and Inks at the Museo de San Fernando 
in Maldonado (1990).

They are characters from a fantastic fauna that we 
think we recognize, but at the same time confuse us 
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by alternating between animal and human behavior. 
Alienated beings engaged in frenetic sports activities 
on the beaches of the east, a Little Red Riding Hood 
more fearsome than the wolf itself, alongside giant 
rodents that enter and exit houses on recognizable 
streets in the city of Maldonado, and characters as 
enigmatic as they are sinister, with the San Fernando 
Cathedral in Maldonado in the background. This se-
ries foreshadows one of the most important themes 
in TrujilloɅs work: the city.

The third module, City, is divided into three sections: 
Maldonado, Montevideo, and the Port, separated geo-
graphically and temporally. ϥn the late 1980s and early 
1990s, the artist began painting the city in which he 
lives: Maldonado. And far from the costumbrist por-
trait (yes, cities can also be portrayed), the deserted 
city streets appear, with shadows overpowering the 
light under overcast skies, the facades of houses with 
their undiϜerentiated white, gray, blue, and black walls 
transformed into ɲelds of color, inhabited by fallen 
lampposts, unlit streetlights, television antennas, and 
power lines that geometrically shape the urban space, 
just like the pedestrian crossings that no one uses, re-
veal a scene of tension and abandonment. Like those 
banners hung from house to house and crisscrossing 
the streets, they announce a popular festival that has 
already passed or may never happen.

Urban images free of all human presence that invite 
us to contemplate imaginary and metaphysical cities 
where the exaggerated gaze encompasses everything.

ϥn 1999, José Trujillo and his family temporarily settled 
in Montevideo, where he developed the series Looking 
at Montevideo, which he later exhibited at Galería Latina.

He referred to Montevideo as the city that Ɉwas born 
but never inhabited,ɉ and the paintings that bear wit-
ness to this reunion are depicted in iconic locations in 
the capital, such as Plaza ϥndependencia and Avenida 
18 de Julio, Plaza Fabini (or Plaza del Entrevero) with 
José BelloniɅs sculptural ensemble, Plaza Zabala, and 
the Banco República headquarters. These paintings, 
however, are taken from unusual angles and fram-
ings, linked to cinematic scenes from a ɲlm that is 
both familiar and strange.

The capitalɅs port is also portrayed from neighboring 
high-rise buildings, with no port activity to be seen, 
devoid of people or the hustle and bustle that charac-
terizes any self-respecting city. More than just imagi-
nary settings, they are places that belong to the world 
of dreams.

ϥn his text for the catalog of the solo exhibition From 

Record to Enigma. Paintings by José Trujillo at the Mu-
seo Zorrilla de San Martín in 2005, Jorge Abbondanza 
hits the nail on the head when he refers to the return 
of the human ɲgure in the painterɅs work since 1994: 
ɈNow, men and women have returned.ɉ

The fourth and ɲfth modules correspond to Portraits 
and Self-Portraits, and it is through a large-format 
nude divided into three sections (on the one hand, 
two womenɁone standing and the other seated in 
the red chairɁin the foreground, behind them and 
in the upper left corner, a view from the top of a 
neoclassical building, and to their right, José paint-
ing the sceneɁa clear reference to Velazquez) that 
we witness the diϜerent forms of portraiture present 
in these fourteen paintings that are part of the two 
aforementioned modules.

ɈThe frontal human ɲgure, alone, in a space parallel to 
the sides of the canvas, is essential to me. The oblique 
lines, the foreshortened posture, without the plane or 
horizontal and vertical lines, make the painting ɳoat 
in a basinɉ, the artist reɳects, highlighting the nature 
of the painting as an artifactɁa condition shared by 
all the paintingsɁand the importance of composition 
through the use of sensitive geometry.

We are then presented with four medium-format oil 
paintings in which we ɲnd his children as models: ɲrst 
Pilar and Francisco (the red chair reappears); then 
Valentín, Manuela, Pilar, and Francisco on the living 
room sofa; Susana, JoséɅs mother; and ɲnally the art-
istɅs siblings-in-law, Duilio and Mariela. Family por-
traits, domestic rituals. This group of paintings have 
the common characteristic of focusing our attention 
exclusively on the ɲgures painted in a closed spaceɁ
that is, the painted surface of the canvasɁwithout 
reference to the environment surrounding the scene 
depicted. There is no Ɉoutsideɉ to the painting, nor any 
reference to external reality, and any possible window 
is blocked by the reference to other paintings by Tru-
jilloɁpainted as details or as a whole, depending on 
the compositionɅs demandsɁand generally belonging 
to the series of cities in a metaphysical key, with their 
facades, aerial views, and fallen lampposts.

