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Appendix  A	 Basis of submission


I report on six curatorial projects developed between 2009 and 2020 that resulted in a series 

of pre-Columbian exhibitions (displayed in the temporary exhibition galleries at MALI) and 

their accompanying publications. I selected them out of a total of fifteen projects that I have 

curated throughout my museum career thus far. The criteria for the selection were their 

differences in nature and scope, each bringing a new approach to curating and interpreting 

histories of the past. As a curator dedicated to studying cultures that spanned millennia, my 

practice has always been conceived and performed in close collaboration with renowned 

scholars with expertise in different periods, cultures and topics in the field.  These 

partnerships allowed me to expand and enrich the knowledge and research depth of the 

projects, thus helping to establish MALI, for the first time, as a forum to foster open 

dialogues and develop knowledge on different topics of Andean art and archaeology.


 


Exhibitions (See Table 1, Appendix B for further data on each project)


1. De Cupisnique a los incas. El arte del valle de Jequetepeque (2009-2010)


This exhibition presented a recent MALI acquisition of more than seventy impressive Pre-

Columbian objects from the Jequetepeque Valley (northern Peru), spanning three thousand 

years. A team of external scholars advised on the final selection of objects incorporated into 

the museum’s collections as a pivotal strategy to enrich its holdings from the northern 

cultures, like Cupisnique, Moche, Lambayeque and Chimu, which were poorly represented 

before the purchase.


2. Modelando el mundo. Imágenes de la arquitectura precolombina (2011-2012)


Based on a selection of the most representative architecture models and related objects from 

museums across Peru, this exhibition reflected on their functionality and relevance as 

ceremonial objects or ideal prototypes for construction based on interdisciplinary work 

encompassing approaches coming from three disciplines: architecture, archaeology and art 

history.
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	 3. Castillo de Huarmey. El Mausoleo Imperial Wari (2014)


In 2012, the Castillo de Huarmey Archaeological Project unearthed an intact mausoleum built 

for the highest-ranking elites of the Wari culture (AD 600-1000), the first Andean empire.  

The funerary chamber contained over sixty funeral bundles and more than 1,300 funerary 

offerings of exceptional richness. This exhibition brought together a rich selection of 

materials found in the tomb and its surroundings.


	 4. Moche y sus vecinos. Reconstruyendo identidades (2016)


This exhibition examined how ancient Andean peoples developed strategies to adapt to their 

environment and other groups. Ancient societies were neither alone nor isolated, resulting in 

the demarcation of boundaries and the construction of collective identity based on 

differentiation from foreigners. This exhibition displayed images from Moche —a culture and 

society (AD 200-800) of Peru’s north coast —that informed about relationships they forged 

with neighbouring communities, primarily from highland origin.


	 5. Nasca (2017-2019)


The Nasca (south coast, 200 BC-AD 650) is one of the ancient Andes' most fascinating and 

enigmatic cultures. Based on a selection of fine ceramics, textiles, and metal objects 

presented next to contextual materials, this exhibition narrated a comprehensive story of the 

Nasca people who inhabited Peru’s south coast two thousand years ago. It featured striking 

ceramics, fine textiles, and up-to-date consideration of its geoglyphs, the enormous lines and 

ground drawings, whose nature and function have been intensely debated. 


	 6. Khipus. Nuestra historia en nudos (2020) 


Khipu were record-keeping instruments used in Andean South America during pre-Hispanic 

times. Each consisted of a long cord with varying numbers of knotted pendant cords holding 

valuable information. Recent studies have demonstrated the importance of other khipu 

encoding attributes, such as the distribution of colour patterns and the twisting of cords, the 

tying of the knots, and the spacing between them. This exhibition explored the function and 

relevance of this record-keeping system for Andean civilisation from the pre-Columbian 

period to the present.
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List of publications


The following lines list the articles and complete edited exhibition catalogues considered in 

this study:


Articles (Appendix J and K)


 

Pardo, C. ‘From Private to Public. The formation of Pre-Columbian Collections at the Museo 

de Arte de Lima’, in L. Castillo and C. Pardo (eds.) De Cupisnique a los incas. El arte del 

valle de Jequetepeque. Lima: MALI, 2010, 26-33.


Pardo, C. ‘Modelling the world. Images of Pre-Columbian Architecture, an introduction’, in 

C. Pardo (ed.) Modelando el mundo. Imágenes de la arquitectura precolombina. Lima: 

MALI, 16-25. 


Pardo, C. ‘Castillo de Huarmey, the display of an archaeological discovery’ in M. Giersz and 

C. Pardo (eds.) Castillo de Huarmey. El mausoleo imperial wari. Lima: MALI, 2014, 23-33.  


Pardo, C. and J. Rucabado. ‘Prologue’. in Moche y sus vecinos. Reconstruyendo identidades, 

C. Pardo and J. Rucabado (eds.). Lima: MALI, 2016, 18-21.


 

Pardo, C. and P. Fux. ‘Nasca. An Introduction’, in Nasca, C. Pardo and P. Fux (eds.). Lima 

and Zurich: MALI-Rietberg Museum, 2017, 23-33.


Pardo, Cecilia ‘Introduction’ in Khipus, C. Pardo (eds.). Lima: MALI, 2020, 3-5.
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Edited volumes


Castillo, L. and C. Pardo (eds.). De Cupisnique a los incas. El arte del valle de Jequetepeque. 

Essays by: Luis Jaime Castillo, Christopher Donnan, Carlos Elera, Carol Mackey, Jeffrey 

Quilter, Julio Rucabado and Santiago Uceda. Lima: Museo de Arte de Lima, 2010. 


Pardo, C. Art & Myth in Ancient Peru: The history of the Jequetepeque Valley. Americas 

Society, New York and Museo de Arte de Lima, 2010.


Pardo, C. (ed.) Modelando el mundo. Imágenes de la arquitectura precolombina. Essays by: 

José Canziani, Luis Jaime Castillo, Paulo Dam, Jean Pierre Protzen, Santiago Uceda and 

Juliet Wiersema. Lima: Museo de Arte de Lima, 2012. 


Pardo, C. and M. Giersz (eds.). Castillo de Huarmey. El Mausoleo Imperial Wari. Essays by: 

Milosz Giersz, Krszystof Makowski, Patricia Przadka Giersz, Gary Urton, Roberto Pimentel, 

Marinés Velarde and Pamela Castro de la Mata. Lima: Museo de Arte de Lima, 2014. 


Pardo, C. and J. Rucabado (eds.). Moche y sus vecinos. Reconstruyendo identidades. Essays 

by: Luis Jaime Castillo, George Lau, Julio Rucabado, Santiago Uceda, Marla Toyne, Lisa 

Trever and John Verano. Lima: Museo de Arte de Lima, 2016.


Pardo, C. and P. Fux (eds.). Nasca


Essays by: José Canziani, Patrick Carmichael, Pamela Castro de la Mata, Johny Isla, Karsten 

Lambers, Markus Reindel, Masato Sakai, Katharina Schreiber, Elsa Tomasto, Kevin Vaughn 

and Marinés Velarde. Lima: Museo de Arte de Lima - Rietberg Museum, Zurich, 2017. 


Pardo, C (ed.). Khipus


Essays by: Susana Abad, Rommel Angeles, Carrie Brezine, Alejandro Chu, Jon Clindaniel, 

Jose Carlos de la Puente, Luisa Diaz, Manuela Fischer, Sonia Guillen, Sabine Hyland, Manny 

Medrano, Denise Pozzi Escot, Frank Salomon, Jeff Splitstoser Gary Urton and Luis Felipe 

Villacorta. Lima: Museo de Arte de Lima, 2020 (unpublished). 
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Appendix  B	 Tables


Table 1. Data of  exhibitions and publications

Project

Exhibition Publication

Dates
Area 

(sqm)

Objects 

displayed

No. 

visitors
Other venues

Key 

collabo

rators

Number 

of  pages

Chapters 

edited

Captions 

authored/ 

edited

De 

Cupisniqu

e

April-

July 2010
160 70 46,000

Americas 

Society, New 

York

Castillo 324 9 65

Modeland

o el 

mundo

Oct 2011 

-Feb 

2012

390 100 35,000

Castillo

, 

Canzia

ni and 

Dam

228 7 39

Castillo de 

Huarmey

April-

July 2010
425 200 58,000

Giersz, 

Pradsk

a 

Giersz, 

Makow

ski

320 10 20

Moche y 

sus vecinos

Oct 2011 

-Feb 

2012

390 100 65,000
Rucaba

do
248 6 35

Nasca
June-Oct 

2017
1235 300 81,400

-Rietberg 

Museum, 

Zurich 

(2017-2018)


-Bundeskunst

halle, Bonn 

(2018)


-Telefonica 

Foundation, 

Madrid (2019)

Fux, 

Reindel 

and Isla

406 17 49

Khipus

Nov 

2021-

Aug 

2022 / 

COVID

425 75 10,000 Urton 267 24 13
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Table 2. Main challenges and solutions for each project

Project Challenges Solutions

De Cupisnique ● Sensitive issues with former 
owners 


● First experience as an editor

● Difficulties in raising funds

● Arrived at an agreement for 
the former owners to be 
included in the objects’ credit 
line  


●  Received support from the 
museum’s chief  curator 


● Got three sponsors, instead 

● of  one

Modelando el mundo ● A major proportion of  loans, 
which led to high shipping 
costs


● Work alongside three 
scientific advisors, each one 
with their own personal 
views


●  Late delivery of  contributing 
essays

● Narrow down the selection

● Give different responsibilities 

to each contributor

● Restructure and adjust 

printing schedule to the new 
timeframe

Castillo de Huarmey ● Tight deadlines to process 
the material from the burial


● The challenge to display 
small objects


● How to recreate a tomb in 
the exhibition space

● Decide on the final selection 
at a very early stage


● Put a lot of  design time into 
producing special mounts 
and graphics to give more 
presence to small-format 
objects


● Produced a mapping 
projection in the middle of  
the gallery, surrounded by 
the objects

Moche y sus vecinos ● Unconventional topic

● Ambitious aim to represent 

Moche cosmovision in 
exhibition space 

● Work with Education Dept 
to produce school programs 
that linked the topic to 
aspects that are relevant 
today 


● Designed a circular space 
which presented both the 
natural and the mythical 
world of  the Moche 

Nasca ● First collaboration and co-
curation with a European 
museum


● How to bring the geoglyphs 
and landscape to the 
exhibition space


● Different target audiences 
(Peruvian, German, Swiss 
and Spanish)

● Every curatorial decision was 
taken between both curators, 
with mutual respect


● Produced two 3x2 mts 
models of  the landscape, 
where we projected the main 
lines and geoglyphs


● Adapted the scope in the 
different venues


Khipus ● Ethical issues with scientific 
advisor


● Outbreak of  COVID 19

● Limited funds to cover 

printing costs for the 
catalogue

● MALI’s executive board 
decided to retire him from 
the project


● The opening was delayed by 
eight months


● The catalogue was adapted to 
a digital format
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Appendix  C	 De Cupisnique a los incas. El arte del valle de Jequetepeque





Edited Volume (full PDF sent alongside this document)
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Installation views 










Display of the Iconographic Narratives with graphics on the wall
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View of Contortionist (foreground) and reconstruction of tomb (background) 





View of Iconographic Narratives (foreground) and section on Mythology and Environment 

(background) 
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Exhibition brochure
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Exhibition brochure (english)


This exhibit presents an important selection of pre-Columbian objects recently acquired from Oscar 
Rodríguez Razzetto’s collection in Pacasmayo, thanks to a generous donation by Petrus Fernandini. 
The pieces are a significant contribution to the MALI’s historical and artistic collection.


The Jequetepeque Valley maintained its unique character for 3,000 years, from the time of the 
Cupisnique to the Inca conquest, which differentiated it from other regions along the northern coast. 
The valley’s strategic location between two cultural poles-- Trujillo and Chiclayo--, its proximity to 
the sea and its natural access to the highlands, enabled the valley’s inhabitants to dominate their 
environment, make use of a variety of resources and develop a system of beliefs based on a universe of 
images and symbols that were expressed in different media, such as the pieces exhibited here, many of 
which are considered masterpieces of pre-Columbian art.


History of a valley: 3,000 years


At different times in its history, the Jequetepeque Valley formed part of the Mochica, Lambayeque and 
Chimú states, and finally, of the Inca Empire. The societies that flourished there maintained a certain 
autonomy with respect to these great developments. Their specific cultural characteristics evolved, 
such as in the case of their pottery styles.


The new MALI collection, complemented by pieces from recent excavations of archeological sites in 
the region, provides an overview of the valley’s development. This sequence shows classic styles, local 
forms and the influence of other cultures, such as the Recuay, Cajamarca and Huari.


Technological achievements


These objects reflect the technological achievements of Jequetepeque artists between 1200 B.C. and 
A.D. 700. The use of multi-colored clays, modeling and molding techniques, as well as the finishes 
achieved in their firing, are the result of hundreds of years of experimentation.  In the late Mochica 
period, this experimental process derived into what is today considered as one of the most important 
pottery traditions of the ancient world. 


Iconographic narratives


A key function of pottery during the pre-Columbian period was to serve as a medium for expressing 
beliefs and ideologies associated with the power structure. The designs reproduced on vessels and 
murals of temples did not reflect the tastes of individual artists; rather, they formed part of a limited 
number of narrative episodes in which ceremonies and myths are depicted to ensure world order and 
control over the forces of nature.


Iconographic studies of Mochica art, the richest and most complex tradition in the region, have 
identified some of these narrative sequences and a series of individual images associated with them, 
where rituals, carried out by human beings, are intertwined with myths, where the performers are 
supernatural beings.


The richness of context 


Archeological excavations enrich knowledge of museum art and archeological collections, which are 
usually devoid of known contexts. Thanks to recent discoveries at archeological sites in the 
Jequetepeque Valley, this exhibit contains a selection of objects purveyed with new interpretations. 
The excavation sites provide valuable information for identifying iconographic or stylistic 
associations, making it possible to reconstruct the narratives of our history.


Mythology and environment
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Like the ancient societies that inhabited the Andean region, the people of the Jequetepeque Valley also 
struggled to survive in their environment. The exploitation of marine resources and the cultivation of 
the land, so essential for obtaining food, depended largely on favorable weather conditions, which 
could only be controlled by divine forces. Consequently, these people based their beliefs on their 
natural environments, creating a body of sacred animals and deified beings with whom they 
maintained contact and to whom they paid tribute through ceremonies and rituals led by high priests.
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Press and interviews




Interview in TV programme Presencia Cultural, introducing the exhibition to the public, 10th 
February, 2010





1 de 2 - De Cupisnique a los incas. El arte del valle del Jequetepeque


https://www.youtube.com/watch?v=UP3Wc0wlNUs


2 de 2 - De Cupisnique a los incas. El arte del valle del Jequetepeque


https://www.youtube.com/watch?v=jJA9vCIJw7s
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https://www.youtube.com/watch?v=UP3Wc0wlNUs
https://www.youtube.com/watch?v=UP3Wc0wlNUs
https://www.youtube.com/watch?v=jJA9vCIJw7s
https://www.youtube.com/watch?v=jJA9vCIJw7s


Installation and curatorial tour of Art and Myth in Ancient Peru. The History of the 
Jequtepeque Valley (adaptation of the show De Cupisnique a los incas). Americas Society, 
New York, 2010





Installation of Art and Myth in Ancient Peru: The History of the Jequetepeque Valleyhttps://

www.youtube.com/watch?v=XVF-1HD7G3g





Curator Tour of Art and Myth in Ancient Peru: The History of the Jequetepeque Valley
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https://www.youtube.com/watch?v=XVF-1HD7G3g
https://www.youtube.com/watch?v=XVF-1HD7G3g
https://www.youtube.com/watch?v=XVF-1HD7G3g
https://www.youtube.com/watch?v=boOn1Cfx654


Appendix  D 	  Modelando el mundo. Imágenes de la arquitectura precolombina





Edited Volume (full PDF sent alongside this document)
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Installation views 







Gallery 1, showing models of different cultures and periods





Gallery 2, Introductory panel of the section “Image of the Sacred Space”
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Gallery 2, Display of synthetic models (foreground) and models of San Jose de Moro 

(background)
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Exhibition brochure
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Press and interviews




Brief explanation of the exhibition 





https://vimeo.com/36513541?login=true (requires setup login and password to access the 

link)
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Appendix E 	 Castillo de Huarmey. El Mausoleo Imperial Wari





Edited Volume (full PDF sent alongside this document)
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Installation views







Exhibition banner at the entrance to the show


Introductory panel 
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Views of large-format photograph of Castillo de Huarmey covering the wall 



24






View of Gallery with reconstruction of the funerary context (background)





Drawings of the images depicted in the objects displayed as visual images on the walls
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Display of the gold and silver ear plates found in the tomb, showing how they were worn





Reconstruction of the funerary context with mesh wall, mapping projections and associated 

objects
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Display of gold and silver ear plates found in the tomb with mesh wall behind





Display of musical instruments and bags found in the tomb, alongside X-rays showing what 

they contained inside
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Display of textiles found in the tomb (left) and textiles of different museums that 


probably also come from the site of Castillo de Huarmey (right)





Display of textile weaving tools found in the tomb  
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Exhibition brochure
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Press and interviews




