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Radl Silva (Lima, 1991)

Researcher in arts. In the last years | have focused on working from historic
memory, approaching the relations between the colonial religious imagery the
ideal of modernity, the paradigm of progress and the aftermath of the internal
armed conflict in Per(.

My metodological approach involves academic research, curatorship and
art as a technical medium to build a series of projects based on the reproduction
of visual historical archives, texts and artworks.

| hold a BA in Fine Arts from Pontifical Catholic University of Peru and
currently studying a MA in Arts at the Dutch Art Institute in the University of
ArtEZ.

Noteworthy recent exhibitions include: Gods are not in nature (2019)
in ICPNA Gallery (PE), To align fissures (2018), Contextualization of forms
(2017) in Wu Gallery (PE) and Constitutions (2016) in Llmaginaire Gallery of
the French Alliance (PE). | have participated in publications with the following
magazines: Bisagra, Textos Arte (PUCP), Ansible, Illaky Times, among others.

| was awarded with an Honorable Mention at the Contemporary Art Price
(ICPNA, 2018) and the X Painting Salon of the Central Reserve Bank of Peru
(2018). I was finalist in the Visual Arts National Prize of Trujillo (2018), Passport
for an artist Contest (2015 and 2016) and the ICPNA VIl Painting Salon (2015).



Distance

In collaboration with Paula Eslava

A fragmented script was edited from the transcription of periodic conversations
with Paula Eslava.The main ideas suggest a certain antagonism between the
rational and the emotional, and its analogy with other relationships such as
the technological and the natural or the physical and the spiritual. From there,
reflections are opened on how we both take position about these comparisons
in relation to our personal experience. The project is developed in a comic
boook format, based on the redrawing of graphic illustrations from various
printed sources that are part of a common conversation imagery.

Paula Eslava (Navarra, 1992)

Magister in Cultural Studies from PUCP and graduated in Fine Arts with a major
in Arts-Based Research from the University of Barcelona. She has experience
in cultural management and teaching. Her interests are focused on artistic
institutions and contemporary art history.
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Script and edition: Radl Silva & Paula Eslava
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WHY DO T SELECT
THESE IMAGES?

CLOUDS?

DO YOU KNOW WHAT T'M
THINKING ABOULIT RIGHT NOW?

..A SPACE OF IDEALL.
CONTEMPLATION

i HOW TO IDEALIZE A FUTURE

THAT YOU CAN'T SEE?



https://5c4dc6f9-04ec-40ec-ad1b-4ae062f7e363.usrfiles.com/ugd/5c4dc6_820af9ab767443178bc7671d31922156.pdf
https://5c4dc6f9-04ec-40ec-ad1b-4ae062f7e363.usrfiles.com/ugd/5c4dc6_820af9ab767443178bc7671d31922156.pdf
https://5c4dc6f9-04ec-40ec-ad1b-4ae062f7e363.usrfiles.com/ugd/5c4dc6_820af9ab767443178bc7671d31922156.pdf
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... OR WHAT SEEMS TO BE
ASSOCIATED -AT LEAST IN A
SENSORIAL WAY- WITH

FREEDOM?

ARBITRARINESS?

WHEN I WAS SELECTING IMAGES ... T MADE CERTAIN LINKS...
AT FIRST IT WAS MORE INTUITIVE, | WAS INTERESTED IN SOME

~—SCENES OR THOSE KIND OF THINGS, BUT WHEN (T CAME TO -

THINKING_ ABOUT-HOW I WAS GOING TO LINK THIS SELECTION
TO THE TEXT, I ENDED UP ASSOCIATING THEM A

-

WITH 2
PERSONAL BACKEGROUND, FEELINES, EMOTIONS, THOUGHTS

THAT HAVE BEEN IN MY HEAD IN RECENT MONTHS.

I AM NOW
THINKING ABOUT
He SE

... SOMETHING DN
WHICH YOU CAN

ELEMENTS HAVE
BEEN
DOMESTICATED

Distance (2020). Page 4-5

THE WIND HELPED
DISPEL THE POISON.