Trujillo also achieves the absence of any reference 
to external reality through the various frames that 
accompany the subjects and, in a subtle interplay of 
fronts and backs, reveal or conceal what is painted on 
the surface. The only existing reality is the painting, 
not the motif that originates it.

Adriana, the main subject in the numerous portraits 
José painted, appears under the painterɅs scrutinizing 
gaze, sitting on a red chair (another red chair), return-
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ing his gaze with serenity and ɲrmness. The artist re-
ɳects on the relationship between the gaze between 
model and portraitist: Ɉϥn portraits (almost everything ϥ 
paint), ϥ prefer the tension between the ɲgure (clothed 
or nude) and ɳat, stripped-down forms. When the 
ɲgure dialogues with the window or elements of the 
environment, ϥ can simplify or schematize it, but ϥ try 
to keep it as prototypical as possible. Characters, in-
teriors, and still lifes take me to the limits of realism; 
always working from a model ϥ have as a reference 
keeps me from losing the thread of reality.ɉ

ϥn this particular work, drawing predominates over the 
splash of color, and it hangs next to JoséɅs self-portrait, 
where, conversely, the oil-laden brushstroke predom-
inates over the drawing. Both pieces are usually hung 
in a corner at the entrance to the artistɅs studio in Pun-
ta del Este, like a kind of presence that allows (or not) 
one to cross the threshold into a space diϜerent from 
the everyday. The place where the painter works.

TrujilloɅs subsequent self-portraits form an arc that 
runs from the near darkness of his studio to the 
all-pervading green of the garden: José, barefoot, 
wearing his fatherɅs white blouse, brush in hand, pal-
ette at the ready, stands in the center of the painting, 
maintaining a frontal, deɲant gaze that challenges the 
viewer. Light emerges from the painted ɲgure, who 
refuses to yield to the darkness.

ϥn the painting that follows this one, we see José sitting 
in the red chair with black espadrilles, more relaxed 
but maintaining attention and lit from the side. The 
backdrop and a red-grounded canvas in tune with the 
chair are testimony to a situation that is not fully de-
ɲned. The work we can contemplate after this virtu-
ous arc is Green Self-Portrait, and its subject is less the 
painted ɲgure than the green color that emerges from 
the garden and invades the scene in stains competing 
with the horizontal and vertical lines of the easel, pal-
ette, and table with paint cans and brushes. Between 
nature and the order necessary when creating.

As a break between the self-portraits and the por-
traits of Adriana, we ɲnd a painting where José and 
Adriana are the central motif of the canvas, structured 
with straight horizontal and vertical lines that are chal-
lenged by a canopy composed of numerous curves 
that capture the viewerɅs full attention.

Three portraits of Adriana as the sole protagonist 
close these modules where the human ɲgure is cen-
tral to the painterɅs vision. We again ɲnd Adriana 
smoking and looking at herself in the bathroom mir-
ror. We donɅt see her reɳected image, but we do see 
the enormous window composed of a metal grid that 

attempts to interpose itself with a blue sky above a 
dividing wall. ɈThe meaning is implicit in the overall ap-
proach of the painting. ϥn what the painting is and how 
it is, and in what it doesnɅt show. The intention is given 
by the choice of elements, the spatial suggestions, the 
accents of the drawing, the resonances of the colorɉ, 
José warns us.

To conclude the diptych Sleeping, where Adriana 
sleeps (exhausted after posing?) on a long, burgun-
dy armchair weɅve already seen before, itɅs the same 
one in which her four children were portrayed. Finally, 
Adriana reappears, sleeping and dreaming, as the title 
of the work makes clear, as does the painting in the 
upper left corner, turned toward the wall. ϥtɅs clear on 
the reverse of the frame that the title, year, and mea-
surements are the same as the one weɅre looking at. 
The painting within the painting, the painting squared.