Presentation of the archaeological discovery and exhibition, edited by MALI, February, 2014





Castillo de Huarmey: El mausoleo imperial wari/ https://www.youtube.com/watch?

v=N85t2isbD6s


Interview about the exhibition for TV programme, Willax TV, May 2014





Mausoleo imperial Castillo de Huarmey en el Mali


https://www.youtube.com/watch?v=lpwzLd2M3kI
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Appendix F 	 Moche y sus vecinos. Reconstruyendo identidades





Edited Volume (full PDF sent alongside this document)
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Installation views







Introductory panel (right), two vessels depicting a Moche warrior and a foreign one (left)





Circular space with Moche deity Ai-Apaec surrounded by elements of the Moche world
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Detail of circular space, with wall graphics of coast, mountains and skyline





Wall graphic depicting battle scene between Moche and foreign groups (right)
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Wall graphic depicting encounter between the  Moche and foreign groups from the Eastern 

Slopes of the Andes (right)
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Showcases proposing different narratives





Gallery 2, hanging panels with mythological scenes of deity Ai-Apaec and his battles with the 

foreign world 
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Gallery 2, bottle depicting image of Ai-Apaec (foreground) and hanging panels with visuals 

(background)
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Exhibition brochure
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Press and interviews




Views of the exhibition 





https://www.youtube.com/watch?v=Hbyd-8U0Jh8


Presentation of the edited volume and interview with curators, Agencia Andina, June 2016





https://www.youtube.com/watch?v=g2AK_u8ogoM
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Appendix G  Nasca





Edited Volume (full PDF sent alongside this document)









39



Installation views







Introductory Panel





Display of Nasca vessels showing the natural world
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Views of Gallery 1, with large-format photograph of Cashuachi (right) and objects related to 

the site (left and middle)





Recently conserved textiles from Cahuachi (foreground) with large-format photograph of 

Cahuachi and related information and objects (background)
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Visuals of the images depicted on the Nasca gourds





Recently conserved textiles from Cahuachi (foreground) with display of objects depicting 

human beings and deities (background)
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Recently conserved textiles from Cahuachi (foreground) with objects depicting 


elements of nature (background)





Reconstruction of two Nasca tombs with associated objects 
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Gallery dedicated to the Nasca Mythical Being with large-format projection of 3D animation 

showing on the deities versions (background) 





Nasca Drum in the center of the Gallery dedicated to the Nasca Mythical Being
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Gallery displaying Late Paracas and Early Nasca Textiles to address the funerary practices 

and the transition between these two cultures 
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Details of two Early Nasca funerary mantles dating to 100 BC-100 AD
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Introductory Panel to the Gallery “The Sacred Space”





The two architecture models showing portions of the Nasca and Palpa geoglyphs
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Detail of the mapping projections on the models showing the location of the lines and 

drawings





Video of the Monkey and Spiral Geoglyph (top) with mapping projection showing its 

location (bottom)
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Contemporary photographs of the Nasca desert and geoglyphs  displayed in front of the 

models





Early 20th century drawings inspired by Nasca visual images, displayed alongside the objects 

of inspiration 
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Display of Nasca Textiles





Display of Nasca Textiles, depicting visual imagery which served as inspiration for early 20th 

Century Art
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Exhibition brochure
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Press and interviews




Video teaser of the exhibition


https://www.youtube.com/watch?v=c440pyUOM_E





https://www.youtube.com/watch?v=64NAv02s49E
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Appendix H 	 Khipus. Nuestra historia en nudos





Edited Volume (full PDF sent alongside this document)
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Installation views 







Introductory panel





Display of numerical khipu (left), narrative khipu (right), and 3D animation of the form and 

structure of the khipu (center)
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Series of numerical khipu (left), 3D animation showing the form and structure of the khipu 

(right)





Display showing the main structure and function of the khipu
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Detail of a numerical khipu 





Display showing khipu from 3 different periods, Wari, Inca and Colonial
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Display of khipucamayoq, the Inca  officer responsible for making and reading the khipu, 

family label (left), and visual from the Colonial period (right)





Display of khipu from Inca site of Puruchuco, displaying a diagram showing how  were the 

khipu related in the accounting



57






Display of khipu from Inca sites of Inkawasi and Pachacamac, showing photographs of the 

sites





Display of instrument to count, known as Yupana (foreground),  3D animation showing how 

the khipus contributed to the Inca administrative system (background)
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Display of Colonial Khipu from the Temple Radicati collection





Nineteenth century Khipu-board from San Cristobal de Mangas
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Display of the Khipu from Rapaz 





Painting by Jorge Eduardo Eielson inspired on khipu (left), Inca khipu from the Temple 

Radicati collection (right)  
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Exhibition brochure
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62




63
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Press and communication 




Exhibition 360 virtual tour, produced by MALI 





 https://mali.pe/portfolio-item/khipus/#1604545111809-d95ad60c-0323


Online event “Deciphering the narrative language of khipus”





Conversatorio: "Khipus. Descrifrando el lenguaje narrativo de los khipus"


https://www.youtube.com/watch?v=CJ0CqrR58-M
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Appendix I - Written statements by co-authors





De Cupisnique a los incas. El Arte del valle de Jequetepeque


“The publication “De Cupisnique a los Incas” was the catalogue of the first 

PreColumbian Art exhibition done by the MALI. Cecilia Pardo was then the curator of 

the PreColumbian collection and the driving force in the design of the exhibition and 

the editing of the volume. It was her vision and leadership that pull put this exhibition 

and set the road to all the following ones.” Luis Jaime Castillo


email:  lcastil@pucp.edu.pe


Modelando el mundo. Imágenes de la arquitectura precolombina


“Modelando el Mundo was and outstanding and extraordinary show. The subject matter 

crossed along several disciplines, and the artifacts were exceptional. Ms Pardo was in charge 

of coordinating an eclectic group of people which produced the scholarship that resulted in 

the catalogue, which was beautiful edited by her. The exhibition imaginative and innovative, 

and was the realization of a joint dream that Ms Pardo brought to fruition.” Luis Jaime 

Castillo


email:  lcastil@pucp.edu.pe
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Castillo de Huarmey. El Mausoleo Imperial Wari
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Moche y sus vecinos. Reconstruyendo identidades


This exhibition resulted from a co-curatorship with Cecilia Pardo Grau, which took place at 

the Museo de Arte de Lima - MALI in 2016. Together we designed the script, based on a 

rigorous selection of pieces from different collections and public and private museums in 

Peru. Some thematic axes were chosen to develop the central theme of the exhibition: the 

formation of the Mochica identity through the political and cultural dynamics with 

neighbouring peoples, mainly from the northern highlands of Peru, as well as its expression 

in the images of Mochica narrative art. The project was conceived at the end of 2013, based 

on a conversation between the curators, contemplating the opportunity to create a thematic 

exhibition on the Mochicas, which would incorporate a reflective look at Mochica art and its 

main function within the process of the formation of one of the first states in the Central 

Andes. As was the case with previous museography projects at MALI, it was decided to 

prepare a publication to accompany the exhibition. 


This editorial project generated a rapprochement between MALI and archaeological 

research projects affiliated to important Peruvian universities, such as the Pontificia 

Universidad Católica del Perú (PUCP) and the Universidad Nacional de Trujillo (UNT), as 

well as projects led by foreign researchers who were carrying out ongoing studies. Thanks to 

Pardo's experience and professional work, the editorial work could be concluded within the 

stipulated timeframe and with satisfactory results, for its presentation and the exhibition at 

MALI. Likewise, in developing the design, Pardo's work, together with the MALI team, 

allowed for the conception of adequate use of space in two exhibition halls. It is important to 

highlight Pardo's openness to dialogue and respect for the ideas that were proposed to him 

during the development of the script. Once the exhibition opened, we worked together on the 

public programme, which included the presentation of the book and several curatorial visits 

during the months of the exhibition. Overall, the process and final products of this exhibition 

were quite positive, as it met and exceeded the initial expectations, giving the public who 

visited the MALI the opportunity to learn more about the Mochica world through its art and 

history.” Julio Rucabado


email:  jrucabado@mali.pe
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Nasca


“Nasca was one of the most important international collaborations the Rietberg Museum has 

ever embarked on.  I conceived the project alongside Cecilia Pardo, who was the chief 

curator at MALI at the time. Since the beginning, we knew that we had to deliver an 

exhibition and a publication that would be of interest to both Swiss and Peruvian audiences. 

While Cecilia led the curatorial work for the Lima venue, I did the same for the venue in 

Zurich. We conducted research together on the history of Nasca collections that resulted in 

the Introductory essay for the edited volume. Together, we organised a meeting with 

recognised scholars,  which resulted in the publication we have in our hands now.” Peter Fux


email:  peterfux@icloud.com


Khipus. Nuestra historia en nudos


“‘As Interim Director of MALI, in 2019-20, Ms. Pardo was responsible for motivating and 

coordinating an exhibition and catalogue focusing on the Inka khipus, the knotted-string 

devices used for recordkeeping in the Inka Empire. The exhibition and catalogue required the 

coordination of loans of khipus from a variety of institutions in Peru. In addition, as many of 

these artefacts, which are made of cotton or camelid (llama and alpaca) fibres, were very 

fragile, there was much work required to conserve them and preparing them for exhibition 

and photography. The catalogue which resulted from this work, which exists only in digital 

format, was exceedingly important in the history of the study of the Inkas and their empire. 

The exhibition of khipus at MALI was the most important introduction to the Peruvian and 

global public of the extraordinary beauty and complexity of the knotted records from ancient 

Peru.” Gary Urton 


email:  gurton1@gmail.com
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Appendix J - Published articles
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Appendix K - Published articles (translations to English)


Pardo, Cecilia. ‘The formation of Pre-Columbian collections in the Museo de Arte de 
Lima’, in, L. Castillo Luis Jaime and C.Pardo (eds). De Cupisnique a los incas. El arte 
del valle de Jequetepeque, Lima: Museo de Arte de Lima, 2010, 26-33. 


The generous donation made by Petrus Fernandini is undoubtedly one of the most important 
acquisitions of pre-Columbian art that have been integrated into the Museo de Arte de Lima 
in recent decades. This new selection of pre-Columbian objects will add to the museum’s 
founding collection, donated by the Prado and Peña Prado families in 1961, (1) thus 
significantly enriching the historical and artistic quality of its holdings. The artistic styles that 
characterised the societies that inhabited the Jequetepeque valley and its area of influence, 
from the Formative period to the Inca, primarily absent from the museum, are represented in 
this new collection. Due to their different forms, styles and iconography, the pieces show the 
stylistic continuities throughout three thousand years of history and the changes in local 
styles, evidenced by foreign influences from cultures such as Recuay, Cajamarca or Huari. 
The collection also tells the social and political history of a valley that, despite having been 
part of the territory of the Mochica (2), Lambayeque and Chimú cultures at different times, 
has always maintained its particularities. 


The group of recently acquired objects is a small but very significant sample of the collection 
that the family of Óscar Rodríguez Razzetto maintains to this day in the province of 
Pacasmayo, in the region of La Libertad, and which, having been amassed from the 1950s, is 
still considered to be of the most important collections in the region. But the initiative to 
integrate this group of works into the museum is not an isolated event but part of an 
acquisitions policy that has sought to create a broader vision of Peruvian art and its history. 
The Prado Family Bequest -which to this day represents the museum's core- arises from a 
collection formed at the beginning of the 20th century by Peruvian intellectual Javier Prado 
Ugarteche. Due to its richness and diversity of periods and styles represented, this vital 
legacy forms the basis of what is today the museum's primary panoramic collection of artistic 
creation in the country. Despite its vastness, such a vast and complex collection could not fail 
to have gaps, and, as will be mentioned later, the very history of the collection explains why 
the art of the northern coast has not been adequately represented. For this reason, since its 
foundation, the MALI has been adding new collections to complete and enrich the narratives 
aimed at its audiences. 


Like the Museo de Arte de Lima (MALI), most Peruvian museums were born of similar 
processes; from private collections and isolated objects, they eventually shaped public 
collections. Personal efforts -later transformed into museum projects- allowed the creation of 
collections that today provide a didactic way to access the Peruvian past. Thanks to these 
initiatives, marked by each collector's personal vision, the collective imagination of art in 
Peru is gradually taking shape. 


The Prado Family Bequest: from the cabinet collection to the Art Museum of Lima
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Out of the eleven thousand works that comprise the Museo de Arte de Lima’s holdings, at 
least seven thousand form part of the Prado Family Bequest, a collection formed at the 
beginning of the 20th century by the politician and intellectual Javier Prado Ugarteche (Lima, 
1871-1921). This collection was born from the ambition to gather objects that could cover the 
history of Peru and represent it through its main periods, styles and civilisations (3). 


The private museum formed by Javier Prado was the product of his intellectual vocation, his 
interest in the past, but also in contemporary Peru (4). Prado represented the modern man, 
whose progressive ideas saw the past as a better way for the future. After studying law at the 
University of San Marcos, Prado began an intense political and intellectual activity that 
would transform him into one of the most influential public figures in the country. His 
successful career was part of the history of a very powerful family, one of the most important 
political and economic groups of the twentieth century in Peru (5). 


The Prado collection is a milestone in a long process that began in the years following the 
War of the Pacific, a strategy aimed at creating collections to build up a cultural memory of 
the Peruvian past. This contrasts with the preceding period, when the developing interest in 
pre-Columbian art, stimulated by the visits and studies of European and Peruvian travellers 
and explorers, and eventually by the first systematic archaeological excavations as well, 
which failed to give shape to an institutional framework. The first supreme decree for the 
protection of Peru's historical and archaeological monuments, promulgated in 1822, ordered 
"that the objects coming from the huacas and tombs of Peru be kept in a safe place". (6) 


However, these intentions did not succeed, and the Peruvian State could not immediately 
establish a solid institution capable of preserving its heritage (7). The National Museum, 
founded in fact by the personal efforts of Peruvian politician and scientist Mariano Eduardo 
de Rivero (October 22, 1798 – November 6, 1857), would be a fragile and poor institution for 
decades. Peruvian archaeology thus had to emerge from individual endeavours, mainly 
outside the State. In the face of this institutional weakness, the well-intentioned accounts and 
memoirs that travellers and scientists such as Humboldt, Rivero, Markham, Squier, Bandelier 
and Raimondi contributed to disseminate, unfortunately, triggered a sudden interest among 
foreign collectors. 


In this context, an essential commercialisation of archaeological pieces began, which led to 
the consequent departure of significant collections from Peru (8).  The War of the Pacific, 
was a tragic episode that led to the looting of the collections of the National Museum. Its 
temporary closure and stagnation in the development of its collections would leave a museum 
vacuum that seemed impossible. It is in this context that private initiatives such as Javier 
Prado's arose, without which important public collections would probably not exist today. 


The first venue of the Prado Museum was installed in his home residence, located on 
Corcovado Street in Lima’s City Center. This space, which functioned as his home and 
workroom (9), was open to the people, mostly scholars and collectors,  who were interested 
in visiting it.  The main scientific personalities of the time, such as Max Uhle, visited the 
museum, and at the end of their visit, they would be quite impressed. These visits were 
guided by his sister, Rosa Prado, who was also in charge of the inventory and cataloguing of 
the objects (10). Although there is not much information about how or where he made his 
acquisitions, Prado must have devoted a great deal of time and effort to them (11). 
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The first decade of the 20th century saw a notable increase in the commercialisation of pre-
Columbian material from the southern coast of the country. In this context, Prado acquired an 
important collection of objects from this region, mainly from the Nasca culture. According to 
Julio C. Tello, in those years the merchants, inspired by the value that these pieces would 
acquire in the local and international market, organised quads of looters (huaqueros) across 
the Nasca basin (12). 


Their finds were then sold to the leading antiquities houses of the time, such as Jancke and 
Alexander; and to local collectors from Lima, and abroad (13). One of the collections 
acquired almost entirely by Prado was formed around 1904 by Luis Zúñiga in the region of 
Ica. Among the objects in the collection, Tello described a Tiahuanaco mummy and some 
gold ornaments from Cahuachi that, having been extracted from another tomb, were inserted 
in the mummy's tunic when it was sold to Prado (14). It would also be from the south coast 
that other outstanding pieces form part of the Prado collection, such as the case of the 
exceptional late Paracas mantles, among the first that the Peruvian public came to know and 
which would lead Julio C. Tello to discover the sites of Wari Kayán and Arena Blanca, in the 
Paracas peninsula, two decades later (15). 


While the commercialisation of pre-Columbian antiquities prospered, other individuals and 
Prado began to form their own collections for philanthropic purposes. One of them was the 
Trujillo landowner Víctor Larco Herrera (Trujillo, 1870 - Santiago de Chile, 1939) (16), 
whose collection is the basis of what today comprises the core collections from the National 
Museum of Archaeology, Anthropology and History of Peru. 