THESE
AT LEAST IN THEIR

THIS ALLOWED MOST ELEMENTAL
GEQmAND| FOQs MS OF LIFE STATE ... A CERTAIN
TO EXIST. THIS CAN 8E AESTHETIC
UNDERSTOOD AS A
FLINCTIONALITY AT THE

SERVICE OF MAN i,

S5 T THINK GEOMETRY
HAS ALWAYS BEEN

ASSOCIATED WITH THE
ORDER OF THE
RATIONAL
AR I
AR
2 1M -_
L = 5 10.
([ THAT DIFFERENCE BETWEEN
e eoRoL ik GEOMETRY AND THE ORGANIC
i ( o
Z‘i’éﬁ’}é’ 2‘@';% e THIS WAS A VERY MARKED
BECOME IN DISTINCTION WHEN THINKING
SOME WAY ABOUT AN AESTHETIC
PESPONSIBLE
AND AUTHORS
OF
3 WHY IS THI
a2 < < IMPORTANT TO
S you?

= THERE 1S SOMETHING THAT
MAKES ME THINK THAT

— REASON 15 ASSOCIATED
=0 WITH GEOMETRY AND
4 CONTROL...

{

I DON'T THINK
THAT RELATIONSHIP
S

15 0
CATEGORICAL.

[ LaTER.. l

. WE HAVE HAD MANY
DISCUSSIONS ABOUT
HOW THE IDEA OF

AUTHORSHIP WOULD
FIT WITH HIS
BRICKLAYING WORK

THERE HAVE BEEN TIMES
WHEN THE ALUTHOR'S NAME
WAS NOT USED BECAUSE IT
DIDN'T MATTER ...

AS SUBJECTS WE TEND TO
AN INDIVIDUALITY?

T e o

~—

NOW WE THINK ABOUT IT IN

PRACTICE.
SOCIALLY CONSTRUCTED ... ==

Distance (2020). Page 6-7



Distance (2020). Page 9

\ IF YOU IMAGINE WHAT
WHY THIS DICHOTOMY —‘\FA SOUL 1S LIKE,

BETWEEN THE ETHEREAL
D THE SOLIO? I THINK WE ENDED UP LUSUALLY YOU IMAGINE
e ASSOCIATING THE A KIND OF CLOUD
ETHEREAL WITH THE

SPIRITUAL.

AND WHAT DOES
THE STONE
REPRESENT?

EVERYTHING 1S
SUPPOSED TO
HAPPEN THERE

Wi

ALL THE SOLID

NEURONAL
CONNECTIONS, THE
BRAIN.

Distance (2020). Page 13



Past or future, continuity or progress

The difference of the collective subjectivities between people from the countryside
and the city has been shaped by a tension between the idea of backwardness
and progress, from the paradigms of modernity and in a context of strong social
and economic inequality. These historical relationships have been produced
since colonization, and have become more complex since the second half of
the twentieth century through migratory movements from rural areas to the
capital, the agrarian reform and the internal armed conflict in the 1980s.

Past or Future, Continuity or Progress proposes a series of performances
that deepen these discussions through personal testimony, fiction and history,
seeking to problematize the discourse of progress and its relationship with
neoliberalism, associated with an intersubjective and affective memory.

Likewise, the project proposes a conceptual interaction with digital design
and printing, as forms of reproduction for the dissemination of content.



Before starting, an A3 print of an almost abstract drawing is
distributed among the attendees. The performance consists of
reading a text while | draw with a pad on my computer, giving a
sense to the abstract drawing.

The textual proposal is a semi-fictional testimony that narrates
the migration of my parents in Pery, their relation with commerce
and their will to progress. During the reading this is contrasted
with reflections that suggest a subjective inheritance inherent in
me, related with a neoliberal logic, present as a will to progress
lying in my unconscious and that | have not decided to own.

Throughout the performance | compare this with the idea of
automatic drawing -as an involuntary aesthetic inclination- while
| speak about the impossibility of changing the present from the
transformation of a concrete event in the past, appealing to a
structural problem that contains it and will continue reproducing
it despite specific changes in our personal environment. The
performance ends when | finish the drawing and the audience
realize that the drawing | made is exactly the same as the one they
are holding.