ϥn 2006, Trujillo presented a new series in the solo 
exhibition José Trujillo. Bridges and Interiors at Museo 
de Arte Contemporáneo de El País. ϥt is about Bridges, 
where he develops a particular interest in these con-
crete constructions that allow him to privilege Ɉa point 
of view, and he emphasizes this fact. Sometimes he 
varies it, and emphasizes that emphasis; forcing the 
viewer to situate themselves in that pointɉ, as Alicia 
Haber notes in the exhibition catalog.

ϥn the sixth module of the exhibition, titled Landscapes, 
we ɲnd a painting dated 1995 in which we can see a 
bridge in the background against a splendid landscape 
of Sauce lagoon in the foreground. We know the exact 
location, as the title of the work indicates, and we can 
thus bring together four other works that accompa-
ny it, where the lagoon landscape takes center stage, 
ranging from elements that make it recognizable to 
the near-abstraction determined by material painting 
subordinated to the color ɲeld. Brushstrokes of blues, 
grays, greens, ochres, browns, and yellows give shape 
to gentle waves of the lagoon lapping the shore, calm 
inlets, and branches that outline unique landscapes 
that suggest a state of reverie that emerges from the 
painterɅs gaze.

ϥn the ɲnal series painted by Trujillo between 2017 
and 2018, which conclude this exhibition, they share 
a landscape that becomes formally and conceptual-
ly complex through an approach to abstract painting 
that is more organic than geometric, featuring dunes, 
rock formations, ridges, and ɲelds transformed into 
scenes of fratricidal struggles.

Beginning with a large-format vertical triptych that 
captures the dunes of a beach, well known and fre-
quented by José, this familiarity allows him to move 
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away from the detailed recording of the place to delve 
into an abstraction where sand, rocks, sea, and sky 
are represented through color and stroke, generating 
a complex mental and emotional landscape. Just as he 
paints those large rock formations typical of the ridg-
es so prevalent in our land, which, in solid and threat-
ening blocks, captivate our gaze. These enormous 
masses of stone that occupy the entire canvas change 
the scale and place us face to face with the immutable, 
making us aware of our place in nature.

Concluding this non-chronological and non-linear 
journey proposed in this exhibition, the human ɲgure 
once again takes center stage in these battle scenes, 
which display bloody masses of men fallen in the 
midst of combat, constituting a unique approach to 
historical painting. ϥn this in-depth exploration of what 
we are and what constitutes us, Trujillo presents us 
with dramatic scenes of bloody confrontations that 
refer to the origins of our nation. He moves away 
from costumbrism to arrive at a strong critique of the 
social and political context he felt we were living in. 
But always putting his body at stake, just as that paint-
ing, small in format but large in meaning, he shows 
us a survivor with saber in hand and bare chest, with 
a frenzied mob of men and horses behind him, forti-
tude facing whatever fate has in store for him, what-
ever his lot may be.

José Trujillo (1960-2019) - Reality in Question is the result 
of the artistɅs legitimate desire to exhibit his work at 
the MNAV, in an anthological attempt that completes 
the Ɉmini-retrospective,ɉ in JoséɅs words, which he 

himself organized at the Casa de Cultura in Maldonado 
in early 2017 and to which ϥ was invited.

And also to bear witness to a life dedicated to art with-
out the slightest concession to what surrounds artistic 
practice, to being present through drawing and paint-
ing as a way of being and existing in the world.

José deɲned his work of the last ten years as Ɉa sum of 
personal visions and revisionsɉ that he considered to 
be some of the best he had produced up to that point. 
He was aware that it wasnɅt his place to say so, but he 
was certain it was so.

He was partly right, partly wrong. ϥt is very diʛcult to 
know which period stands out in forty-ɲve years of 
producing a unique body of work in the painting pro-
duced in our country. Time will tell. But starting with 
José Trujillo (1960-2019) - Reality in Question, that as-
sessment rests in the hands of the thousands of peo-
ple who visited the exhibition.

Ɉϥn painting, nothing beats seeing the work in personɉ, 
he wrote to me in an email we shared, and that task 
was taken up and fulɲlled. Today, José TrujilloɅs work 
cannot be ignored and is part of our ɲnest art.

Enrique Aguerre
Director of the Museo Nacional de Artes Visuales
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Saying that my painting junctions in tradition may 
seem pretentious and anachronic, a resource to be 
under the cover of the enormous shield of history. But 
it is not like that.