From an early age, Larco became interested in his father's agricultural business, based on the 
cultivation of sugar and cotton in the Virú Valley (17) and carried out philanthropic, cultural, 
and social work in Peru. During his trips to Europe, he had the opportunity to visit numerous 
museums, where he realised that archaeological collections, rather than fulfilling some selfish 
whim or acting as mere decorative objects, could also serve important educational purposes. 
This idea had a decisive influence on the destiny of his collection, which considerably 
increased in 1919 with the acquisition of other archaeological objects. (18) Towards the end 
of that year, he summoned Julio C. Tello to seek advice on establishing an archaeological 
museum for Peru, based on these collections. (19)


In the course of the following year, under Tello’s advice, other collections were acquired from 
Lima, Cusco, Ica, Nasca and Pisco, to present a more diverse and comprehensive sample of 
the pre-Columbian cultures of Peru. (20) Peruvian physician and historian Hermilio Valdizán 
has pointed out that the museum that Larco Herrera finally succeed to create  was achieved at 
the cost of an enormous activity undertaken by private collectors, considerable economic 
outlays and a very effective investigation of all those other small collections that, being in the 
possession of various people, were destined for "shameful " export. (21) The exports Valdizán 
referred to could apparently only be counteracted by the private collections formed locally in 
various regions of the country, which, in fact, first constituted independent units and were 
eventually acquired by the national museums. 


The foundation of the Museo de Historia Nacional by President José Pardo in 1905 
inaugurated a new period in the history of archaeological collecting in the country. Max Uhle, 
a German specialist who had arrived in Peru for the first time in 1896 with the mission of 
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gathering collections for the Ethnographic Museum of Berlin (22), was appointed director of 
the archaeological section of the new museum. Uhle would be responsible for forming the 
archaeological collections through explorations and excavations, as well as incorporating 
acquisitions and donations (23).


At the end of his tenure, the Museo de Historia Nacional had 8,675 archaeological objects, of 
which more than sixty per cent came from systematic excavations. At the same time, the rest 
corresponded to purchases and donations. (24). He was succeeded by Tello, who in 1913 had 
been appointed head of the anthropological section of the museum. At that time, Tello 
expressed his interest in "stopping the vandalism that progresses day by day, uprooting and 
destroying forever the most precious testimonies of the country's history" and in organising, 
classifying, and scientifically preserving the archaeological objects in the museum's custody. 
(25) In this way, during the following years, Tello would become the primary representative 
of the management of the State's archaeological collections. In this process, the largest 
acquisition in the history of the National Museum was undoubtedly that of the Victor Larco 
Herrera Archaeological Museum, which was acquired by the State in 1924. The enormous 
collection of more than twenty thousand pieces completely transformed the profile of the 
leading national collection, until then made up of the archaeological section of the old 
National History Museum and the contents of a body of materials from the excavations in 
Cusco by Yale University. (26) When in charge of organising the first inventory of the 
museum's holdings, Tello realised that although the archaeological heritage had great intrinsic 
value from an artistic point of view, it lacked importance due to the absence of information 
on provenance, which comprised the circumstances of its acquisition or discovery, and its 
association or interrelationship with other objects. (27)


The collections reflected the incipient scientific archaeology in Peru. However, the 
contributions of researchers such as Uhle, Tello and others would be crucial to value and 
recognise the importance of archaeological contexts for understanding pre-Columbian 
history. 


The history of the Victor Larco Herrera collection reveals the critical role that individual 
efforts played in forming public collections in Peru. Such would also be the final destiny of 
Javier Prado's collection, which would be integrated into the recently founded Museo de Arte 
de Lima years later. 


In 1935, more than a decade after Javier Prado's death, his collection was moved to the Peña 
Prado family mansion in Chorrillos, which had adequate space. (28) The Prado Museum was 
formally inaugurated here in memory of its principal founder. The new area had thirty-two 
rooms for the exhibition of the collection, five of which were devoted to pre-Hispanic art. 
(29) 


In the newspaper article announcing the donation made by the Prado and Peña Prado families 
to the Patronato de las Artes in 1961, it was stated that the Prado Family Bequest had been 
donated for its permanent exhibition, as well as for its proper conservation and custody. (30) 


Of the seven thousand objects donated to the museum, representing most of the Prado 
collection, at least six thousand were of pre-Columbian origin. This corpus, which is still the 
core of MALI's pre-Columbian groups, was composed of critical ceramic vessels, textiles and 
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metal objects, in addition to other smaller sets of objects made of wood, stone and shell. Even 
if the collection was very complete in terms of the variety of its mediums, it had some 
stylistic gaps that did not allow for the display of a representative selection of the main 
artistic traditions of the Andean region. In ceramics, for example, although the traditions of 
the south were represented by a rich collection of more than a thousand objects, mostly 
Nasca, comprising double-spouted and bridge-handled bottles, vases, bowls and other objects 
such as antaras, the early styles, such as Paracas, and those of the Middle Horizon, such as 
Tiahuanaco and Huari, were scarcely represented. On the other hand, the traditions from the 
Central Coast were represented by an essential group of Chancay-style vessels and different 
cultures from the north-central coast, such as Casma and Pativilca. Finally, the northern 
tradition was represented mainly by the Lambayeque, Chimú and Chimú-Inca styles. The 
Cupisnique style was almost absent, while the Mochica included essential pieces from the 
Middle Mochica period but very few from the Early and Late Mochica Periods. 


Since the Prado donation in the 1960s, the MALI collection has been constantly enriched 
thanks to the vital work and interest of the museum itself as well as the collaboration of 
artists and collectors. The museum's acquisition policy is oriented towards incorporating 
works of the highest aesthetic level without leaving behind its historical value (31). Within 
the framework of these guidelines, in 2007, the museum undertook a significant effort to add 
to its collection an essential selection of seventy-three ceramic vessels and metal objects from 
different styles and periods of the northern coast pre-Columbian traditions belonging to the 
collection once formed towards the second decade of the 20th century by agricultural 
entrepreneur and businessman  Oscar Rodriguez Razzetto. 


The Óscar Rodríguez Razzetto Collection 


Between the 1950s and 1980s, a series of social, political and climatic changes in the 
Jequetepeque Valley of the North Coast of Peru affected the main archaeological sites in the 
region. The agrarian reform led to the disappearance of the large local estates haciendas, the 
construction of the Gallito Ciego dam enabled a centralised irrigation system to supply the 
entire valley, and, finally, three very intense earthquakes (1940, 1970 and 1974) were 
followed by at least four El Niño events and numerous droughts. All this caused significant 
looting in archaeological sites such as Balsar, Tolón, Tembladera and Puémape, and more 
recently, La Mina, Dos Cabezas, the Huaca de las Estacas and, particularly, San José de 
Moro. (32). 


It is in this context that, beginning in the 1950s, Oscar Rodriguez Razzetto set out to preserve 
a small but representative sample of what was plundered in the region. An agriculture 
entrepreneur by vocation, Oscar Rodriguez Razzetto was born in the province of Huari, 
Ancash, on December 31, 1916, to Ricardo Rodriguez Ramirez and Carmen Rosa Razzetto 
Fernandini. When he was very young, the Rodríguez Razzetto family moved temporarily to 
Pacasmayo for work reasons. Years later, in Lima, the young Oscar was educated at the 
Guadalupe School before beginning his medical studies at the Universidad Nacional Mayor 
de San Marcos. In 1949, he settled in the region to work in agriculture with his brother César. 
A few years later, he met Blanca Nelly Figuerola Lara, who would become his faithful 
companion until she died in 1999. The young couple married in 1954 and settled in Chepén, 
Doña Blanca's hometown and the cradle of the collection.  
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Don Óscar was characterised as a dignified, cultivated man, very committed to his work. His 
performance contributed significantly to the agricultural development of the Jequetepeque 
region. In his best years, he came to usufruct around two hundred and four hundred hectares, 
which he rented to the landowners to cultivate rice and fruits. With the agrarian reform, he 
was awarded fifty hectares of the Ñanpol farm, to which he would dedicate himself entirely 
to contribute to the agricultural process in the region. Don Óscar was not a rice farmer, but 
worked as a semi-farmer to improve the quality of the rice seeds. He was the founder of the 
National Rice Committee, which, from its headquarters in Guadalupe, managed to obtain 
contributions from the government of the day to acquire machinery. (33) 


As an anecdotal fact, it is worth recalling here that the first lot of the new collection was a 
gift from Doña Blanca during Easter 1954, shortly after her marriage. The pieces chosen by 
his wife were instantly identified as fakes by Don Oscar, who already had a gifted criterion to 
distinguish the best specimens. (34) His acquisition of archaeological pieces only began 
around 1955, as he was highly concerned about the possibility of being sold abroad.  But 
Oscar's initiative was not unique in the region, as his brother César was also interested and 
started his collection. Both collections grew until they gathered around five thousand pieces 
in the first years. A large part came from archaeological sites in the valley, and, as a whole, 
each of the periods and phases of its cultural evolution were represented. It is curious to note 
that the collection increased according to the successive waves of looting in the different sites 
of Jequetepeque. Thus, for example, the main pieces from the Formative period were 
acquired at two other points in time. The first, in the 1970s, coincided with the looting of 
sites affected by the construction of the Gallito Ciego dam, such as Tembladera, located in the 
upper part of the valley. The second took place at the beginning of the nineties when after the 
terrible looting of Puémape, Rodríguez Razzetto managed to rescue valuable pieces such as 
the Contortionist, which today is part of the MALI collection.


The incorporation of Mochica-style pieces into his collection occurred mainly during the 
1980s. These came from sites such as Balsar, Tolón, Masanca, Pacatnamú and San José de 
Moro. In this last specific case, the particularity of its pieces and how they were integrated 
into Rodriguez Razzetto’s collection suggest that the quarrying would have taken place 
sporadically over at least three decades. The collection was initially housed in Chepén, the 
most important town in the valley, where the family resided. But later, in 1976, it was moved 
to Pacasmayo, Jequetepeque, where Rodríguez Razzetto settled permanently. The space 
dedicated to his archaeological treasures was rigorously cared for by his wife, who also 
cleaned and restored some pieces. The family house in Pacasmayo always kept its doors open 
to those interested in studying the archaeology of the northern coast. During the excavations 
in Pacatnamú in the 1980s, the collection was visited by young North American students and 
researchers, such as Christopher Donnan, who participated as co-director in this project. 
Donnan not only became one of the prominent admirers and scholars of the collection, but he 
established a close relationship with the collection in the following years. In these years, 
other renowned researchers such as Carol Mackey, Luis Jaime Castillo, John Verano, Alana 
Cordy Collins, Don and Donna McClelland, Steve Bourget and Walter Alva, among many 
others, would visit the collection to enrich their research. 


Don Oscar greatly admired the pieces he owned, to which he dedicated his afternoon hours. 
However, he was always very interested in listening to the opinions of the archaeologists, 
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who provided him with rigorous information that allowed him to contextualise the objects. In 
addition to Doña Blanca's excellent care, these pieces were always subject to meticulous 
conservation. This delicate task on more than one occasion was entrusted to Master Córdoba, 
a renowned ceramics conservator in Trujillo (35). 


After Óscar Rodríguez Razzetto’s death in August 1999, the collection remained in 
Pacasmayo under the custody of his family. Today, students and researchers continue to visit 
it as a source of reference for their studies. Nowadays, when there is greater surveillance of 
archaeological sites in the Jequetepeque Valley and in the Andean Region in general, 
especially as most elite tombs have already been systematically plundered, it would be 
unlikely to assemble a collection similar to the one formed by the Rodríguez Razzetto family. 
As the history of archaeological collections shows, an essential part of the pre-Columbian art 
produced in the Jequetepeque valley systematically plundered for decades, would not have 
been rescued without the help of valuable particular initiatives such as this one. Thanks to 
this contribution, Peruvians today can enjoy and learn from these exceptional works in our 
museums. 


For the Museo de Arte de Lima, incorporating a select group of the Rodríguez Razzetto 
collection constitutes a substantial contribution to the understanding and interpretation of the 
artistic styles that developed on the northern coast before the arrival of the Spanish to the 
Americas. Thanks to its regional character, these new acquisitions have allowed MALI to 
build up a sequence of continuous development within the framework of the curatorial 
discourse that the museum has been developing over the years, otherwise impossible since its 
holdings are based in dispersed collections from different regions. In this way, the Rodríguez 
Razzetto collection complements the valuable collection of pre-Columbian art formed by 
Javier Prado more than half a century earlier, making it an accessible source of reference for 
students, researchers, tourists and MALI’s general audiences. 


Notes


(1) Museo de Arte de Lima. El Arte en el Perú. Obras de la colección del Museo de Arte de Lima, 
Lima, 2001, 14.

(2) The terms Mochica and Moche have been used interchangeably to refer to the culture of the 
northern coast of Peru. The former was coined by Rafael Larco based on the gentilic of the Moche 
valley. At the same time, the second obeys the North American custom of naming the cultures by the 
rescript in which they were first identified or by the place where they are most characteristic. In this 
book, we have opted for the first form, standardising the terminology to ensure everything is clear. In 
the same way, Lambayeque and Sicán are used to name the culture that developed in the region of the 
same name. In this book, we have opted for the former, which is older and more traditional than the 
latter. Likewise, in this volume, proper names have been used to designate cultures, styles and 
periods, for example, the Early Mochica style. The use of lowercase has been applied to the names of 
societies, as in the following cases: Mochica society or the Mochicas.

(3) Pedro Morales de la Torre, “Javier Prado, evocador de la castiza tradición limeña”, Mercurio 
Peruano 7 (42): 278-279, Lima, 1921.
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Pardo, Cecilia. Modelando el mundo. ‘Imágenes de la arquitectura precolombina, una 
introducción’, in C. Pardo (ed).  Modelando el mundo. Imágenes de la arquitectura 
precolombina, Lima: Museo de Arte de Lima, 2011, 16-25. 


The image of architectural creation occupies a prominent place in the complex artistic system 
of the ancient world. In distinct representations of buildings, plazas, domestic dwellings, 
burial chambers or exaggerated and stylised versions of ceremonial constructions, these 
forms of the cultural environment provide exceptional information about unknown 
architectural features, about the processes that led to the intervention of space but, mainly, 
they refer us to the belief systems and religions of past societies. The first notion of 
architecture began to be defined in the human mind in the Paleolithic period, with the 
appropriation of rock shelters and the manufacture of shelters for protection from the cold. 
(1) 


From then on, the intervention of natural space began to develop in a long and complex 
process that continues to the present day. Although the construction processes, and therefore 
the notion of prior planning, are determined very early, the first material references to 
architectural plans and the first architects by trade date back to the third millennium B.C., 
when large-scale buildings began in the Middle East. (2). One of the earliest images that 
provided reference to this new concept is that of the Gudea Architect. This stone sculpture 
portrays a Sumerian king holding on his knee, representing the plan of a citadel. (3). Today, 
in the custody of the Louvre Museum, it is one of the earliest representations of a character 
related to the construction trade.


In Egyptian art, for example, there are several evidences of plans and drawings of buildings 
made in limestone, as well as complex inscriptions on papyrus and clay from funerary 
structures. It is also from Egypt that the first models in the most literal sense would have 
come, objects that would have served as exact models, such as the full-scale model found by 
Flinders Petrie near the pyramid of Cheops at Giza in 1883. (4) However, this region's most 
significant three-dimensional representations are constituted by fragile objects made of 
terracotta, known as offering trays or "soul houses", which have been found in tombs 
belonging to members of lower social status, as the only funerary offerings. (5)

These pieces have been interpreted as representations of funerary and royal enclosures, 
possibly used to guarantee the prosperity of the deceased in the afterlife. (6)


Evidence is not scarce in Asia. The finely crafted ceramic models produced at the beginning 
of our era by the Han Dynasty in ancient China bear witness to the cult of death and these 
peoples' belief in the afterlife. (7) This is a large group of tomb buildings moulded in ceramic 
with relief decoration and polychrome details, possibly produced as funerary offerings, 
constituting one of the most impressive artistic ensembles of antiquity. In the Westen world, it 
is worth distinguishing the two-dimensional images depicted on frescoes, mosaics and reliefs 
in different places of pre-Hellenic Greece, the identification of which has helped to determine 
elements of the architecture that have not been recovered by archaeology. Three-dimensional 
models with symbolic representations have also been documented in Greece, which differ 
from architect's models - made to scale as exact reference models for construction - and are 
recorded from 3000 BC to Roman times. (8).
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But images referring to architecture were familiar to the diverse figurative repertoire of art 
produced in the New World prior to the European conquest. The set of architectural 
representations documented in the Mesoamerican region is very varied and covers a time 
span of two thousand years (9). Among the most significant are images of simple dwellings 
recorded on recorded on Olmec ceramics from the Pre-Classic period, stylized models from 
the Mezcalá culture, as well as complex models from Nayarit that illustrate rituals, ball 
games and some scenes of daily life. The Maya tradition, although it did not produce models 
in a concrete sense, did capture its architecture in images painted on ceramics and murals for 
ritual and funerary purposes (10).


As in Mesoamerica, the representation of architecture in the Central Andes is present in 
different forms and media in the main styles and artistic traditions, from the Formative period 
(1600-200 B.C.) to the arrival of the Spanish (1532 A.D.). During these nearly three thousand 
years of artistic production, representations of ceremonial architecture- as venues for rituals 
carried out seasonally to satisfy the gods and thus perpetuate the power of the elites-  would 
have served as the principal subject of inspiration for pre-Hispanic artists. The references in 
public and private collections, as well as those rescued from the archaeological context, come 
mostly from tombs built below the surface, thus allowing for their preservation. However, it 
is very likely that there were other specimens that would not have survived because they were 
made of perishable materials and were deposited outdoors.