Download the script of the performance. Past or future, continuity or progress 02

Performance in Radio kootwijk
Arnhem, The Netherlands. November, 2020


https://5c4dc6f9-04ec-40ec-ad1b-4ae062f7e363.usrfiles.com/ugd/5c4dc6_604b41b5e9764a8b8da65fd712e8874e.pdf




This project is a dissertation designed specifically for an english-speaking audience:
| read in spanish a set of quotes drawn from various sources, texts of artistic pieces,
academic texts and testimonies. Most of the texts were extracted from responses by
members of Sendero Luminoso and the MRTA, in which they refer to social inequalities
experienced in the 80s.

As | read, | present a series of 7 images that are reproduced in different rhythms
decided by me, in relation with the content of the text | am reading.

The 7 images have been extracted from archives produced between the mid-16th
century and 1992. Once the dissertation is finished, | start over, this fime in english,
with the intention of deciphering it for non-spanish speakers.



https://5c4dc6f9-04ec-40ec-ad1b-4ae062f7e363.usrfiles.com/ugd/5c4dc6_4abcbdf8753c4666927ad868b1512555.pdf

Fragment of the image presentation

“(...) Inkarri is how the sun god is called, god of the indigenous world, creator of all that exists. When the Spanish arrived to Peru, Inkarri was taken prisoner
and executed, and his limbs were dispersed in the four regions that conformed his empire, Tahuantinsuyo. The myth of Inkarri asserts that his head remains
alive, and that the body of Inkarri is regenerating in silence. Once this is accomplished, Inkarri will return, defeat the colonizers and restore the Tahuantinsuyo,
recovering the world order broken by the invasion. Other versions tell that his return will mean the end of the world and the final judgement. This is called the

Myth of Inkarri.”

Fragment of the script



Fragment of the image presentation

“Knowing how to read and write is the equivalent of opening the eyes, the “awakening” (rickchay), entering the day after being in the night (tuta), that is the
world of darkness and ignorance. The school will take the role of the fire that allows men to get out of the darkness of the cave and renounce their customs.
The indigenous world is associated with backwardness, and the western world is associated with progress (...) the population has to choose between one or the
other. (...)”

Fragment of the script



Sobre el cielo de la historia
(About / Over the sky of history)

The arrival of oil painting in Peru was linked with the project of christian
evangelization and the colonization process of America. Oil painting becomes
a fundamental medium of communication in the middle XVI century and the
production of catholic icons developes its own way to approach the indigenous
communities. Sobre el cielo de la historia (About/Over the sky of history) is
based on the reaplication of fragments of colonial paintings -specially by
Bernardo Bitti, one of the first jesuit painters who arrived America- aiming to
construct a dislocated landscape or new ruinous scenario from the contact

with other sources reproduced in oil: references to the internal armed conflict
in Peru (1980) and/or signs of references associated with informal work and
neoliberal economic growth in the peruvian context.

The objective, was to build a series of sensorial exercises of reproduction
in modular sheets. This idea works as a visual map to explore the implications
of religious ideology, the paradigm of modernity, the ideal of progress and the
signs of collapse in peruvian history.
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0120-RORDOT

Drawing and oil on paper
50 x 42 cm

2020

0120-r0) by
or
%0

0120-R0T

Drawing and oil on paper
30.7 x25.6 cm

2020



Sobre el cielo de la historia 05
(About/Over the sky of history 05)
Oil on paper

180x140 ¢m

2018




Sobre el cielo de la historia 04
(About/Qver the sky of history 04)
Oil on paper

180x140 cm

2018
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Sobre el cielo de la historia 03 (About/Qver the sky of history 02) Sobre el cielo de la historia 02 (About/Qver the sky of history 03)
Oil on paper Oil on paper
1254 cm ¢/u 12x54 cm ¢/u
2017 2017



Sobre el cielo de la historia 01
(About/Over the sky of history 01)
Oil on paper

180x140 cm

2017
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la historia 3
hunde en el pasado

una alianza
en su suelo

la Ameérica antigua.

territorio lugar
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cielo més limpio
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Unfitled

Oil and mixed media on paper
23 x20 m

2015



The gods are not in nature

“The gods are not in the nature, but beyond it”, is a fragment of a text by the
Peruvian architect Wiley Ludefna: Notes about the landscape, landscaping and
cultural identity in Peru (1997), where he paraphrases and recontextualizes
the approach of Lynn White (in The Historical Roots of Our Ecologic Crisis,
1967) about the evangelization process and its consequences on the changes
of paradigm in the relation human-ecology. This idea bursts as an imperative
that moves the subject away from the divine cult to nature, turning its approach
infto domination and domestication of it. Perhaps, this could be read as a
historical milestone to address the separation between countryside and city,
nature-civilization and the socio-cultural changes that occurred in later years in
relation to the ideas of progress and modernity in the Peruvian context.