Since my beginnings ϥ have felt the living presence of 
the masters; their power not only has not declined but 
also itsɅ validity becomes stronger every day. This is 
not a circumstance by chance in Uruguay, because all 
of us, or almost all of us, have received an education 
that, directly or indirectly, derives from Torres García.

As already known, Torres came back from his long ar-
tistic and life periplus, sailing between modernity and 
tradition, holding his theory and praxis, his watchful 
eyes always attentive to the great Mediterranean tra-
dition, the Baroque, etc.

The diverse generations of masters and educators 
have received this legacy. ϥ was educated looking at 
and talking about the Greco, Velázquez and Goya, as if 
they were spectral great-grandfathers that would come 
each night to validate my work or to expel me from the 
great family. Time allowed me to do successive, direct 
and personal rereadings. My preferences widened, the 
list diversiɲed. ϥ must confess this still amazes me.

Therefore, the weight of that education, plus the sus-
tained interest itself of what surrounds me, led me 
to keep holding on to traditional subjects: portraits, 
nudes, landscapes, interiors, still life.

The discipline of drawing on living models, of undivided 
painting and drawing, drawing with oil, with charcoal, 
the exercise of the eye on reality, brand all my work.

This practice, far from being routine and habit-creating, 
implies a challenge every day, a complex running im-
pulse net, not exempt from tension, weirdness and fear. 
What one knows counts for little at the time of looking 
again and again that a hand leaning on a leg, is now dif-
ferent from yesterday, and will be diϜerent tomorrow.

Anyhow, ϥɅve got preferences when devising my paint-
ings. The frontal human ɲgure, by itself, in a parallel 
space at the sides of the canvas, is essential to me. 
The oblique lines, the foreshortening positions, with-
out the vertical and horizontal lines, make the painting 
ɳoat on a basin.

ϥ try to keep an inner coherence in order to select my 
subjects. ϥ justify them, and resemble them to what is 
happening to me at that time. The autobiographical 
element works as a propitiatory resource. ϥ have an 

almost obsessive tendency to work on the here and 
now; then the time in the painting is other, the date 
and time are accessory data. ϥ do not paint memories, 
or imaginary atmospheres. ϥ set my models in the 
places where ϥ am and live in, and the relations hap-
pen almost without the intervention of my will. Under 
these conditions the subjects make themselves, ϥ do 
not need to assemble them.

A sort of decantation generates on the canvas. The 
painting starts replacing reality, it becomes more real 
than reality. The painting acquires autonomy: an inner 
life where the eye will set its time. The tensions of its ele-
ments will force us to look it around over and over again.

On self-portraits, ϥ see myself painting almost every 
time, a regular condition. ϥn some recent ones, such as 
ɈLa Duchaɉ, ϥ saw myself forced to abandon that posi-
tion. Looking at my body and face in the shower, with 
almost zenith light of the place, led me to a diϜerent 
range, with a highly marked psychological element.

On portraits, ϥ prefer the tension between the ɲgure 
(dressed or naked) and plane and stripped zones. 
When the ɲgure dialogues with the window or sur-
rounding elements, ϥ can simplify or schematize it, try-
ing not to lose its main character condition.

Sometimes landscapes, indoors and still lives lead me 
to the boundaries of realism; always working over a 
reference model keeps me from losing the course 
of reality. ϥ only use photographs taken by myself to 
paint some urban landscapes.

ϥ can be arbitrary with colour, even though it is gen-
erally settled and increases the austerity of climates. 
There is no censorship in my palette. Similar things 
happen with shape, it does not seem necessary to add 
or remove much of it; discovering its whims is enough.

ϥ try to avoid narrative situations that weaken the 
painting.

That is the painting, what there is on the canvas; it is 
not there instead of anything else; you cannot tell the 
same thing by writing, talking or singing.

The painting deɲnes itself by what it is and by what it 
is not.

You can talk up to a certain point, just as ϥ have tried 
in here.

But there is all the rest left and it is a lot: the mystery.   

José Trujillo
August, 2010

Painting is deɲned by what it is 
and by what it is not
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José Trujillo Chronology

1960 – José Trujillo Seade was born in Montevideo on 
January 26.