 Sculptural representations in ceramics, clay models, architectural plans carved in stone and 
woven scenes are some of the most frequent forms of representation that allow us to approach 
this very relevant topic in the study of the images of our past. 


Research and main findings 


Although the research on the technologies used, the styles of construction and, in general, on 
the achievements reached in constructions has been emerging since the beginning of the last 
century, encouraged by contributions from the field of architecture (11), the main 
contributions aimed at understanding the importance and significance of the representation of 
architecture itself would only arrive from the mid-twentieth century onwards.


One of the early studies is that of Luis Pardo, whose theories are based on the representations 
of Inca architecture as exact models for the planning of construction, proposing a typology 
based on the type of images represented therein. Architecture models representing temples, 
military buildings, palaces and dwellings, or the so-called "huacos-maquetas", constitute the 
main categories he establishes from studying the collection of the Museo Inka in Cusco. (12). 
Pardo's early proposal is followed by contributions that respond to this hypothesis, 
questioning the function of the maquettes as exact reference models for architecture in favour 
of a more symbolic function of the spaces represented. (13)


A series of investigations focused on the study of sculptural and pictorial images of 
architecture on Mochica style vessels (14) argues that these would represent the ideal 
versions of dwellings belonging to important figures or specific sectors within ceremonial 
structures. In this sense, the comparative study between the architecture represented and the 
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archaeological remains recovered in the northern coast has provided significant information 
for research (15), mainly regarding the large ceremonial buildings in archaeological sites 
such as the Huaca de la Luna and the city of Chan Chan in the Moche valley, or the El Brujo 
complex in the Chicama valley.


Until only several years ago, the main studies on the subject of architectural models were 
mainly based on objects from private and public collections, which were mostly devoid of 
known contexts. The scarce evidence from archaeological sites did not allow to establish the 
relationship of these objects with the characters that would stand behind their realisation or 
with the places that would be represented, so the interpretations responded, as already 
mentioned, either to the analysis of their iconography, to the archaeological remains of 
already excavated buildings or to historical references. However, the discovery of a series of 
models and monumental buildings as a result of archaeological research carried out in the last 
decades and centred in different regions of the Andean area, has been key fundamental to 
elucidate the nature and function of these objects. 


Also, a series of objects found accidentally in this region, resulting from interventions 
following looting events, have contributed to this understanding. For example, the fortuitous 
finding of a pyramidal construction carved in a pumice stone in the El Brujo complex, in the 
Chicama valley, is one of the main examples (See Fig. 32). (16) It was left aside by a group 
of looters, the information that has been recovered indicates that it would have been found 
inside a tomb in association with ceramics from the Middle Horizon Period. (17) Although 
the most important occupation at this site corresponds to the Mochica period, the associations 
and the architectural distribution shown in the piece suggest that it could be the 
representation of a Lambayeque temple. On the other hand, the identification of a looted 
funerary context in the Castillo de Tomabal site, in the Virú valley, allowed the recovery of a 
miniature carob wood model that was buried inside an adobe, possibly as part of a ceremonial 
practice. (18) By the style of the ceramic fragments found in that context, the piece would be 
associated with the Mochica IV phase (19), however, its characteristics relate it to examples 
of later styles, typical of the Middle Horizon or even the Late Intermediate Periods. Similar 
objects, also made of stone and ceramic, representing a series of equal and repeated grids, 
have been interpreted as game boards or objects for counting, which would have had greater 
validity during the Inca Empire, according to historical documentation and images referred to 
by the chronicler Guamán Poma de Ayala (20). 


However, the carvings on the piece clearly show a series of smaller enclosures delimited by 
two   main towers, represented at a greater height, in a diagonal and opposite composition, 
which would suggest that it would be a building with different functions (21). Its size, which 
makes it maneuverable with only one hand, makes us think that it must have been used to be 
manipulated, as a representation of a memory to be left as a funerary offering, without 
discarding that it served as a possible reference model for the execution of a building. The 
contribution of these objects recovered from the looting activities huaqueo is added to the 
exquisite information and discoveries of pieces from systematic archaeological excavations, 
thanks to which it is now possible to suggest the relationship that may have existed between 
certain architectural representations and specific places or characters.
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In the first place, it is worth mentioning the study of the clay models found in chamber tombs 
from the Late Mochica period in San José de Moro (22).


 Excavations carried out since 1991 at this site located in the middle Jequetepeque valley 
have identified a series of very complex funerary contexts belonging to high-ranking women, 
who were buried in large chambered tombs accompanied by fine offerings in ceramic, metal 
and human sacrifices (23). More than thirty models have been recovered so far alongside 
these artifacts at San José de Moro. The delicate state of conservation in which most of them 
are found coincides with the imperfect workmanship of these objects in relation to the 
delicate ceramic vessels bearing fine line-painted decoration and the gilded copper 
accessories. San José de Moro is one of the few places where it is possible to study funerary 
rituals, as different levels of occupation have been linked to the events that preceded the 
burial itself, and which would have been related to the consumption of food and ritual 
beverages.

Everything seems to indicate that the models of San José de Moro would have been produced 
during the pre-funerary ritual, showing some relationship between the building represented 
and the buried person. (24)


In this regard, a correspondence has been proposed between the spatial configuration of the 
models and a series of platform enclosures with ramps identified in nearby places such as the 
ceremonial complex of San Ildefonso, located in the lower Jequetepeque valley, about ten 
kilometres from San José de Moro (25). San Ildefonso was built in the ravines of the San 
Ildefonso hill, where the natural slopes were determinant in the occupation of the site. The 
unusual replica of platforms with ramp identified in different areas of the site has been 
understood as congregation centres for the realisation of independent ceremonies during the 
Late Mochica period in the Jequetepeque valley (26).


The work carried out at the ceremonial complex of Huaca de la Luna since 1991 represents 
another major contribution to the study of space in the archaeology of this region. (27) The 
architecture of the buildings that form this large ceremonial centre, built in different 
construction phases, has been linked to representations of architecture on Mochica-style 
vessels, judging by the distribution of the spaces represented. It is precisely from this 
complex that one of the most important architectural models in the Andean archaeological 
record comes from. During the excavations carried out at the site in 1991, two intrusive 
tombs from the Chimú period were identified that had been looted, but where two fine 
wooden models carved with shell inlays had been left behind.


The model found in a better state of preservation represents a square where a ritual related to 
the cult to the ancestors is displayed. Participating in the ceremony are a series of musicians, 
hunchbacked characters preparing chicha and carrying a cup and a group of munaos, funerary 
bundles to whom the event is dedicated. Due to its configuration and the ornamentation of its 
walls with polychrome reliefs, this piece has been associated with the large ceremonial plazas 
of the late palaces of Chan Chan, where similar rites would have been carried out. The 
radiocarbon dating carried out in the funerary context indicates that the piece would be of late 
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manufacture, possibly from the Inca or Early Colonial period, between 1520 and 1630 A.D., 
when the heirs of the Chimú dynasties would have sought safe places for the burial of their 
dead, while the city of Chan Chan began to be looted. Representations of miniature models 
found in association with the piece, could be a clear reference to its possible function, as a 
"backdrop" in which activities were presented in order to be transmitted to the population, 
thus ensuring its permanence in the collective memory. (28)


During the reconstruction work of the looted royal funerary platforms in Sipan, the team of 
archaeologists led by Walter Alva managed to recover part of the original contents of the 
main tomb that had gone unnoticed by the looters. (29) Among the most important objects 
recovered was a copper scepter of approximately one meter long, at the end of which was 
depicted a central structure with a gabled roof, located on a square platform (See Fig. 144 a-
b). The roof of the building was decorated with war clubs and particular elements represented 
by human heads with horns, rather unusual images in pre-Columbian imagery. (See Fig. 146).


Several months after the discovery, fragments of truncheons and human heads with horns 
made of ceramic, which possibly served the same purpose in which they are represented, 
were found in the filling of the tomb, giving rise to a probable link between the architecture 
of human scale and the representation itself. The fact that this scepter, which is an obvious 
symbol of prestige and status, was decorated with an architectural structure, suggests that 
these representations were related to the individual buried in the burial chamber, possibly as 
symbols of their own residences.


Although recent research carried out on the northern coast has allowed us to obtain more 
information about the architectural ensembles from this region, there is a reduced corpus, but 
not less relevant, the result of archaeological research carried out in southern Peru, and which 
allows us to enrich the corpus of pieces with known contexts and, in this way, to address new 
archaeological questions. In the Nazca area, for example, some models have been identified 
that would come from the area of Los Majuelos (See Fig. 73 a-b), which show a varied range 
in their mode of representation. 


There are versions elaborated in fired clay that represent houses with delimited enclosures 
and scenes with characters inside, while others evoke less naturalistic representations where 
images of decorated temples or very synthesised versions are exhibited, which would be 
endowed with a complex symbolism. During the excavations by William Isbell at the Huari 
de Conchopata site in Ayacucho, a fragmented clay model was found, representing a new 
corpus of material culture available for research.


The international symposium organised by the Pontificia Universidad Católica del Perú - 
PUCP in June 2010, which brought together the most outstanding Peruvian and foreign 
researchers on the subject, constitutes the starting point of this project. From this event came 
the idea for the title Modeling the World, the core group of contributors and even the title 
itself. The publication we have in our hands today is partly the result of this initiative.


The exhibition on display today in MALI’s  temporary galleries, also greatly enriched by the 
contribution of the Symposium organised by the PUCP, brings together an important 
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selection of the most outstanding architectural representations that are part of the local 
heritage, evaluating their functionality and relevance as objects of ceremonial use or ideal 
prototypes for construction based on an interdisciplinary treatment, where architecture, 
archeology and art history converge. Associated with the main styles and captured in different 
media, these images that materialise human creation within a

materialise human creation within an artistic system in which the representation of a 
supernatural world prevailed, allow us to reflect on the architectural creation in the Andes and 
its representation, as well as on the suggested correspondence with real scale versions of 
buildings. 


At the same time, the exhibition reflects on the function of these objects - most of which were 
ultimately intended to serve as funerary offerings - concerning specific places or people, 
prioritising those pieces containing contextual information. The exhibition rescues those 
abstract elements of art that propose links with ceremonial spaces and those that manifest 
synthetic versions of architecture. Finally, their function as models -or exact reference models 
for the architect- is questioned, giving rise to a debate that leads to attributing them a mainly 
symbolic meaning.


The contents proposed in the exhibition draw from the main studies on the subject of the 
representation of Andean architecture released in recent years, whose essays and specific 
studies of pieces comprise the main body of this publication. In one of the most exhaustive 
investigations on the evolution of

of architecture in the pre-Hispanic Andes (31), José Canziani presents a review from the 
earliest manifestations of human creation up to the Incas. Based on a previous study, he 
presents an exploration of the existing correspondences between architecture and its 
representation in archaeological objects, from the premise that architectural representation in 
the Andes constituted a symbolic image, expressing meanings of different kinds through the 
language of forms. 


Starting from an exercise to clarify the meaning and function of architectural representations, 
Jean-Pierre Protzen analyses the structures and their level of detail to catalog them in 
different types, arguing that in most cases these objects would have been conceived as 
replicas and not prototypes, that is, they would have served as inaccurate symbolic 
reproductions instead of reference models for construction (32). For this purpose, he 
approaches a group of pieces of Inca affiliation, combining the mere visual description with 
the information rescued from the historical documentation. In this same line, from the 
viewpoint of landscape architecture, he reflects on the carved stone of Sayhuite and its 
symbolic importance for the Inca society. 


In his long trajectory of archaeological investigations in the San José de Moro cemetery, Luis 
Jaime Castillo deepens on the clay models found as offerings in tombs of boot and chamber 
associated with the Late Mochica period. Rescuing recent research in nearby sites, he 
establishes clear correspondences in the distribution of these objects and that of ceremonial 
enclosures, recognising the former as symbolic representations of real religious and 
administrative buildings. The models would thus be marking the existing relationships 
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between these constructions and the people buried in these funerary contexts during the last 
periods of the Mochica society in the Jequetepeque Valley.


Adding to studies of the north coast Santiago Uceda reviews in detail the scenes represented 
in the Chimú wooden models from Huaca de la Luna, in which complex scenes of a ritual 
related to the cult of the dead are represented. He questions their function as architect's 
maquettes in favour of a ritual destination, referring to them as "backdrops", similar to the 
Egyptian maquettes, where ceremonial activities were depicted to be transmitted to the 
population, ensuring their permanence in the collective memory. Despite confirming the 
existence of a parallel with the ceremonial plazas at Chan Chan, it shows that the models do 
not respect the proportions of the full-scale versions, so they should not have served as exact 
references for the architect.


In addition to these contributions, Juliet Wiersema's recent research is undoubtedly one of the 
most exhaustive studies on the symbolic meaning of architectural representations in Mochica 
art. After a review of about 169 specimens containing sculptural images and the constant 
reference to a set of pieces of different affiliation, her study proposes that these objects 
provide explicit information that alludes to ceremonial structures associated with specific 
places, periods and ideologies.

Considering the type of enclosures identified in the vessels, she proposes a study 
methodology to approach the structures of a single enclosure from the relationship with those 
that represent structures of greater complexity (33). In this way, it transcends the mere 
observation of the representations, looking for correspondences in Mochica ceremonial 
structures of human scale, such as those found in the Huaca de la Luna in the Moche valley. 
(34)


Studies such as this one reveal that many of the representations in Mochica art correspond to 
sectors of buildings that would have existed in reality, and that are closely linked to 
ceremonial spaces related to human sacrifice events carried out as a result of ritual combat 
and the taking of prisoners, one of the main ceremonies represented in Mochica art. However, 
despite having identified clear correspondences with ceremonial spaces of human scale, 
Wiersema argues that they would not be exact reference models for construction but ideal 
models that would have respected the construction technology, the distribution of spaces and 
some details of the finishing techniques. 


Finally, taking a series of aesthetic theories that are incorporated into the analysis of spatial 
representation, Paulo Dam approaches the object. He observes the geometric elements 
present in specific compositional structures linked to architecture to discover the way in 
which these are materialised in two-dimensional supports -textiles, murals and drawings- or 
three-dimensional -sculptural and architectural- within the broad spectrum of pre-Columbian 
art (35).


Through these contributions, sacred architecture and its representation in pre-Hispanic art are 
presented based on the main known examples to build new correspondences and narrative 
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discourses that, generated from the ambitious interpretative work, contribute to a better 
understanding of one of the most important chapters of Peruvian history.
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In September 2012 the Castillo de Huarmey Archaeological Research Project (hereafter 
PIACH), lead by Polish archaeologist Milosz Giersz, unveiled one of the significant 
archaeological finds made in recent years: a Wari (A.D. 600-1000) elite mausoleum built on 
the summit of the main monument at the Castillo de Huarmey site, in Ancash region of Peru. 
The burial chamber contained over sixty funerary bundles, most of which belonged to 
women, alongside around one thousand three hundred exceptional ceremonial offerings and 
grave goods. This find is the basis of the present volume and the exhibition that we are now 
pleased to be presenting at the Museo de Arte de Lima. This project is a landmark in terms of 
the curatorial efforts made by MALI, as well as in terms of the projects dedicated to 
archaeological finds in Peru. 


The richness of the context

The history of pre-Hispanic collecting in Peru has been determining how archaeological 
materials have been presented in museums, particularly since the mid-twentieth century. 
Formed mainly from private collections, (1) Peruvian museums have focused their work on 
the study of collections that usually lacked context and provenance, except specific 
archaeological projects carried out by the State where the material ended up museum.(2)


Until very recently, the common practice in pre-Hispanic exhibits was narratives where the 
interpretation of the object prevailed, i.e. its formal and iconographic traits and, in some 
cases, its comparison with similar materials of known provenance but without specific 
contextual information. It has only been in recent years that specific proposals focused on 
bringing archaeological finds to exhibition spaces have begun to develop —a task that can 
prove as challenging as their academic interpretation. These initiatives were fostered to a 
large extent by the boom that scientific archaeology has experienced on the North Coast over 
the last thirty years.


After the royal tomb of the Lord of Sipán was found in the summer of 1987 thanks to the 
rescue work undertaken by Water Alva, several temporary national and international exhibits 
were organised to introduce the world to what is now believed to be the most significant 
discovery in the history of Peruvian archaeology, alongside Machu Picchu. (3)


Besides the extraordinary quality and beauty of the objects found in this funeral chamber, the 
contribution of Sipán to the history of pre-Hispanic collections lies in the integrity of the set, 
which allowed for new interpretations of Mochica iconography and archaeology. Although 
the many thousands of pre-Hispanic objects scattered worldwide after hundreds of years of 
pillage and illicit exports are perhaps as important and of equal aesthetic quality as the 
specimens found at Sipán, they do not have the same relevance because their lack of context 
limits their capacity to contribute to our knowledge of the societies that produced them. (4) 
After being shown in various museums around the world, the objects associated with the 
tomb of the Lord of Sipán were permanently installed in the Museo Tumbas Reales that, 
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opened in the city of Lambayeque in 2002, in a space that exhibits a replica of the main tomb, 
as well as other contexts found in the same site (Fig. 1).