The project makes use of a set of visual and textual information through
the selection, transcription, reproduction or resize of physical and virtual files
dated between the seventeenth century to the present: a spatial display based
on the contact of different historical references.

The literary word, as a unit, is unstable; it corresponds to a sociocultural
structure that determines its meaning and transforms it. The text then becomes
a crossroads of textual surfaces: multiple writings where meaning is given not
only for its independent meaning, but for its use in history: its past meaning,
its authors, its recipients. The intertext it’s that: constituted by a set of multiple
citations, identifiable, connected in a non-linear way in the present and finally
expressed in a circular way in time. All text is an intertext.

Under these conditions, | think about the possibilities that exist between the
intertext and the image from a nominal character that allows me to review the
historical conditions that produce them, change their meaning and alter the
way in which they are related.

(Exctract of the exhibition text, 2019)



Untitled (Scenario 02)

Instalation. Oil on wooden structure and printed posters
335x240 cm

2019




/ Los
dioses

no estan
en la .naturaleza,

sino
masalla

de ella

Al destruir el animismo ;Iwagano, el cristianismo posibilité la

explotacion de la naturaleza

ninguin elemento en la creacion fisica tenia algun fin, excepto servir
a los propositos del hombre. 2)

toman a la naturaleza como su objeto de dominio y con una
conviccion muy arraigada en el progreso permanente y eterno. @)

cada érbol, cada primavera, cada arroyo, cada colina ()

.Montafa [...] 4.Laguna 5.Manantial

1
[...] 9.Roca [...] 28.Cantera ¢ j

Los dioses no estdn en la naturaleza, sino mds alld de ella (The gods are not in nature, but beyond it)
Print / Ed.1000
2019

Untitled (Scenario 02)

Instalation. Oil on wooden structure and printss
335x240 cm

2019




Scenario model 06 Scenario model 07
Watercolor on wood Watercolor on wood
Width: 52 cm. aprox. Width: 48 cm. aprox.
2019 2019
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0119-ROT
Watercolour on paper
/251 cm

2019
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0219-R0T
Watercolour on paper
12x51 cm

2019

0319-R01
Watercolour on paper
/2x51 cm

2019



0819-R0T
Watercolour on paper
/2x51 cm

2019

0719-R01
Watercolour on paper
/2X51 cm

2019



The gods are not in the nature
Exhibition view

2019




Los dioses no estdn en la naturaleza
The gods are not in nature

Mixed media on paper

150x210 cm

2019



Entre l bibio.y o,

Entre la seguridad y el riesgo...
el riesgo * Entre el pasado y

LAS CIFRAS
NO ENGANAN

...ha contruido por su propio esfuerzo e iniciativa
TRES VECES MAS VIVIENDAS (1)

(13)

A'la conquista del futuro y del progreso

(To the conquer of the future and the progress)
Print / £d.1000

2019



A COSTO
DEL BIEN
PRESENTE

Esta voluntad

La hemos ENCONTRADO
ENRAIZADA.

EL LENGUAJE ES TAMBIEN UN ARMA
en el ejercicio del poder y la resistencia, un instrumento que puede ser utilizado tanto por
los dominadores como por los subalternos. EI estudio de la invencion,
icion de (5)

macion y
e RUCG

reales o supuestos
integrantes

de grupos armados
posiciones politicas progresistas o de izquierda
«NATURALIZAR>»
la asociacién entre
«terrorista» y
la poblacién de origen
INDIGENA

. v .
JERRORISTA., e
v

o8

>
<

u!

estigmatizar...
INFUNDIR
miedo "

w o
las narrativas,
oficiales
son escritas
por historiadores
profesionales...
EL VINCULO CON EL