He lives in Punta del Este with his parents, Mario 
Trujillo and Susana Seade, and his two siblings, 
Herminia and Diego.

1973 – He attends Manolo LimaɅs studio in Pinares, 
Punta del Este, where he takes lessons until 1976.

1975 – Solo exhibition at Galería Contemporánea, 
Montevideo.

1976 – Selected for the Ford Award for Young 
Uruguayan Painting at the Museo de Arte Americano 
in Maldonado.

Solo exhibition at Estudio ɈAɉ Gallery, Montevideo.

1977 – He moves to Montevideo to study Law and 
attends lectures and classes at the Club del Grabado 
[Engraving Club] where he meets Rimer Cardillo and 
Leonilda González.

1978 – He begins formal research under the direction 
of Carlos Tonelli.

Selected for the National Graphic Arts Competition, 
Montevideo.

1979 – Marries Adriana López with whom he will 
have four children: Valentín (1979), Manuela (1981), 
Pilar (1986) and Francisco (1990).

Travels to Porto Alegre, Brazil.

Appears at the Municipal Hall of Plastic Arts, Montevideo.

1980 – Settles in Punta del Este and teaches classes 
in his studio and at the Departmental High School 
No. 1 in Maldonado.

Selected for the 1st Departmental Hall of Plastic and 
Visual Arts, San José.

Selected for the Drawing Competition at the Banco 
de la República Oriental del Uruguay Painting Gallery, 
Montevideo.

ϥnvited to the ϥnternational Biennial of Sport, Football in 
Art at the Museo Nacional de Artes Visuales, Montevideo.

Appears at the Municipal Hall of Plastic Arts, 
Montevideo.

1981 – He participates in the ϥϥϥ ϥnterior Exhibition, Rocha.

He participates in the Municipal Hall of Plastic Arts, 
Montevideo.

1983 – He teaches painting and drawing at the 
Municipal School of Plastic Arts in Maldonado until 1984.

He is selected for the ϥϥ Salto Biennial. Uruguay.

He is invited to the XVϥϥ Biennial of San Pablo, curated 
by Jorge Páez Vilaró and integrating the Uruguayan 
delegation together with Gustavo Alamón, Julio Alpuy 
and Carlos E. Prunell.

He participates in the XLVϥϥ National Exhibition of 
Plastic and Visual Arts, obtaining the First Prize for 
Drawing, Montevideo.

He receives the Coca Cola Prize. V South American 
Biennial of Drawing. Museo de Arte Americano of 
Maldonado.

1984 – He participates in the National Art Competition 
of the ϥnter-American Development Bank (ϥDB), 
obtaining the Grand Prize. Punta del Este.

1985 – Selected for the Vϥ South American Drawing 
Biennial at the Museo de Arte Americano of Maldonado.

Selected for the ϥϥϥ Salto Biennial. Uruguay.

Travels to Washington.

Solo exhibition at the ϥnter-American Development 
Bank Art Gallery. José Trujillo. Washington DC, United 
States. The catalogue includes a text by Jorge Páez Vilaró.

1986 – Solo exhibition at Galería Latina, Montevideo.

Receives the Citibank Award. Museo de Arte 
Americano of Maldonado.

Travels to Madrid and there meets Agustín Alamán, 
with whom he delves deeper into the technique of 
engraving.

1987 – Selected for the ϥNCA Award, Montevideo.
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1988 – Selected for the 1st Traveling Exhibition of 
Plastic Artists from the Interior of the Country. Biennium 
of Cultural Animation. Uruguay.

Receives Museo de Arte Americano de Maldonado 
Award. Young Art. Uruguay.

1989 – Solo exhibition at Van Eyck Gallery. Buenos 
Aires, Argentina.

1990 – Solo exhibition at Museo San Fernando in 
Maldonado. José Trujillo. Resistant Paints and Inks. The 
triptych includes a text by Fernando Loustaunau.

Receives the Pan Am Grand Prize. Museo de Arte 
Americano in Maldonado.

1991 – Selected for the Premio V Centenario ICI at the 
Museo Nacional de Artes Visuales, Montevideo.

Solo exhibition at the El País Museo de Arte 
Contemporáneo, Montevideo.

Solo exhibition at the ϥnter-American Development 
Bank Gallery. Washington DC, United States.