After Sipán, the main archaeological discoveries made on the North Coast gradually found 
their own exhibition spaces to perpetuate the image of the burial, which is forever destroyed 
due to the process inherent to archaeological excavations. Such was, for instance, the case of 
the Museo de Sicán, which opened in Ferreñafe in 2001 and which exhibits the objects found 
in the elite tombs that Izumi Shimada discovered at Huaca Loro between 1992 and 1995. (5)


Similar processes resulted in the new site museums of El Brujo at Magdalena de Cao, in the 
Chicama Valley, which opened to the public in 2009, or the Huaca de la Luna museum in 
Trujillo which opened a year later. (Fig. 2)  Both projects have the permanent support of 
private foundations (6) and show the visitors the main results of the systematic excavations 
undertaken over two decades in two of the main ceremonial centres of the Northern Peruvian 
Coast. 


The curatorial projects undertaken by the Museo de Arte of Lima in recent years have also 
attempted to develop narratives that allow for the inclusion of the materials exhibited within 
the framework of ongoing archaeological projects. This practice has helped propose known 
contexts for the pieces that form part of the museum’s collections and which, due to how they 
were originally gathered, are otherwise devoid of provenance data. Such is the case, for 
example, of the possible comparisons made between the Moche stirrup spout fineline bottles 
housed in the MALI’s collection that were originally part of the Óscar Rodríguez Razzetto 
estate and similar specimens found in Late Mochica contexts at San José de Moro, presented 
in the exhibit called From Cupisnique to the Incas. The Art of the Jequetepeque Valley held in 
2007. (7) Placing them one beside the other along with a reconstruction of the tomb where 
they were found, provides a new reading of the museum piece that goes beyond the 
interpretation of the object itself. The fact that we can prove through stylistic association that 
the fineline collection Rodríguez Razzetto formed in the 1980s—and which the MALI 
purchased in 2007 thanks to the support of Petrus Fernandini—came from San José de Moro, 
opened a new interpretive window on these artifacts.


The exhibition Modeling the World. Images of Pre-Columbian Architecture, which was 
organised by the MALI in late 2011, included objects from the major museums and private 
collections in Peru and pieces of known provenance. Such was the case of the fired clay 
models from San José de Moro, the wooden model found in a Chimú funerary context at 
Huaca de la Luna, or the famed copper staff from Sipán, whose finial includes the image of a 
ceremonial building. These objects, along with recent research regarding the relationship 
between architectonic representations and real places (8), were essential to the contents 
presented in the exhibit. The possibility of relating an object with its origins and history 
expands the potential of narrative contents in the curatorial process.


Castillo de Huarmey. The Wari Imperial Mausoleum is the first exhibition organised by 
MALI based on a scientifically excavated archaeological find. It is also the first exhibit to 
present the discovery of an elite funerary context that dates to the Middle Horizon. Its 


139



presentation allows the museum to fulfil its central mission of bringing archaeology to wider 
audiences. 


Castillo de Huarmey and its History


In the early twentieth century, the objects from Huarmey that the antiquaries in Lima sold had 
already caught the attention of students and collectors. Although the valley, and perhaps even 
the site, had been previously visited by European explorers (Fig. 3), it was Julio C. Tello who 
led the first scientific expedition to this area. During his visits, his team drew pictures 
recording the main sites in the valley, including Castillo de Huarmey. A series of ink 
drawings that Tello commissioned in 1934, which correspond to various archaeological sites 
in the valley, are currently held by the Archivo Tello at San Marcos University. Although all 
bear the name of the site, it is not easy associating them with current locations due to the 
history of looting in the valley. It is, however, worth noting that one of them is described as 
Castillo, which illustrates a section of the actual site of Castillo de Huarmey, the name under 
which Castillo de Huarmey was known (see Fig. 30 a and Fig. 4 a-c).


In a report written by the Russian student Eugene Yacovleff—Tello’s assistant at the time in 
the Museo de Arqueología Peruana—regarding archaeological explorations in the Huarmey 
Valley between 8th and 18th March 1930, he emphasised the looting of the visited sites, 
which may have included Castillo de Huarmey.


“On 5th-20th March of this year I journeyed to the Huarmey Valley in order to get to know 
the region from an archaeological standpoint (...) The search of “huacos” in the tombs is a 
very common occupation amongst the people of the valley. The State authorities and the 
owners of the haciendas do not watch efficiently over the archaeological sites ... The looters 
work with perfect naiveté, not hiding their occupation (true – it always is secondary) nor 
aware of the laws that prohibit it at hand. (...) Some 150 metres climbing up the ravine from 
the agricultural fields lies an artificial “pyramid” with a unique configuration. It is built over 
the bed of the torrent that has formed the ravine, preserving until now its clearly defined 
forms; non-chipped stones piled up and earth brought from down below (from the cultivation 
fields) were the building materials.... ( ....). From the excavations made by the looters it can 
be deduced that here the tombs were of at least three types, subterranean chambers built with 
cemented stones (...) subterranean chambers built with prismatic adobe bricks ... (...) and 
graves without any special building; here evidently belong most of the desecrated tombs, for 
the holes opened by the looters do not let the buildings be seen ....” (9)


Throughout the twentieth century, after Tello, the site was frequently visited. It was briefly 
studied by scholars like Duccio Bonavía, Hans Horkheimer, Frederic Engel, Alberto Bueno, 
Heinrich Ubbelohde-Doering and Heiko Prümers. (10) In the 1960s and 1970s, the Japanese 
businessman Yoshitaro Amano made several visits exploring different sites in the valley, (11) 
and he eventually formed one of the main pre-Hispanic collections that originated in the 
Huarmey Valley. Fine textiles, basketry and wooden artifacts (Fig. 5) now held by the Museo 
Amano in Lima stand out among the hundreds of pieces recovered at Huarmey (Figs. 
233-245).
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Despite having a documented history of exploration at Castillo de Huarmey from the late 
Colonial Period, before the Castillo de Huarmey Archaeological Research Project (PIACH) 
began its research, the site was known only by researchers and specialists. For a long time the 
scant information available to both students and interested people alike, essentially focused 
on the study of colourful textiles in a ‘hybrid’ style that combined various stylistic traits that 
were once described as “Moche-Wari;”(12) these textiles had been recovered during surveys 
or through illicit activities carried out in the valley. The scant studies that dealt with this 
archaeological site focused on the textiles. The discovery of the noble women’s mausoleum 
places Castillo de Huarmey in a critical position within Andean archaeological studies, and it 
is crucial for those interested in the issue of the transformations that took place along the 
coast during the Middle Horizon, as Moche hegemony waned in this region. Based on these 
discoveries, Castillo de Huarmey can envisage positioning itself as a potential tourist 
destination in the North-Central Coast circuit.


The PIACH-MALI’s Conservation and Exhibition Project


The joint cooperation agreement by the MALI and the PIACH in early 2013 comprised an 
ambitious project of inventorying, cataloguing, and storing the assemblage and conserving a 
representative sample included in the exhibition we now present alongside this publication. 
Thanks to the support of Compañía Minera Antamina, work began in February 2013, and it 
ended over a year later when the exhibition opened in the museum. The inventory and 
cataloguing enabled the development of a database of the over one thousand three hundred 
objects that make up the find, which includes registration photographs, field codes and other 
information. This system proved to be essential in the process of selecting the objects for the 
exhibit, as well as when georeferencing (13) the materials found in the funerary chamber, 
which the PIACH is currently assessing. As part of the process that led to the exhibition, 
technical drawings of the pieces with complex iconography were produced (Fig. 6).


As part of the project a team of archaeological conservators was installed in the MALI’s 
conservation laboratories. Possibly, the greatest challenge the team faced involved working 
with a wide range of materials, including ceramic, wood, metal, bone, stone, basketry, textile 
and mixed-media objects. The procedures for conservation of each type of material were laid 
out from the beginning, with exceptions made depending on the requirements and the 
fragility of the pieces. In general the work consisted of the mechanical cleaning, 
consolidation, and desalination of the objects, and—in the specific case of ceramic objects—
the reconstruction of broken ceramics (Fig. 7). Some samples were extracted during the 
conservation process to study the composition of metals, (14) and certain curatorial decisions 
were taken in order to reduce the process of deterioration of the pieces, in the case of silver 
objects, (15) or to show the public pieces in their original state, just as they had been found. 
Such was the case of the bundles of offerings, which are exhibited along with radiographic 
plates that show their contents (see Figs. 148, 149 and 150).


Based on the observations made during the conservation process, the central narratives of the 
exhibit began to unfold, one which comprise the display of a representative sample of the 
objects found in the funerary chamber of El Castillo and the surrounding area. Because the 
discovery is so recent, the selection is envisaged as a preliminary exercise in interpretation 
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that shows the relevance this discovery has for Andean archaeology (Fig. 8 a-f). The 
possibility of working with an archaeological context that escaped looting represents a 
landmark in our knowledge of elite tombs from the Middle Horizon in the Andes. The find 
also provides a platform where wider-ranging issues can be discussed. General questions 
related to the status and power of the elites, the relation between female and the manufacture 
of textiles or the technologies used when working metal and wood, as well as broader issues, 
such as the diversity of styles that coexist in a single context, or the extent to which Wari 
exerted its influence over the North Coast after the Moche decline around A.D. 800—are 
supported by the discovery. This has also been a major opportunity to include information on 
the history of research at Huarmey, including what was found in the Archivo Tello in the 
Museo de Arqueología y Antropología of San Marcos University. Likewise, the exhibit also 
includes specimens from other collections that were found in the valley, such as the textiles 
from the Museo Amano, the Museo Nacional de Arqueología, Antropología e Historia del 
Perú, and the Museo Larco (see Figs. 233-255).


The present publication, which has been edited on the occasion of the exhibition, presents 
eight essays and a catalogue section of selected pieces, all prepared by the members of the 
PIACH and other guest scholars. It can be described as an academic volume that presents the 
process of discovery alongside studies of given groups of objects, a discussion of some 
technical aspects, and more general contributions that place the findings within a wider 
context. The introductory essay by Milosz Giersz and Krzysztof Makowski presents a general 
overview that places the mausoleum of Castillo de Huarmey in a broader temporal 
framework and in the context of research on Wari's chronological and stylistic evolution, as 
well as the still-open debate regarding its relation with Tiwanaku. Starting with the evidence 
provided by Wari architecture and urbanism, as well as by ceramic styles and their 
dissemination, they broach the debate on whether Wari was an empire, a position they 
support, and conclude that Castillo de Huarmey would have been a provincial capital of the 
said empire between AD 800 and 1,000. The essays written by the co-directors of the project, 
Milosz Giersz and Patricia Przadka Giersz (16), comprise the main section of this volume, 
alongside a unique caption for every set of objects written by Milosz Giersz and Roberto 
Pimentel, co-director of the PIACH.


Giersz gives an exhaustive account of the research in the valley before presenting the 
mausoleum at Castillo de Huarmey. He recounts the discovery process in detail and then 
proposes a reconstruction of the funerary ritual, providing a detailed explanation of the 
architectural techniques used when establishing similarities with strategies that originated in 
the Ayacucho highlands. The essay by Patricia Przadka Giersz focuses on the description and 
analysis of the grave goods found in association with the sixty noble women placed in the 
mausoleum, and raises issues regarding the role these women would have had in Wari 
society. Given the many textile-associated elements found in the burial chamber, Przadka 
discusses the relation these women had with weaving based on an interpretation of Colonial 
documents.

This section also includes a selection of the most representative objects discovered in the find 
that connect with the arguments developed by Giersz and Przadka Giersz. These sets are 
presented as a catalogue with descriptions written by Giersz and Pimentel, alongside 
photographs of the pieces in context and other contextual figures.
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The essay by Krzysztof Makowski reviews how the religious or ruling elites in ancient 
societies made their power visible. Makowski compares the Old World cultures and the pre-
Hispanic Andean cultures with the evidence provided by burial contexts and architectural 
forms. He then describes the main elements in Wari art that identify the elites in lineages, 
including the headdresses, the unku or shirt, and face paintings. With this background, 
Makowski raises questions that have yet to be answered regarding the status and the identity 
of the noble women buried in the multiple chambers of Castillo de Huarmey.


The essay by Wieslaw Wieckowski, who is in charge of the bio-anthropological studies of the 
PIACH, presents the preliminary results of the study of the human bone remains found in the 
mausoleum during the 2012-13 field seasons. Having materials that were found intact 
presented new possibilities for the study of the burial process of these women, issues that 
Wieckowski addresses with a preliminary interpretation. The essay likewise includes 
preliminary results regarding the sex, age, and evidence of pathologies found in the bone 
remains of the individuals buried in the chamber.


The studies undertaken by members of the PIACH are complemented by guest contributions, 
like the essay on the mausoleum’s metal objects prepared by María Inés Velarde and Pamela 
Castro de la Mata. The significance of having an elite Wari context with a rich and varied 
repertoire of metal objects lies in that it is a crucial opportunity with which to enrich the all 
too scant metallurgical corpus of the Middle Horizon. This study describes and analyses the 
techniques used to manufacture the different types of objects like earrings, tupus and copper 
plaques, as well as the wide range of weaving artefacts present in the chamber, as it outlines 
possible hypotheses regarding the relation between the metallurgical industry of Castillo de 
Huarmey and other Middle Horizon industries.


Gary Urton, a North American scholar dedicated to the study of Andean khipus, collaborated 
with the project with a study of the two khipus found at Castillo de Huarmey in association 
with the floor of a Wari ceremonial enclosure. Urton frames the analysis of these specimens 
within the small corpus of khipus associated with the Middle Horizon, and relates them with 
the two traditions that would have coexisted in Wari times, emphasising the value of the fact 
that these are the only two specimens dating to this period that were found in a scientific 
excavation.


Similarly, Marcela Rosselló explains the approach to the conservation work carried out on the 
silver objects found in the mausoleum. This set includes ear ornaments, knives, rings, bowls, 
and spindle whorls. Rosselló addresses the presence of corrosive elements on silver objects 
due to their long exposure to the Earth’s contents and humidity. Finally, Carmen Thays’ 
contribution to this volume focuses on a formal and technological description of the textiles 
the PIACH recovered throughout its various field seasons in 2010-13 (see Figs. 216 - 229). 


Both the exhibit and the present volume, which see the light just a year and a half after the 
discovery, are considered preliminary contributions which provide an overview of the 
research currently underway by the PIACH. These studies will engender new debates and 
further discussions of contemporary issues that are still relevant in Andean archaeology. This 
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ongoing project is a new endeavour our museum has undertaken that seeks to contribute to 
studying pre-Hispanic art and archaeology. It will thus allow us to establish and consolidate 
the crucial—but unfortunately not always present— connection between research and the 
community.
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Pardo, C. and J. Rucabado ‘Moche y sus vecinos. Reconstruyendo identidades. 
Introduction’ in Pardo and Rucabado (eds.), Moche y sus vecinos. Reconstruyendo 
identidades. Lima: Museo de Arte de Lima, 2016, 17-21.


In their search to understand and define their place in the world, human groups have 
developed various strategies to adapt to their context across time. This process has led 
societies to organise themselves, interact and integrate into multiple collectivities, which has 
led to the creation of boundaries -being this real or imaginary- and a collective identity based 
on the need to differentiate from strangers or outsiders.


This identity can take the form of a complex system of symbols expressed in different forms 
such as language, emblems, monuments, landscapes, rituals, dress, food, and the various 
intentional modifications that can be made to the human body. They, in turn, take hold in 
situations of competition, whether for negotiation of territories, resources or control over 
individuals or even in disputes over

the recognition of privileges based on beliefs, reason or collective memory. Although the 
topic of otherness or the "foreign" in Andean archaeology has been addressed in several 
studies, this is the first time it has been proposed as a central theme for an exhibition research 
project.


This volume brings together a selection of essays dedicated to the Moche, a culture that 
developed on the northern coast of Peru during the first millennium A.D., and their complex 
relationships with neighbouring, mostly highland, communities. This was the case of groups 
that migrated from the Recuay and Huamachuco to the temperate climate zones of the valleys 
of Moche, Viru  Santa and Nepeña at the beginning of the Early Intermediate Period and 
those high Andean groups from Cajamarca who would have come down to participate in the 
funerary ceremonies at sites such as Huacas de Moche and San José de Moro during the 
Middle Horizon Period (600-900 AD).  Through the visual narratives captured in artefacts 
from public collections and archaeological finds, this project aims to convey the discourses 
elaborated by the Mochica people on the formation of their collective identity. This process 
demanded constant relations of conflict and negotiation with other groups. The recognition of 
common ancestors and enemies, retained in the collective memory and revived through myth 
and rituals, allowed for the cultivation of feelings of belonging to the group, reinforcing the 
experience of what it meant to be Mochica.


The volume, which is being published on the occasion of the exhibition at the Museo de Arte 
de Lima, brings together five essays and a catalogue raisonné of outstanding objects written 
by Peruvian and North American scholars who have been studying the topic of the “foreign” 
within the Moche from different lines of research.


The first essay, by Julio Rucabado (Pontificia Universidad Católica del Perú), explores the 
possibility of reconstructing a collective identity of the moche by establishing the relationship 
and differentiation with other neighbouring ethnic groups. To do so, he proposes a re-
construction of the history of occupation in the Moche before state consolidation, 
emphasising on the migratory movements from the highlands and the interethnic relations as 
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a background for the establishment of later mythical and ritual discourses. For example,  it 
explores the problematic artistic representation of ritual battles, focusing on the difference 
between those images that refer to Mochica warriors and those who belonged to foreign 
groups. On this basis, he articulates the relations of conflict and violence with the scenarios 
of negotiation and intergroup encounters, explaining them as part of the narrative courses 
developed around the mythical figure of Ai-Apaec.