1es, S
oranteSiar 165y ©
m

...«marcas corporales designadas

* PARA REVELAR ajgoinusual y ¢ NEGATIVO acercacel * ESTATUS MORAL del portador» El término « es aplicado mas a la propia
QUE A LA DE ELLAY. * CAT EXTI o
FORANEO. Hoy lo lamariamos * <EL OTRO _.debidoa » CIERTAS CARACTERISTICAS consideradss » INDESEABLES (1)

Gréfica elaborada a parti de la publicidad de National. En Garetas, 21 de febrero, 1983

Desde m cia he vivido
en el campo y en mi vivencia se
present este conflicto.

Ta sido el temor.

Ellos asesinaban a las perso-
nas instruidas, a las que sabian
correctamente.

(1) Imagen elaborada a parti del comic: Cossio, Jesiis (2010}

Los marcos de la hegemonia
ta articulacis
identidades excluidas o se

“Son dos cosas, elige una.
Una es servir al partido y ln
otra es ir a san pedro” -que sig-
nifica la muerte.

Por salvar mi vida, acepté
ayudarlos. Desde esa vez me
tomaron confianza.

Llegaban de tiempo en
tiempo. Me

nizar
me oblig: pi
paredes, alusivas alo que di

ian. Cuando apare-
udaba.

a2

Al cabo de estos 3 meses yo
manifesté que queria estar un
tiempo en mi tierra, me he ido
pensaba ver a Lima

donde unos parientes me dic-
ron trabajo, hasta que alg:
personas que eran vecinos pa-
Tece que empezaron a sospe-
char quien era yo, ante que ¢l
temor que me denuncien sali
de ahi.

)

ccha 11 de Diciembre de 1989. (2)

Me hablaron de cuestion
politicas. Que el

por el pucblo, y todos estib;
mos llamados a apoyar.

haba

“Sobre todo ti que eres em-
pleado. EI Perd esti dominado
por ¢l eapitalismo.”

Ellos no se identificaban. Te

decfan “Espera en tal lugar y te
evarin volantes para que los

Eso fue dos veces.

0, yo trataba

proteger a m
ue pensar en ell
cionar solo mi problema.

5. De

Por eso me stione mi
lndo al o si En

fones, viaje a Lima
para agilizar mi traslado legal
como docente.

Mefui,y entre 1992y 1995 a
un trabaj il

Mi nombre aparecia en una
cédula magisterial del Partido
Comunista del Peri.

Me dan una condena de 15

a4

Yo trabajaba en Ica, en una
parroquia, como  secretario
para sacar partidas de nifios y
casados.

Mi papi se habia enferma-
o, y ermana menor se
qued sola en la chacra. Al ver

lugar en el 91, para hacer res-
petar los terrenos de mi padre.

Trabajaba, sembraba papa,
ltivos. Qui o

tierra, y agun.

He perdido todo al ser de-

tenido. Los caminos que habia
trazado, los he perdido total-
mente.

i de la L R

En:El

26 de ulio, 1995. pp. 26. (3) Fragmento descontextualizado de: Agliero, Jose Carlos (2015) Los Rendidos Sobre el don de perdonar. (4) Fragmento extraido del Prefacio del Informe Final de la Comisién de fa verdad y la reconcillacion (2003) p.15. (5)

Fragmento extraido de: Aguire, Carlos (2011) Terco de m.
de 1988 Masacre de Paccha 11 de Diclembre de 1989. (7) Fragmento extraido de: Aguirre, Carios (2011
qrifico: La Atarjea, el Callao, Ia rofineria de La Pampila y la

Jelin, Elizabeth (2002) Los trabajos de Ia memoria. £d. Siglo Veintiuno. p. 41 (10) Fragmento extraido de: Aguirre, Carlos (2011) Termuco de m... Insulo y.
p.107. En esta seccién el autor hace un parafraseo de: Goffman, E

presentes en

) Termuco de m.
o Li

las S. XVl p. 164. (15) Grél

Insulto y estigma en la guerra sucla peruana en: Revista Hist6rica. Vol. 35, Nam. 1. p.105 (6) Imagen elaborada a partir sl Comic: Cossio, Jests (2010) Masacre de Aranhuay 20 de Abril
Insulto y estigma en ia guerra sucia peruana en: Revista Historica. Vol. 35, Nam. 1. p

p.109-110. (8) Imagen realizada a partir del
lustracién original: Mario Molina. En: Caretas. F: de:

1988. pp. 2829 (9)

estigma on la guerra sucia peruana en: Revista Histdrica. Vol. 35, Nam. 1. p.138. (11) Ibidem.
rving. Stigma. Notes on the Management of Spoiled Identit. Englewood Ciffs: Prentice-Hall, 1963 (12) Imagen digital realizada a parti de la gréfica Las Zonas Rojas. En: £l calvario del
miedo. Carelas. 26 de julo, 1995. pp. 26. (13) Merino Obregén, Ruben (2015) del Colofon de Los Rendidos Sobre ef don de perdonar de Jose Carlos Aguero. (14) Imay

Arturo; Franke Irma (1997) Trujilo del Pert. Baltazar Jaime Martinez Comparion. Acua

jon realizada a pariir de una acuarela ubicada en: Macera, Pablo; Jiménez Borja,
ica y texto extraido de la publicidad Las Gifas no engafian. En: Equis - X. 27 de junio, 1988. p.7. (16) Ibidem. (") Los testimonios

terrorismo y por pertener al

el Peri. E: tas, fueron realizadas por Ia CVR entre el 2000 y el 2002 en el Establecimiento Penitenciario de Ayacucho (Yanarilla).




Who is the culprit?

On January 24, 2018, the local newspaper Correo published an article that
had a strong impact and generated heated discussions in local media and the
public sphere: a series of paintings on wood made, a variation of traditional
Sarhua paintings, called Pirag Causa Who is the culprit?¢ were accused of
apology to terrorism. This serie was a visual historical narrative that relates in
great detail facts of the recent history since the appearance of Sendero Luminoso
and the military forces to the town of Sarhua, located in the department of
Ayacucho. These series contains a set of emblems and symbols alluding to
Sendero Luminoso and the MRTA, as well as the communist movement.

The erroneous interpretation of the Pirag Causa series, although denied

and clarified mainly by an academic sector, evidenced the fear and immediate
association of leftist political symbols with terrorism, ignoring the textual
discourse and decontextualizing the general intention of the pieces.

This project Who is the culprit? is part of the specific context of the
Contemporary Art Price 2018, launched few weeks after the Correo”’s news
article. The proposal seeks to recontextualize the elements of the paintings
to open a story built from isolated objects, where the military forces, settlers
and terrorist movements end up being represented by elements that acquire a
symbolic value as a sign.



From the Serie Pirag Causa. Who is the culprit? By the Association of Popular Artists of Sarhua
Natural inks and pigments in wood. 60x80cm. 1991

eN=S= P
sy L 4

Digital edition Who is the culprit? 60x80 cm. 2018



Who is the culprit?

Exhibition view |
|CPNA Gallery
2018 /




Who is the culprit?

Oil on paper and wooden structure
90x60 cm each

2018



Return to a place. About the processes of deconstruction of a limit

“The pretension to define the limits of what is publicly authorized
can become a vehicle for the lack of recognition and stigmatization,
while the complex dimensions of the persons stay invisible. In that
sense, we make the stereotype part of common sense while cancel the
possibilities of giving a critical look to the social reality that surrounds
us and our own role in it.

But the frames of hegemony are never constructed in perfect
articulation. Excluded voices and identities are not reduced to
absolute dependence on structures; there are always the traces of
the spontaneous agency and the traces of what it dislodges. The
invisibilized can reappear and disrupt the built categories, demand
new meaning criteria and invite others to identify with cultural values
that recognize the presence of difference.”

Merino Obregén, Ruben. In the Colofén of Los Rendidos Sobre el
don de perdonar of Jose Carlos Aguero, 2015.

What is positioned outside the hegemonic discourse linked to the internal
armed conflict that took place in Peru between 1980 and 20002 Those

positions that exceed the limits already established as correct are usually
stigmatized by the common criterion, silencing the voices of those who were
linked to a condemnable act and directing them to a generalization that
excludes differences and more complex aspects of their history.