1992 – Solo exhibition at Praxis Gallery. Buenos Aires, 
Argentina.

Solo exhibition at the Museo de Arte Moderno. 
Buenos Aires, Argentina.

1994 – The Praxis Collection: Trujillo, Brambiya, Bekes 
exhibition at Praxis Gallery. Buenos Aires, Argentina. 
The catalogue includes texts by Raúl Santana, Albino 
Dieguez and Alejandro Bekes.

1995 – Solo exhibition at the Museo de Arte 
Americano in Maldonado. José Trujillo.  Paintings.
The catalogue includes a text by Alfredo Torres.

1996 – Receives the 100 Years Award from the del 
Banco de la República Oriental del Uruguay.

1999 – Settles temporarily in Montevideo with his family.

He creates the series ɈMirar Montevideoɉ (Looking at 
Montevideo).
Solo exhibition at Galería Latina, Montevideo.

2001 – Presents at the 49th National Visual Arts 
Exhibition at the Museo Nacional de Artes Visuales, 
Montevideo.

Solo exhibition at Trench Gallery, La Barra, 
Maldonado.

2002 – Presents at the 50th National Visual Arts 
Exhibition at the Museo Nacional de Artes Visuales, 
Montevideo.

2003 – Travels to Spain.

The Cipriani Hotel in Punta del Este, Department of 
Maldonado, acquires twenty works and distributes 
them throughout its facilities.

2004 – Creates murals and large-format paintings at 
the Cipriani Hotel in Punta del Este, Maldonado.

2005 – Solo exhibition at the Museo Zorrilla de 
San Martín. From record to enigma. Paintings by José 
Trujillo, Montevideo. The catalogue includes texts by 
Jorge Abbondanza and Alicia Haber.

2006 – Solo exhibition at the El País Museo de Arte 
Contemporáneo. José Trujillo. Bridges and interiors, 
Montevideo. The catalogue includes text by Alicia Haber.

2007 – He is invited to work on José ϥgnacioɅs Vik Ranch 
project, Maldonado, creating large-format works.

2008 – Solo exhibition at the Centro Cultural Recoleta. 
Buenos Aires, Argentina. The catalog includes texts 
by Raúl Santana.

2009 – He opens José ϥgnacioɅs Vik Ranch project, 
Maldonado.

2010 – Travels to Boston and New York, United 
States.

He creates the series ɈThe Boston Experience.ɉ

Solo exhibition at Wi Gallery. New York, 
United States.

He creates the series ɈMetamorphosis.ɉ

2011 – Solo exhibition at GTL Gallery. Trujillo. 
Interiors, Punta del Este, Maldonado.
The catalogue includes a text by Fernando Loustaunau.

2012 – Contemporary Art of Uruguay exhibition. Twelve 
Uruguayan Artists at The Venue - Beyrouth Souks. 
Beirut, Lebanon. Participating in the exhibition: 
Antonio Andivero, Federico Brandt, Cecilia Brugnini, 
Atilio Buriano, Rimer Cardillo, Carlos Grippo, Andrés 
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Montani, Miguel Núñez Rauschert, Nelson Romero, 
Bruno Sfeir, Julio Testoni and José Trujillo.

2014 – Travels to Los Angeles, United States.

Solo exhibition at ϥsabel Anchorena Gallery. On the 
way. Buenos Aires, Argentina. The catalogue includes 
a text by Raúl Santana.

Solo exhibition at Harbinger Studio, Los Angeles, 
United States.

He creates the series ɈLa Mole.ɉ

2016 – Solo exhibition at Grupo Taller Jones-Vicente. 
José Trujillo. Recent Works, La Barra, Maldonado.

2017 – Solo exhibition at Casa de la Cultura de 
Maldonado. Trujillo 92-16.

2019 – José Trujillo Seade dies in Maldonado on 
December 7.

2023 – Solo exhibition at Espacio Cultural Ediɲcio 
Artigas. José Trujillo Seade. Dialogues with Reality, 
Montevideo.

2024 – Solo exhibition at the Museo Nacional 
de Artes Visuales. José Trujillo (1960-2019). Reality in 
Question, Montevideo. The catalogue includes texts 
by Pablo da Silveira, Mariana Wainstein, Enrique 
Aguerre, Valentín Trujillo and Pilar Trujillo.
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