Taking into account temporal and geographical the variation of the visual representations of 
Mochica art,  the author distinguishes the topics and structure of the early narrative discourse 
from those developed in later times. Finally, he argues on the possible identities of the 
“other”, both in the mythical dimension as well as the real one expressed  at the level of the 
Moche group relationships with their neighbours.


The contribution of George Lau (University of East Anglia) consists in exploring the 
intercultural relations that must have existed between the Mochic and Recuay societies, as an 
example of the forms of otherness that have been identified in the societies of the past. After 
outlining the general and particular characteristics of each group, he identifies those elements 
that show the existence of contacts. In architecture, the presence of recuay sites -some of 
them fortified- in the middle and high valleys as transition spaces show possible connections 
with the purpose of accessing from the coast to the highlands, or vice versa. He points out 
that although the trade of sumptuary objects would have been entirely restricted, both 
societies would have shared some aspects of their cosmology, such as the use of elite 
ceremonial rituals, which are verified in funerary contexts, as well as the representation of 
sexual scenes and the image of the Lunar Animal, also known as the Recuay Dragon. This 
element has been extensively studied and debated in Andean archaeology.


On the other hand, the essay of Santiago Uceda (Huacas de Moche Archaeological Project - 
National University of Trujillo) displays the evidence from discoveries made in the Huacas 
de Moche that offer relevant information to understand possible contacts, influences and 
presence of individuals belonging to foreign groups inside the same ceremonial centre. He 
points out that the discovery of two funerary contexts in the Huaca del Sol with the presence 
of Cajamarca Costeño style ceramics does not imply evidence of clear relations between the 
Mochica society and foreign groups, but rather, probably, a later occupation that took place 
the Mochica period.


Luis Jaime Castillo (Pontificia Universidad Católica del Perú) and Solsiré Cusicanqui 
(Harvard University) examine the evidence of  Cajamarca in the Mochica funerary contexts 
of the San José de Moro site in the Jequetepeque valley. The study is based on the argument 
that coastal societies mainly lived away from the populations settled in the highlands and 
cloud forests, except for encounters from the highlands to the coast (rather than vice versa) 
that would have occurred in specific periods. After describing the five periods in which the 
interaction between Mochicas and Cajamarcas has been confirmed, it emphasises the 
importance of seeing when and how Cajamarca ceramics appear at the site of San José de 
Moro, which would be the material evidence of a relationship whose nature is still under 
debate. The study concludes by reinforcing the idea that Cajamarca only acquired greater 
presence in the Jequetepeque valley around 850 A.D., after the Mochica collapse, while in 
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previous periods, it coexists with other styles in the Late Mochica texts, and that the nature of 
these contacts can only be understood by studying of contexts from the highlands.


The work of J. Marla Toyne (University of Central Florida), John Verano (Tulane University), 
Christine White (Tulane University) and Fred Longstaffe (University of Western Ontario) 
presents the results of the bioarchaeological studies of the sacrificed victims found in Plazas 
3A and 3C of Huaca de Luna, which were carried out with the aim of finding out their 
provenance, and thus determine if they were individuals that belonged to a local population 
or to foreign groups. The study was carried out by analysis of stable oxygen isotopes in the 
skeletal and dental remains of a sample and their research to determine whether they 
belonged to a local population or foreign groups.


The study was carried out by analysing stable oxygen isotopes in a sample's bone and dental 
remains, and comparing it with a sample taken from the local population. They argue that the 
variability of the results obtained would suggest that the sacrificed individuals could have had 
diverse origins. Although it seems that most of them belong to local individuals, some of 
them have foreign origins, as well as to populations that have migrated throughout their lives. 
migrated throughout their lives.


Finally, Lisa Trever's (University of California, Berkeley) contribution to this publication 
consists of a reflection on the images that suggest highland environments in the mural 
paintings of the Mochica ceremonial centre of Pañamarca. The location of Pañamarca in the 
narrow Nepeña valley, which borders the area of recuay influence, may have served as a 
ritual space of confluence between the two societies. 


The exhibition, whose narrative is based on the contents of this publication, has been 
presented in two main sections. The first, which introduces the exhibition, presents four 
modules focusing on the relationships between the Mochica society and foreign communities, 
which surround a space in the centre of the gallery displaying the foundation of the Mochica 
cosmovision and system of beliefs. The four themes addressed are: ritual battles between 
Mochica and foreign warriors, the iconographic relationships between the Mochica and 
Recuay styles, the negotiation scenes that refer to possible links with Cajamarca, and finally, 
the representation of foreign characters associated with the undomesticated world. The 
second section presents a journey through the mythical narrative through a selection of 
images from the Early Mochica and Late Mochica periods, showing the vicissitudes of the 
Mochica hero Ai-Apaec in his struggles and conquests in distant territories.


 This edition can be seen as a new step towards understanding the complex phenomenon of 
identity in its multiple dimensions, a task undertaken here by a group of researchers 
committed to clarifying the possible relationships between the various ethnic groups and the 
early state formations on the northern coast of Peru. This study also offers the possibility of 
situating ourselves in a historical context prior to the arrival of other foreign groups in the 
region, such as the Wari, the Incas, and finally the European society, giving way to an 
eventful history of wars, of power and subjugation, and of encounters and disagreements.
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Pardo, C. and P. Fux. ‘Nasca. An Introduction (1) in C. Pardo and P. Fux (eds.) Nasca. 
Lima: Museo de Arte de Lima, Lima - Rietberg Museum, Zurich, 2017, 23-33. 


Two years before Julio C. Tello’s major discoveries on the Paracas Peninsula (2) Inca 
magazine published a photograph of a watercolour painting of a ceramic vessel, accompanied 
by the caption “Nazca: The supreme deity depicted on a clay pitcher”. The piece displays a 
figure with a diadem, whose human face is partially hidden behind a mask, while the body is 
completely covered with motifs of heads, fruits, snakes, and mythical beings. (3)


Currently held by the Museo Nacional de Arqueología, Antropología e Historia del Perú, this 
vessel is a perfect example of why Nasca art has always drawn attention, and why it 
continues to be one of the most important and enigmatic of Peru’s pre-Hispanic cultures. 
Using symbols in the form of fruits, animals, human beings and supernatural figures, heads, 
and other, more synthetic motifs, Nasca art captures the nature of the environment in which 
this culture developed on Peru’s southern coast between 200 BC and 650 AD -five hundred 
years before Inca domination and nearly a millennium before the arrival of the Spaniards in 
South America-. It expresses these people’s strategies for overcoming the scarcity of water 
and the aridity of their habitat, the two significant challenges they had to address to survive. 
When speaking about the Nasca, however, it seems nearly impossible to untangle them from 
the Paracas (approximately 800-200 BC), their direct predecessors. Ever since Julio C. Tello 
named this culture based on his discoveries in the 1920s, the discussion regarding the 
boundaries between Paracas and Nasca has been the subject of intense debate. While an 
initial history of the Nasca had already been pieced together by 1923, scientific work in the 
area would take some time to develop.


As Andean archaeology became increasingly professionalised, the investigations undertaken 
in the following decades would be decisive in providing knowledge of this culture. The 
Nasca were imagined by archaeologists based on interpretations of ceramics, textiles, and 
geoglyphs, (4) without considering a broader social framework. (5) It would not be until the 
1980s, with the emergence of interdisciplinary projects, that the culture’s actual dimensions 
and complexity would be understood. This exhibition and the book that accompanies it bring 
together the work of a wide range of scholars who have dedicated themselves to studying the 
Nasca as part of ambitious investigative research

projects.


The Evolution of Studies on the Nasca


The chronicles and documents from the Colonial period (sixteenth through nineteenth 
centuries) offer little information on the Nazca region. The earliest known historical reference 
is that made by Pedro Cieza de León around 1547, in which the Spanish chronicler mentions 
that “in the main valley of this Nazca region, there were great edifices with many deposits, 
which the Ingas [sic] had made... Throughout all of these valleys, and all of those through 
which they pass, runs the beautiful and great road of the Ingas, and in some parts of the dunes 
there are signs so that they could keep to the path that they were to follow”. (6) The Peruvian 
archaeologist Toribio Mejía Xesspe, on the other hand, cites a document by a corregidor 
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named Luis de Monzón, who, in 1568, spoke of the existence of “ancient” roads in Nazca, in 
an apparent reference to the lines that form part of the system of geoglyphs.(7)


The references to myths documented during the Viceregal period as part of the Catholic 
Church’s campaign for the “extirpation of idolatries” reveal the existence of a deity known as 
the god Kon. The historian and priest Francisco Lopéz de Gómara, who most likely wrote 
about the New World from Europe, describes this god as a flying, boneless figure who turned 
the fertile valleys of the south into arid deserts out of displeasure. (8) Kon is said to have 
engaged in a struggle for power with the god Pachacamac, and is responsible for punishing 
the population with the absence of rainfall. Kon might be identified -as María Rostworowski 
argued- with the figure depicted in the textiles and ceramics from the start of the Early 
Intermediate period (approx. 200 BC-650 AD) on the southern coast. The lines and geoglyphs 
on the pampas of Palpa and Nazca might likewise be explained as ritual elements created to 
be observed from the sky, where the deity lived. (9) Today, however, we know that the 
geoglyphs can be viewed from ground level.


What is certain is that over the following centuries, the region was scarcely studied, and the 
full extent of the geoglyphs was not known until well into the twentieth century, when aerial 
photography arrived in Peru in the 1930s. (10) the German scholar Max Uhle (1856-1944) 
undertook the first scientific investigations on the southern coast in the early 20th century. 
However, even though the archaeological studies of this region officially began with Uhle 
-who was responsible for introducing new scientific concepts to the Andean region- the 
construction of Nasca history had already started decades earlier, with the formation of the 
first private collections. Such is the case of the Lima-born doctor José Mariano Macedo 
(1823-1894) or the Cusco-based collector Ana María Centeno (1832-1874), whose interest in 
antiques led them to amass significant collections which they opened to the public, sharing 
their ideas through their international social networks and expanding their knowledge by 
travelling the world (fig. 2). (11) These erudite and cosmopolitan figures (12) blazed the path 
before the birth of archaeology, making them crucial actors in the history of Andean scientific 
archaeology, specifically about Nasca.


During those years, various collections made their way out of Peru. We know that starting in 
1876, Macedo exhibited his archaeological collection at his private residence in Lima,(13) 
before taking it to Europe, where he organised an exhibition/sale in Paris in 1881. The 
collection was later acquired by the Königliches Museum für Völkerkunde, now the 
Ethnological Museum of Berlin, in 1884 (fig. 3).(14) This occurred during the War of the 
Pacific, and it is said that one reason Macedo sold his collection was to prevent it from being 
confiscated by the Chilean occupying forces.(15) Uhle’s first encounter with Nasca must 
have been precisely through this collection.


On the other hand, the German textile entrepreneur Christian Theodor Wilhelm Gretzer 
(1847-1926), to name just one example, acquired an important collection of textiles, which 
would also end up in Germany. (16) While the Nasca ceramic pieces from the Macedo 
collection may not have been the first to make it to Europe,(17) they were the first to attract 
the interest of researchers. Pieces from the Centeno collection, also acquired by the 
Ethnological Museum of Berlin in 1888, drew the attention of the young Uhle. At this time, 
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Berlin was probably the most crucial hub for the academic study of Latin American cultures, 
an interest that may have been sparked by Adolf Bastian (1826-1905), the founder of the 
Ethnological Museum and Max Uhle’s superior. (18) It was thus that Nasca –without even 
having been yet designated by that name– entered the sphere of scientific studies based on 
these early collections, which form a decisive chapter in the history of Andean archaeology. 
Thus, Nasca would be one of the first cultures to attract scientific research interest. This was 
undoubtedly true of Uhle, whose early work for the Ethnological Museum of Berlin 
concluded following his first trip to Bolivia and Peru in 1884. He was then hired by the 
University of Pennsylvania and later by the University of California at Berkeley, where he 
was charged with forming collections for the institution. In 1896, he returned to Peru to 
explore Ancón and Pachacamac. He would not make it to the southern coast until late 1900. 
At first, he explored sites associated with later periods. Finally, in January, he arrived at 
Ocucaje, in the Ica Valley, where he discovered several funerary contexts associated with 
Nasca ceramics. It was the first investigation to apply scientific methods of excavation and 
documentation, a significant achievement that allowed him to finally establish a context for 
the collections that had initially inspired him. (19) At the same time, he was able to flesh out 
the timeline that he had already begun on the central and northern coasts.


With the funding he obtained from the American philanthropist Phoebe Apperson Hearst, one 
of the main benefactors of Berkeley, in 1905, he acquired a group of pieces from local 
collections that had initially come from excavations in Nazca and Palpa –most of them 
undocumented–(20) that would later be displayed at the Hearst Museum of Anthropology at 
the university. (21) Uhle would become the first person to give Nasca a name, describing it as 
“Proto-Nasca.” His legacy opened the doors to later investigations in the region. But Uhle not 
only introduced archaeological methods; he also subscribed to historical/cultural theoretical 
concepts that caused him to view and understand his findings in a particular way. It should be 
noted here that archaeology, like all sciences, is defined by the theoretical models of its time. 
In Uhle’s case, the model of cultural diffusion was decisive. He argued that the Nasca had 
adopted their artistic achievements from the high cultures of Mesoamerica, basing his theory 
on characteristic Nasca depictions that he interpreted as the feathered serpent typical of 
ancient Mesoamerican mythology. Years later, Julio C. Tello (1880-1947) would dispute this 
theory, arguing that Andean cultures such as Nasca were local developments. In 1909, Uhle 
met Alfred Kroeber, who would achieve significant results studying the collections that Uhle 
had formed. He would later undertake a series of excavations at Cahuachi, partly to resolve 
questions that had remained unanswered after the analysis of the ceramics that Uhle had 
bought for Berkeley. Kroeber’s works would attract researchers such as Anna Gayton and 
William Strong to Nazca. In the 1950s, Strong would undertake an ambitious excavation 
project in the Ica and Nazca Valleys, which included material from Cahuachi, now held in the 
collections of Columbia University. (22) By the time Julio C. Tello began his explorations on 
the southern coast around 1915, Max Uhle had already left the country. On his first 
expedition to the zone, Tello found that looting archaeological sites and selling collections 
outside Peru had increased considerably. (23) This plundering, which had begun toward the 
end of the nineteenth century, seems to have intensified following Uhle’s discoveries. Indeed, 
his scientific achievements seem to have had unintended negative consequences, such as 
drawing unwanted attention and sparking the interest of collectors and museums around the 
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world, as well as local antiquarians such as Alexander, Jancke, Ringold, Welsche, and 
Brignardello. (24) 