Can we hear the voices of those who were accused of terrorism during
the period of the 80s in Peru, without ignoring the moral judgment that exists
about the development of such events?

Based on the testimonies of prisoners accused of terrorism in the
Yanamilla prison (Ayacucho, Per(), the project proposes a set of processes of
listening: A publication of fragments, their circulation through an exchange of
testimonies in space public and a formal possibility, almost scenographic, as
a representation of a place prior to violence where a voice-over reads mostly
agrarian activities or associated to the field carried out by those who were
sentenced.



Return fo a place. About the processes of deconstruction of a limit
Exhibition view

PUCP Cultural Center

2016




VOLVER A UN LUGAR
DE LA HISTORIA

Acéreate e intercambia una
eg@mcia, conversando.
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He sido un joven de una fa-
mila cristiana. Provengo de un
colegio religioso y desde nifio
me han formado con valores
cristianos. Me ensefiaron que
la solidaridad y compartir eran
los ideales que habia que seguir.

Fui joven en los 80. Y uno
siempre tenia ese impetu de
querer cambiar las cosas. Y si
tu ves que hay una posibilidad

me ha tocado vivir. Producto de
mi patria.

Creo que esa alternativa
que se queria alcanzar, de cos-
ntruir una sociedad mas justa,
més libre, mis democritica, fue
un objetivo que se mantiene in-
cluso por quienes ahora gobier-
nan; su aspiracién.

L entre lo

de hacerlo, un proyecto para
llegar a ese cambio, te vas por
ese camino.

Yo me imagino que ustedes
también han tenido ese senti-
miento.

He sido producto de mi épo-
ca. Producto de la situacién que

que se dice y lo que se hace hay
mucha distancia. Yo me siento
peruano, ciudadano de Peri.

Las cosas que de repente en
un momento se pensaron que
eran los ideales para lograr eso,
fueron equivocadas. Las for-
mas de lograr hacer esto fueron
equivocadas.
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' Return to a place, About the processes of deconstruction of a limit (Ex. 3)

Printing ink, newspaper and wooden structure.
2016



States of precarization:
The ransom room

In the 27th edition of Boletin de Lima magazine, 1983, Ildilio Santillana
Valencia publishes a set of results obtained by the archaeological work in The
Ransom Room, an enclosure that had housed the Inca Atahualpa prisoner
and whose walls would have served as a reference for the rescue requested
by the Spanish at the beginning of the S.XVI. The article The Room of Rescue
of Atahualpa. Archeological Approaches also presents an annex of images
that allow a representational approach to the architecture of the site.

Based on this finding, | started compiling primary textual and visual
sources about the Rescue Room, but also of suggestive ideas related to the
idea of kidnapping, capture, domination, ideology. All produced between
1981 and 2000 and disseminated in various print media -mainly academic
journals and print illustrations.

The purpose of the compilation was to edit and articulate a narrative
in publication format, an object that develops an intertextual relationship
between the story of the capture of Atahualpa, with a fictional and timeless
story derived from fiction to themes like progress, religion, migration,
precariousness and violence.

Subsequently, the project takes shape in a spatial field to formally
represent the destructuring of the Ransom Room. A representational ruin
from the planes, the scale, and deconstruction of a room that emulates the
configuration of Inca stones from a precarious material.



Muro Norte (Exterior),

” es el tnico edificio de fino paramen-

to que queda hoy en pie en la ciudad de Caja-
marca.

Se encuentra ubicado en el interior de la man-
zana formada por las calles A. Puga, Lima, Belén
y la Plaza de Armas. : -
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EXCAVACIONES EN EL CUARTO DEL RESCATE DE ATAHUALPA
AREA EXCAVADA

POSIBLES TERRAZAS INCAS ————— s m

Plano segin Santiago Agurto

21
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Exercises before the edition

Black printing ink on cotton paper
25.2 x 32.5 cm each

2016

Precariousness states: The ransom room 01
Wooden structure , cardboard, black printing ink
Wu Gallery

2016
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Precariousness states: The ransom room

Wooden structure , cardboard, black printing ink
2016
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- Precariousness states: The ransom room

e MEEE RS = ex - Installtiion
" Wooden structure , cardboard, black printing ink
ks 360 x 240 cm
2016