When scientific investigations finally began in 1925, there were already more than one 
hundred textiles in the Paracas Necropolis style –a tradition closely related to the origins of 
Nazca– held in public and private collections, both in Peru and abroad. Around this time, the 
Peruvian intellectual and politician Javier Prado Ugarteche started to assemble his collection 
of pre-Hispanic objects, which would be donated four decades later to the recently founded 
Museo de Arte de Lima. Of the nearly six thousand pieces donated to the museum, 
approximately one thousand were Nasca. Many of those pieces now form an important part 
of this exhibition (see Cats. 16, 17, 20-22, 28-31, 47-49). Even though Prado left no records 
regarding the pieces’ provenance, nor from whom he had acquired them, a report published 
by Tello and Mejía Xesspe in 1926 notes that Pompeyo Maldonado and Felipe Morales were 
responsible for forming the “collection held by Zúñiga, which then fell into the possession of 
the late Javier Prado...” (fig. 4).(25) After running the archaeological department at the old 
Museo Histórico Nacional and carrying out expeditions commissioned by the Universidad 
Nacional Mayor de San Marcos in 1924 Tello was named director of the new Museo de 
Arqueología Peruana, which was created thanks to the acquisition of the collection formerly 
owned by the businessman Víctor Larco Herrera. In forming collections for the new museum, 
Tello and Mejía Xesspe –his main disciple– made note of numerous private collectors 
interested in selling their collections to the government. We do not know if those 
arrangements ever came to fruition. (26) Although the interests of the German scholar 
Heinrich Ubbelohde-Döering were mainly centred on the cultures of northern Peru, his 
earliest investigations were conducted on the southern coast. After studying history and 
geography in Munich and later anthropology in Marburg, Ubbelohde-Döering would be 
introduced to the cultures of the Americas by the ethnologist and Mesoamericanist Walter 
Lehman. The pair would have access to the collection of Nasca ceramics formed by Eduard 
Gaffron, inspiring them to put together a manual on Nasca iconography. (27) In 1931 and 
1932, Ubbelohde-Döering travelled to Peru for the first time. According to reports by Gerdt 
Kutscher, Ubbelohde-Döering carried out investigations in the districts of Huayurí, Cahuachi, 
Estaquería, and Las Trancas, where he excavated several elite tombs. (28) Following the 
major discoveries made on the Paracas Peninsula and the great interest they attracted, Tello 
oversaw new investigations on the southern coast between 1925 and 1926. As part of the 
work plan established by the recently founded Museo de Arqueología Peruana, excavations 
were carried out in the cemeteries of Ocongalla, Majoro, Tierra Blanca, Aja, Achaco, and 
Soisongo, according to Tello and Mejía Xesspe, “to identify the different styles existing in the 
Nazca cultural complex”. (29) The expedition of 1927 to the Ica region was organised to 
gather collections for the Ibero-American Exposition of Seville in 1929. That year, work was 
performed at previously excavated sites, as well as at Pacheco, where important ceramics 
associated with the Middle Horizon period were recovered (fig. 5). During one of these 
expeditions, Toribio Mejía Xesspe rediscovered the geoglyphs, which had lain forgotten for 
centuries. Starting in 1939, when this rediscovery was announced at a meeting of the 
International Congress of Americanists (30), the lines took on enormous importance not only 
as a subject of academic interest but also as a symbolic element in the popular imagination. 
For a long time, research dedicated to clarifying the nature of the lines and geoglyphs of 
Nazca and Palpa was conceived as a separate matter from investigations into Nasca culture. 
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This division did little to help understand the geoglyphs about the development of Nasca 
society, a situation that has gradually changed in more recent academic production (see 
Lambers and Sakai in this volume).(31) It was Professor Paul Kosok of the United States, 
however, who would be responsible for the first scientific research into the geoglyphs, also 
known as the “Nasca Lines.” He had begun his investigations in northern Peru to study 
ancient irrigation systems, but he soon became interested in Nasca. Initially, he believed the 
lines might have been used as irrigation canals, but he later verified that they were not deep 
enough to have fulfilled such a function. After mapping the lines and discovering the 
existence of figures, Kosok became the first to suggest that they may have formed part of an 
ancient astronomical calendar. (32) With the help of his interpreter, a young German 
mathematician named María Reiche, he would continue with the painstaking task of 
measuring the lines and figures. Until she died in 1998, Reiche would carry out the arduous, 
selfless labour of protecting the lines from her modest home in San Pablo, in the Ingenio 
Valley, for over half a century. (33) The hypothesis of the astronomical calendar remained 
popular for several decades until the emergence of studies that argued for a different 
interpretation, centred on the idea that the geoglyphs had a ritual function. In the 1980s, 
archaeologists began to consider the cultural context in their efforts to grasp the nature of the 
geoglyphs. They observed, for example, the relationships between the settlements, the 
landscape, and the geoglyphs, bearing in mind discoveries that revealed the performance of 
different activities on top of the drawings. Johan Reinhardt, for example, associated them 
with sites used for the cult of fertility. In contrast, others such as Anthony Aveni based their 
theories on ethnographic and ethnohistorical evidence, proposing an interpretation of the 
lines as a centre with “rays” tied to strategic points for water sources.(34) Currently, the 
investigations led by Karsten Lambers and Masato Sakai –whose contributions can be found 
in this volume– propose new perspectives on the geoglyphs, thanks to the application of new 
technologies. After Tello’s expeditions, studies on Nasca diminished drastically until such 
investigations were again taken up in the 1950s by U.S.-based academics. In 1952 and 1953, 
William Duncan Strong, a student of Alfred Kroeber (35), undertook a series of 
investigations in the Ica Valley and the Río Grande Valley in Nazca, commissioned by 
Columbia University, to apply -for the very first time in the region- detailed techniques of 
pros- section, stratigraphy, and settlement patterns.(36) During these same years, the 
University of California at Berkeley team also organised a new expedition led by John Rowe, 
with the participation of Dorothy Menzel, Lawrence Dawson, and others. They carried out 
prospections and excavations in the valleys of Ica, Nazca, and Acarí as part of a research 
project that sought to provide more details on the region’s chronology based on changes 
observed in ceramics. (37). Starting in 1957, new settlements were found in the Nazca region, 
and it was at this time, Strong performed the first systematic studies at domestic sites. (38) 
Stratigraphy made it possible to verify the relative chronology established based on pieces 
lacking context. John Rowe and his collaborators proposed a detailed chronology of Ocucaje-
Paracas ceramics, while Lawrence Dawson did the same for the Nasca culture.(39) These 
studies were decisive for later undertakings, not only for archaeology on the southern coast –
including some of the authors included in this publication– but also for other areas in the 
Andean region.


Donald Proulx is one of the leading figures related to iconographic work on Nasca. As a 
disciple of John Rowe and Lawrence Dawson, Proulx studied Nasca ceramics and 


152



iconography through the collections formed by Alfred Kroeber. Proulx’s main contribution 
was the creation of the most complete and representative archive of visual images associated 
with Nasca. (40) This platform has been the basis for most pre-Hispanic iconographic studies 
on Nasca. In the 1980s, investigations were again carried out in Nazca, although they were 
limited in many ways by the terrorism that paralysed the country during those years. Note 
must be made here of the work of Patrick Carmichael of the University of Calgary, for 
example, who has been studying Nasca iconography for nearly three decades, ever since he 
began with the analysis of over two hundred funerary contexts from the Nazca and Ica 
Valleys as part of his doctoral thesis (see Carmichael’s essay in this volume).


While Nasca has attracted the attention of tomb robbers, collectors, and -last but not least- 
archaeologists, all of this interest was focused on the striking artistic quality of its material 
culture and the impressive dimension of the geoglyphs. As a result, the possibility of 
understanding the structure and functioning of the society that produced these works should 
have been addressed. The excavations undertaken by Helaine Silverman between 1984 and 
1985, however, were explicitly aimed at situating Cahuachi -the most important 
archaeological site associated with the culture- within the broader context of pre-Columbian 
cultures and the development of Nasca society. Silverman’s studies contributed important 
information on settlement patterns and consolidated ethnohistorical data that Gary Urton had 
gathered in the 1980s. Her study on the archaeological site has proven decisive in achieving a 
more in-depth knowledge of the Nasca. Starting in 1982, the Centro Italiano Studi e Ricerche 
Archeologiche Precolombiane, led by Giuseppe Orefici, undertook the Nasca Project, which 
continues to this day. The project’s initial objective was to analyse the Early Nasca ceramic 
style (approx. 50-300 AD) about the Nasca geoglyphs, to later carry out work at sites such as 
Pueblo Viejo, Huayurí, and Cahuachi. Although investigations at Cahuachi had begun in 
1984, the project started to focus its efforts on this monumental site from 1990 on (41), 
seeking to define its architectural phases and the true extent of its importance within the 
scope of Nasca society. During the 1990s, studies in Nasca experienced a revival. The most 
important have been brought together as part of this project and are

presented in this publication. The archaeologists Markus Reindel and Johny Isla, co-directors 
of the Nasca-Palpa Project, have played a crucial role in recent Nasca archaeology, as well as 
in the conception and implementation of this project. Despite the significant contributions 
described above, we must bear in

mind that archaeology continues to evolve, and there are still aspects about which we know 
little or nothing, pending further studies. However, the conservation and exhibition of 
collections allow sharing what we know about Nasca to a broader public (fig. 7).


Nasca Today: A Collaborative Project


As we have stressed, the beginnings of Andean archaeology owe much to the amateur 
collectors of the late nineteenth century, as well as the museums that acquired part of these 
collections, since it was there that plans were laid for the first foreign investigations dedicated 
to the pre-Hispanic Andean past -initially as a repository for amassing exotic pieces, 
gradually attracting the attention of scholars and scientists, and later as centres of 
investigation. Indeed, without the collection put together at the Ethnographic Museum of 
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Berlin, Max Uhle never would have been able to introduce new archaeological methods to 
Peru, nor would Tello have become the discoverer of the Paracas culture, sharing his

findings through international scientific channels.


The work carried out from museums has promoted the investigation and exhibition of Nazca 
culture. In recent years, a series of international projects has highlighted the culture’s richness 
and complexity by featuring some of its most prized objects. In 1996, the Museo de Arte 
Precolombino de Chile presented an exhibition under Nazca. Vida y muerte en el desierto 
(Nazca: Life and Death in the Desert), which included works from Peruvian and Chilean 
collections. (42) In 1998 the Museum Rietberg organised a temporary exhibition dedicated to 
Nasca, based on European collections.(43) The most recent itinerant exhibition about Nasca, 
Wonder of the World: Messages Etched on the Desert Floor, organised by Japan, was 
presented in different cities throughout that country in 2006, featuring a select group of 
pieces from Peruvian, North American, and European collections (fig. 6).


At the local level, however, few projects have been dedicated to Nasca. Indeed, the exhibition 
and publication we now present, a product of the alliance between the Museo de Arte de 
Lima and the Museum Rietberg of Zurich, is the most ambitious show of this pre-Hispanic 
culture of the southern coast ever to be organised in Peru, and probably anywhere. Locally, it 
will give Peruvians access to the results of the most recent interdisciplinary investigations 
undertaken in the Río Grande river basin and the neighbouring valleys, later travelling to the 
Museum Rietberg and the Bundeskunsthalle in Bonn. (44) 

The MALI-Rietberg alliance was forged in 2014 as a result of the collective work done for 
the presentation in Lima of the exhibition dedicated to the Chavín culture, which the Museum 
Rietberg had featured in Zurich in late 2012, with a complete selection of objects from 
Chavín de Huántar, Kuntur.

Wasi, and the most critical Peruvian collections. The starting point for this exhibition on 
Nasca was a scientific meeting of experts -curators and archaeologists- in May 2016 at the 
Museo de Arte de Lima. (45) From that point on, the exhibition’s curators worked hand-in-
hand with Markus Reindel and Johny Isla, the directors of the Nasca-Palpa Project, who form 
part of the project’s team of scientific advisors that helped to shape this exhibition and the 
accompanying book.


Thanks to the collaborations between the MALI and the Museum Rietberg, we are now able 
to present over two hundred objects that tell a story about Nasca based on the investigations 
conducted in recent years in the Nazca and Palpa valleys, as well as other regions under their 
influence. This exhibition presents pieces never exhibited before, such as a careful selection 
of Cahuachi textiles excavated by the Italian Mission in the 1990s. The project brought 
together a team of outstanding specialists headed by María Isabel Medina, who has worked 
for eight months to conserve the textiles. In addition to a representative group of Nasca 
artefacts, the exhibition includes a range of materials and objects associated with three of the 
funerary bundles excavated by Julio C. Tello at the Wari Kayán Necropolis. The three 
bundles -identified by Tello with the numbers 319, 378, and 382(46)- were selected for this 
exhibition based on their formal similarities with textiles associated with what has 
stylistically become known as Nasca (see appendix G in this volume). 
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Also on display for the first time are two funerary contexts excavated by the Nasca-Palpa 
Project at the site of Hanaq Pacha and part of the funerary bundle from an elite tomb sacked 
at the site of La Muña in Palpa (see Isla and Reindel in this volume). To offer a broader 
perspective

on the landscape and the geoglyphs, mockups of the zones of Palpa and Nasca have been 
created, with a focus on the areas with the greatest concentration of geoglyphs, based on the 
investigations done by the Nasca-Palpa Project and the team of Japanese archaeologists 
currently working on the southern coast. (47)


Nasca. The Publication


While we do not have a definite idea of what, exactly, Nasca was -given that the existing 
evidence only allows for partial approximations of what was an extremely complex society- 
this publication presents an overview of the current state of affairs, from the perspective of a 
group of experts who have spent the last several decades working on Nasca. This volume is 
divided into five sections and contains fourteen essays written by sixteen different 
contributors with varied backgrounds. The works address not only the result of excavations, 
but also present the results of archaeo-anthropological, geophysical, and climatological 
studies that apply the most cutting-edge technologies. Also included is a portfolio with a 
selection of the pieces on display, ordered by the chronology proposed in the exhibition. In 
the first chapter, Reindel and Isla introduce the reader to the geography and landscape of the 
southern coast, as well as the region’s cultural history, focusing on the complex basin of the 
Río Grande River in Nazca and how the climate changes that occurred there during the 
Holocene era influenced the zone’s pre-Hispanic population. The study offers a general 
overview of the Nascas’ way of life, including their forms of subsistence, architecture, social 
structure, and beliefs. Following their extensive work centred on settlement patterns in the 
Palpa Valleys, the authors summarise what they found at the two Nazca regional centres, Los 
Molinos and La Muña. The former is thought to have been contemporary with Cahuachi, 
while the latter took on greater relevance around the Middle Nasca period (300-450 AD) (see 
Reindel and Isla in this volume).


Elsa Tomasto-Cagigao’s contribution explores the possibility of applying bioarchaeological 
data to the study of the Nasca population. For example, based on the results of a 
mitochondrial DNA analysis, she argues that the Nasca were direct heirs of the Paracas. She 
also demonstrates how specific indicators, such as tooth enamel and variations in the 
presence of cavities, can offer valuable information on these peoples’ quality of life. In the 
case of Nazca, Tomasto-Cagigao analysed bone remains from groups of skeletons found in 
the Palpa Valley, concluding that although violence increased as the territory underwent a 
process of increasing desertification, the Nasca quality of life was better than that of their 
Paracas ancestors.


Ann Peters has been working for several years on an interdisciplinary project to understand 
the funerary practices behind the contexts found by Julio C. Tello at the Paracas necropolis. 
(48) The great diversity of the objects comprising the bundles confirms the “interculturality” 
of this discovery, and understanding that aspect is one of the primary objectives of the 
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author’s initiative. Peters has focused on the materials -blankets, shawls, turbans, ceramics, 
accessories- and the unbundling process of three funerary bundles from Wari Kayan, selected 
here because they contain textiles that bear stylistic associations with the Early Nasca period.


José Canziani compares the complex territorial conditions of the southern coast with those of 
the valleys on the northern coast to explain the limitations the Nasca society had to 
overcome. He argues that the analysis of architectural techniques and settlement patterns 
points to a limited degree of specialisation, as well as a modest investment in the manufacture 
of construction materials, suggesting that the lack of monumental constructions in Nasca may 
have been counterbalanced by the majesty of the pampa and the use of the infiltration 
galleries that were built in an unprecedented effort to bring water to the surface.


The following essay, by Katharina Schreiber, presents a complete overview of the so-called 
puquios, or infiltration galleries, one of the primary resources used by the Nasca to gain 
access to water resources in the middle valleys of Nazca, where their farmlands were located 
but where the water flowed beneath the surface. She provides a detailed explanation of how 
these puquios worked and how they were used, discussing the significant modifications that 
many of them have undergone following the conquest, and examining the history of 
investigations into these constructions, dating methods, and their current use.


Giuseppe Orefici’s contribution to this publication is focused on Cahuachi and the 
investigations carried out at the site since 1984, to understand the functions of this urban/
ceremonial centre based on the sequence of occupation, the different construction phases, the 
site’s sectors, and the most important discoveries made there. The North American 
archaeologist Kevin Vaughn presents a brief

essay on two recently studied Nazca sites, Marcaya and Cerro Tortolita, to provide more in-
depth knowledge on Nasca's daily life. This aspect is often neglected in investigations. 
Marcaya was a residential site in the Tierras Blancas Valley, home to the people who were 
thought to have created the geoglyphs and visited Cahuachi as a pilgrimage destination. 
Cerro Tortolita, on the other hand, is a ceremonial centre located in the upper valley of Ica, 
which the author describes as a smaller version of Cahuachi, and is thought to have 
functioned as a secondary Nasca ceremonial centre in Ica.

The section dedicated to recent geoglyph studies was overseen by the German archaeologist 
Karsten Lambers and his Japanese colleague Masato Sakai, with contributions from co-
author Jorge Olano. While Lambers’ studies have been focused on the geoglyphs of Palpa, as 
part of the project directed by Markus Reindel and Johny Isla, the Japanese mission has 
centred on Nazca. Lambers presents the history of the investigations into the geoglyphs, how 
they were created, the dating methods used, and finally, the hypothesis regarding their 
possible function and meaning. The work of Sakai and Olano, on the other hand, is aimed at 
learning more about the geoglyphs’ distribution on the pampas of Nazca and their associated 
materials, as well as establishing a detailed chronology that begins at the end of the Early 
Horizon period with Paracas and runs through the Late Intermediate period. The second 
contribution from Isla and Reindel in this publication is dedicated to studying funerary 
patterns, to determine the social hierarchies that existed in Nasca society. They describe three 
main types of tombs -urns, pits, and chamber tombs -along with other, more elaborate types, 
such as those found at La Muña, which -although quite heavily looted- reveal the presence of 
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figures who occupied a high social status. This is also the case with other elite funerary 
contexts, such as those found at Puente Gentil or Cahuachi.


The studies in this project dedicated to Nasca iconography were carried out by Krzysztof 
Makowski and Patrick Carmichael. Makowski’s contribution includes an introduction to 
methodologies and interpretations about Paracas-Nasca figurative art. Prior to the study, he 
presents a much-needed overview highlighting the eternal and as-yet-unresolved discussion 
regarding the denomination and meaning of “Paracas” and “Nasca.” He further suggests that 
a careful analysis of the iconography reveals a society made up of groups settled in small, 
scattered villages joined together by a religious centre located in Cahuachi, rather than a 
complex state-like organisation. With the decline of Cahuachi and the religious system it 
represented, drastic changes may be observed in the iconography, which may have resulted 
from complex social changes.


For his part, Patrick Carmichael addresses the topic of the Nasca depiction of human heads, 
going back to the origins of this practice in Paracas to establish comparisons between the 
principal deities of both pantheons, with a particular emphasis on those known as the Paracas 
Oculate Being and the Masked Being. The main argument underlying this study is that 
although Nasca culture was consolidated around Cahuachi, its concepts and practices were 
transmitted by the groups who arrived from the Ica Valley during the Paracas-Nasca 
Transition period.


María Inés Velarde and Pamela Castro de la Mata, who start the section on materials and 
technology, present the first study dedicated to Nasca metallurgy. By establishing a record of 
the small collections held in local and foreign museums, they outline a preliminary approach 
to understanding the use, function, and meaning of a tradition that either gave little 
importance to metallurgy, or did not achieve a technological development comparable to 
societies of the northern coast. The records of metals associated with the late Paracas phases 
at Ocucaje and Wari Kayan only confirm that Paracas and Nasca form part of the same 
phenomenon. In his second contribution to this volume, Kevin Vaughn explores Nasca 
polychrome ceramics as the main vehicle for depicting an ideology tied to the cult of water 
and fertility. However, unlike other pre-Hispanic societies, in which fine, decorated ceramics 
were restricted to an elite, in the case of Nasca, such ceramics appear to have had a wider 
distribution, having been used by all strata of society. Vaughn describes innovations in the 
manufacturing techniques and raw materials used, highlighting his study at Mina Primavera, 
a hematite mine used during pre-Hispanic times. Finally, Nathalie Boucherie offers an 
overview of Nasca textiles based on the raw materials, technologies used and the decorations.


found in the Nasca repertoire. Her essay is rooted in the analyses she performed on a group of 
textiles from Cahuachi that have been restored significantly for this exhibition (Cats. 
141-145).


Conclusion

Finally, we return to the aspect for which Nasca initially attracted attention: the polychrome 
ceramics, its fine textiles, and the geoglyphs that make the pampas one of the most 
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fascinating sites on the planet. Today, however, it is possible to decipher new meanings in 
these material remains, thanks to the wide-—

ranging research of multiple generations of archaeologists and anthropologists.


Nasca shows how this ancient society succeeded in overcoming the challenges posed by 
nature and formed a system of beliefs based on the need to ensure its supply of water and 
fertile lands, which were provided by the ancestors in their role as givers of life. This 
exhibition seeks to present a rigorous selection of what is doubtless one of the most exquisite 
artistic records of antiquity, in the broader

framework of the complex religious and social contexts that shaped it. We hope this project 
helps bring the wider public closer to a world that has, for a long time, seemed as distant as 
enigmatic. Through this joint effort by museums and scientists from different countries, the 
Nasca are now on the verge of coming alive once again in the contemporary imagination.


Notes


(1) In this exhibition we use Nasca with an “s” when referring to the culture, art style and society that 
inhabited the south coast of Peru between 200 BC and 650 AD, meanwhile we use Nazca with a 
“z” when referencing the modern city and valley. This publication respects the individual proposal 
of each author with respect to dates, art styles, and periodification. 


(2) One of the biggest discoveries of Tello was the Paracas necropolis on the south coast of Peru. 
While it is true that the North American archaeologist William Curtis Farabee (1865-1925) would 
have arrived at the site in 1922, probably guided by local looters, Julio C. Tello is considered to be 
the great discoverer of the site. Excavations led by Tello between 1925 and 1930 revealed one of 
the most important textile traditions of the pre-Hispanic period. More than four hundred and 
twenty funerary bundles were recovered in the Wari Kayan necropolis. The findings were 
presented at local and European exhibitions, directed by the then Museo de Arqueología Peruana, 
attracting great attention at the time. 


(3) Tello 1923: back cover picture. 

(4) Geoglyphs: engravings on the ground. 

(5) Silverman 2002: xi. 

(6) Cieza de León 1941 [1553]. 

(7) Mejía Xesspe 1940; Silverman and Proulx: 1. 

(8) Rostworowski 1993: 195-196. 

(9) Rostworowski 1993: 198-199. 

(10)Kosok 1965: xx. 

(11)See Gänger 2013a, 2014b, 2014. 

(12)Certainly these collectors knew that in eighteenth-century Europe, Carlo IV of Napoles and Sicily 

had organised the first systematic and pioneer excavations in Pompeii, the famous Roman city 
buried by the ashes of the Vesuvius volcano during a catastrophic event. This same person, once 
named Carlos III: King of Spain, directed the first explorations of the classic Mayan period ruins 
in Palenque (known today as Chiapas, Mexico). 


(13) Paz Soldan 1945: 17. 

(14) Hoffmann 2009: 71-73. 

(15) Gänger 2014a. See also Proulx 2006a. 

(16) Proulx 2006a: 20. 

(17) The first Nasca vessel would have been brought to France by a captain in 1842 according to 

Proulx 2006a: 

(18)See Koepping 1983; Höflein 2002.

(19)Ibid.

(20)Silverman 2002: 14.
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(21)Gayton and Kroeber 1927: 2-6.

(22)Proulx 2006a: 23.

(23)Kaulicke 1998: 48.

(24)Tello and Mejia Xesspe 1967: 156.

(25)Ibid.

(26)Tello and Mejia Xesspe 1967: 119. Among the collections of the south coast, we can find names 

like Pellanne, Belli, Peratta, Benavides (Ica), Cánepa and Mestanza (Pisco), and Fraccia (Nazca). 

(27)  Kutscher 1974: 259; Proulx 2006a: 23.

(28) Ibid.

(29) Tello and Mejía Xesspe 1967: 145.

(30) Melgar 2014.I

(31)Carmichael 1998: 39, 66. The enigmatic feature of the geoglyphs was triggered by studies

(32)such as that of Erich von Däniken, who postulated a series of fanciful hypotheses regarding the 

making of the lines and images in the pampas.

(33) Reiche 1993: 29.

(34) Ibid.

(35) See e.g. Silverman 1990; Silverman and Browne 1991; Clarkson 1990; Aveni 1990, 2006; 

Reinhard1986.

(36) Carmichael 1998.

(37) Silverman 1990; Strong 1957.

(38) Silverman 1993a: 27; Proulx 2006a: 23.

(39) Silverman 1993a: xi.

(40) Ibid.

(41) Silverman and Proulx 2002: xvi-xix.

(42) Orefici 2009: 18-33.

(43) Cornejo et al. 1996.

(44) Rickenbach 1999.

(45) The exhibition will be shown in Lima between June and October 2017, in Zürich between 

November 2017 and April 2018, and in Bonn between May and September 2018.

(46) The meeting took place at MALI on the 26th and 27th of May 2016.

(47) MAA UNMSM 2009.

(48) Lambers 2006. See Sakai in this volume.

(49) The project Prácticas en Vida, Presencia después de la Muerte: Lo estilístico y lo material en la 

Necrópolis de Paracas, incorporates the work of archaeologists, bioan athropologists and art 
historians to understand these contexts. See http://www.arqueologia-paracas.net.
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Pardo, C. ‘Khipu. Our history in knots at the Museo de Arte de Lima’. Introduction’ in 
C. Pardo (ed.) Khipus. Nuestra historia en nudos. Lima: Museo de Arte de Lima, 2020.


Named after the Quechua word for “knot,” khipu were the primary record-keeping system 
used in the Andean region of South America during pre-Hispanic times. In the form of 
knotted strings, khipus have been the object of study and admiration ever since they were 
disseminated to the world by Spanish chroniclers from the mid-16th century onwards. 


Khipu consists of a long cord from which hangs a varying number of knotted pendant cords, 
all of which hold valuable information. In addition to the knots, recent studies have 
demonstrated the importance of other khipu features to encode data, such as the distribution 
of colour patterns, the twist and ply of the cords, the direction in which the knots were tied, as 
well as the spacing between them. Although we now know that they were introduced by the 
Wari, it was the Incas who incorporated it as part of the administrative system of their empire. 
The Incas developed a decimal positioning system where the knots represented numerical 
values according to the position they occupied on the strings. However, khipus would also 
have been used to record narrative information, such as historical memoirs, genealogies and 
poems. 


The use of knotted cords is frequently mentioned in documents recording the conquest of the 
New World. Thanks to the descriptions of officials, religious leaders and early chroniclers, 
such as Polo de Ondegardo, José de Acosta and Pedro Sarmiento de Gamboa, and to the 
visual record of the work of Felipe Guamán Poma de Ayala and Martín de Murúa, we now 
have valuable information on the use of knotted ropes, we now have valuable information on 
the use of khipus during pre-Hispanic and early Colonial times. It is strange, however, that 
there has been no interest in investigating in detail how numerical and narrative information 
was recorded. Instead, the khipus were described as a system of recording prior to Western 
alphabetic writing, which was eventually outlawed by the Third Council of Lima in 1583.


As part of the Museo de Arte de Lima's programme of temporary exhibitions, Khipus. Our  
history in knots was opened to the public in October 2020, amidst the pandemic. Composed 
of more than sixty khipu from different collections in Peru, the show explored the nature and 
relevance of the knotted rope system in the Andes, from the pre-Hispanic period to the 
present day. Drawing on the main research conducted in archaeology, ethnohistory and 
anthropology, Khipu presents for the first time the real dimension of this system in the 
context of Andean civilisation.


The project was conceived in 2017 under the scientific direction of Gary Urton, Professor of 
Anthropology at Harvard University, and the leading specialist on the subject. Urton has been 
studying khipus for more than thirty years, and has travelled the world recording the more 
than 1000 specimens that are scattered in museums and collections in America and Europe. 
As a result, he conceived the Harvard Database Project nearly twenty years ago, an initiative 
focused on studying the known universe of Andean khipus. The database, now comprising 
some 690 specimens, is based on the notion of the archive, seeking to reconstruct the specific 
function of these assemblages in their original context. In recent years Urton has focused on 
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the study of narrative khipus, which constitute twenty percent of the known khipus. In 2018, 
Urton was awarded the Horowitz Prize by the Bard Graduate Center at the Bard Graduate 
Center in New York for his publication Inca History in Knots: Reading Khipus as Primary 
Sources, published by the University of Texas. The award recognises the best publication of 
the year in decorative arts, design history and material culture of the Americas and included 
funding for a symposium on the subject. The event, which brought together leading 
specialists in the field - some of whom are contributors to this publication - was held in 
February 2019 in New York City. 


In regards to the collection, the starting point of this project is the group of khipu formed by 
Carlo Radicati di Primeglio, a pioneering researcher in the study of the khipus, who devoted a 
large part of his life to decoding the nature of these objects, basing his hypotheses on 
mathematical analyses and on the writing systems of ancient Old World societies. His 
persistence in connecting the khipus with the written chronicles recorded by the Spaniards 
and other administrative officials during the Colonial period demonstrated that there were 
clear connections between the two records. Radicati built up a collection of more than thirty 
khipus from different periods, which was given as a long-term loan to MALI in 2016.


 In this project, we have chosen to use the term Khipu instead of Quipu, as the former is 
phonetically more appropriate to Quechua, the language used by the Incas. The written form 
Quipu/Qhipo was the Hispanic term introduced by the Spanish in the first written documents 
that record the process of Colonialism that took place after the conquest.


About the exhibition


Presented in MALI’s temporary galleries, the exhibition, which brings together more than a 
hundred objects, presents a complete overview of the study of khipu, from the historiography, 
its nature and function, to how information was organised and recorded on the cords, which 
were read by specialists, the Khipukhamayuqs. In addition, the show displays a series of case 
studies of Inca archives of khipus from sites such as Pachacamac, Puruchuco and Inkawasi on 
the Central Coast, followed by examples of the use of khipus during the Colonial and 
Republican period in the Andean ecclesiastical and community context, and finally those that 
currently fulfil a patrimonial role. Two art pieces by the artists Jorge Eduardo Eielson and 
Cecilia Vicuña close the exhibition in the form of a symbolic wink through the first 
representations of how contemporary art looks at the khipus.


Finally, the project presents a contemporary reflection on the khipu as part of a collaboration 
with Everis Peru and Chazz Design Studio. The piece consists of an interactive installation 
composed of a carpet made of organic materials through which visitors can embark on a 
virtual journey through the places where some of the khipus on display in the exhibition have 
been found.


About the publication


This edited volume, published as part of the exhibition, brings together some of the most 
recent studies on the interpretation of Andean khipus and a series of studies on specific 
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objects. It is organised into four main sections according to the period and provenance of the 
collections. 


The introduction includes a general essay by Gary Urton that reviews the history of research 
and the main findings of khipu from the Andean area, followed by a brief account of the Wari 
khipus by Jeffrey Splitstoser. The second part includes the so-called Inca Archives, which 
comprises studies by different scholars on khipu finds at various Inca archaeological sites, 
such as the case An essay of Puruchuco (Luis Felipe Villacorta and Carrie Brezine), 
Pachacamac (Denise Pozzi Escot and Rommel Angeles), Inkawasi (Alejandro Chu), 
Armatambo (Luisa Diaz) and La Laguna de los Cóndores, in Chachapoyas (Sonial Guillen).y


The third section presents two of the main khipu collections, the one in the Ethnological 
Museum of Berlin and the case of the Temple Radicati collection, based in Lima (see Fischer 
and Urton in this volume). Finally, the last section introduces the reader to the primary 
studies of khipu from the Colonial and Republican periods, written by Manny Medrano, José 
Carlos de la Puente, Sabine Hyland and Frank Salomon. Our exceptional thanks to all the 
contributors who made this edition possible. 


The realisation of an initiative of this magnitude, however, has been a challenging task but 
has required an enormous research and management effort, which was only possible with the 
collaboration of several individuals and institutions. In this regard, we would like to give 
special thanks to Zoila Helbenso, leading custodian of the Temple-Radicati Foundation, for 
the trust given to MALI from the very beginning of this endeavour by leaving the khipu 
collection formed by her uncle Carlo Radicati di Primeglio to the museum as an extended 
loan, and who has collaborated in various ways in the production of the exhibition.  Since the 
collection arrived in the museum, this unique set of objects has been the subject of exhaustive 
research involving radiocarbon dating and ambitious conservation and mounting work. We 
are also indebted to the Universidad Nacional Mayor de San Marcos through its dean, Orestes 
Cachay Boza, who has actively fostered an essential institutional collaboration.


We must thank our sponsors, which include The BBVA-Continental Foundation, Everis, Peru 
Chazz Design Studio, Minera Bateas, Fortuna Silver Mines, Instituto Cultural Peruano 
Norteamericano and Diego de la Torre for their commitment to the promotion and 
dissemination of pre-Hispanic cultures in museums. In this context, I would like to mention 
here Nelson Alvarado, Jorge Ganoza, Roberto Dañino, Javier Hoyle, Mathieu Reumaux and 
Ximena de la Torre, Alberto Servat and Charles Miró Quesada, who, from each of the 
companies they represent, contributed to the realisation of this project.  


We must also mention MALI’s Historical Acquisitions Committee, which provided an 
essential percentage of its members' annual contributions to complete the funding of the 
exhibition. In the last stages, Google also contributed to the dissemination of the project 
through its various digital platforms. VM& Studio Gráfico, who has been in charge of the 
design of this volume, collaborated in developing the visual and graphic proposal for the 
exhibition—many thanks to Ralph Bauer, Verónica Majluf and the VM& team for this 
fantastic collaboration. 
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A special thanks to the Peruvian Ministry of Culture and the museums and collections that 
have kindly lent their pieces for this exhibition. Among them are the Temple-Radicati 
Foundation, the Museo de Sitio Pachacamac, the Museo Nacional de Arqueología, 
Antropología e Historia del Perú, the Museo de Sitio Arturo Jiménez Borja - Puruchuco, the 
Proyecto Proyecto de Arte de la Cultura de Perú, and the Museo de Sitio Arturo Jiménez 
Borja - Puruchuco, Museo de la Nación, Huacones Project, Qhapaq Ñan Project - National 
Headquarters. Museo Larco, Museo Centra-Banco de Reserva del Perú, the del Perú, the 
Provincial Municipality and San Francisco de Mangas community.


As a project with clear connections between the past and the present, Khipus, our history in 
knots, we also included collaborations with living artists. The loan and editing of an 
audiovisual project by Gabriela Yepes allowed us to offer visitors the opportunity to learn 
about the use of the khipus today in the highland community of Rapaz, showing the process 
of recovery and enhancement of what is today one of the main symbols of this community. 
The Chilean artist Cecilia Vicuña made available a series of performance recordings inspired 
by the khipus, a set we exhibited in the show. Cecilia was also kind enough to donate a 
drawing to raise funds to complete the funding of the project, which we have been able to 
disseminate thanks in particular to the efforts of Alexandra Bryce and Muriel Clemens, 
chairpersons of the MALI’s Contemporary Art Acquisitions Committee and the Historic 
Acquisitions Committee, respectively. 


Finally, we owe a special acknowledgement to the team that has been working for more than 
two years to bring Khipus forward, mainly to Julio Rucabado, Katherine Román, Pamela 
Castro de la Mata, Patricia Villanueva, Valeria Quintana, Luisa Yupa, Pilar Ríos, and the 
entire MALI team. Although the khipus continue to be one of the most significant challenges 
in the study of Andean cultures, thanks to the contribution of the researchers of this project 
that we now have in our hands, the road to decoding the information contained in them is 
beginning to shorten.



163


