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HOMENAIJE
HOMAGE

En latarea de presentar ala curiosidad univer-
sal los tesoros de |a prehistoria peruana, cumple el
Banco de Crédito del Peru tal intento publicando
uno de sus clasicos libros dedicado a la Cultura
Chimu, secuencia arqueoldgica de nuestra prehis-
toria cuyos alcances en el arte, la arquitectura, las
ciencias agrarias y la politica, la hacen una de las
mas admirables preseas de la tradicion nacional.

A lavez, el tema nos da la oportunidad de ren-
dir homenaje, estavezno aun investigador egregio
ni una documentacién altamente estética, sino a
una ciudad muerta, la misteriosa urbe de Chan
Chan, la capital del rito y del mundo en la época
Chimu.

En gesto que sin duda enorgullece nuestro
espiritu la UNESCO ha incorporado a Chan Chan
en la espléndida lista de los tesoros culturales del
Mundo, designacién no frecuente y si bien por en-
tero justa, demorada por circunstancias todas ya
canceladas.

Deberecordarse que en 1967 un grupo detru-
jillanos presidido por D. Guillermo Ganoza Vargas
asumio inicialmente la empresa de tentar a poner
en valor ala mitica Chan Chan. Es sabido cuan ge-
nerosos fueron los resultados de tan distinguida in-
tencidn, entre otros de claro recuerdo fueron 6pti-
mos los frutos en el campo dela Arqueologiaconla
presencia de la Misién Harvard, la asesoria del ar-
qguedlogo peruano Francisco Iriarte, y lanumerosa
bibliografia a que esta labor trujillana, inicialmente
privada, dio oportunidad de aparecer, con estu-
dios, tesis y colecciones de mapas y planos.

Posteriormente, la obra del reconocimiento
de la UNESCO estuvo excelentemente conducida
por el Instituto Nacional de Cultura y alcanzada en
buena hora por el distinguido diplomatico Embaja-
dor D. Félix Alvarez Brun.

Sea este recuerdo muestra del respetuoso
sentimiento con que el Banco hace presente su
homenaje alareina de los seculares desiertos cos-
tefos, la sin par Chan Chan.

LOS EDITORES

Continuing with its commitment of exposing
the treasures of Peruvian prehistory to universal
curiosity, Banco de Crédito del Per( presents one
of its classic books portraying the Chimu culture
whose prehistory archaeological sequence ex-
tends into the fields of art, architecture, agricultural
sciences and politics making it one of the most
admirable and prized possessions of national
tradition.

This time homage is not paid to an eminent
researcher of a highly aesthetical documentation,
but rather to a dead city, the mysterious Chan
Chan, the ritual and governing capital in Chimu
times.

In a gesture which undoubtedly prides our
spirit UNESCO has incorporated Chan Chan to the
splendidlist of the cultural treasures of the world, a
not too frequent and an all in all wholly justifiable
designation delayed by already cancelled circum-
stances.

It must berememberedthatin 1967 a group of
Trujillan citizens presided by Mr. Guillermo Ganoza
Vargas engaged themselves in the task of drawing
attention to the value of the mythic Chan Chan.
Their generous effort was gratified with successful
results, among others in archaeology with the
arrival of the Harvard Mission, the consultantship of
the Peruvian archaeologist, Francisco Iriarte, and
the abundant bibliography to which the initially
private endeavor of these Trujillan citizens gave
rise to in the form of studies, theses and collections
of maps and plans.

The subsequent recognition of the UNESCO
was praiseworthily accomplished by the National
Institute of Culture and the good offices of the dis-
tinguished diplomat, Ambassador Felix Alvarez
Brun.

May this be a demonstration of the feeling of
respect with which the Bank wishes to pay homage
to the queen of the secular nothern coast deserts,
the unrivaled Chan Chan.

THE EDITORS
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INTRODUCCION AL RE!

(INO CE

MU

INTRODUCTION TO TE

F KINGDOM OF CE

1 territorio que sirve de escena al Reino

Chimu es dilatado. En términos generales

abarca desde Tumbes hasta Carabaillo, va-

lle del rio Chillon, puertas de Lima. Natu-
ralmente es un espacio que se va configurando poco a
poco a medida que el reino vaanexando, tierras nuevas
a las suyas propias.

La conquista mésimportante querealiza es el Rei-
no de Lambayeque cuyo territorio lo componian cinco
valles: Motupe, La Leche, Lambayeque, Zafiay Jeque-
tepeque. La zona de friccion de estos reinos parece ha-
ber sido el ultimo valle. El Reino de Lambayeque al
momento de ser dominado habia alcanzado un impre-
sionante desarrollo en muchos aspectos, sobresaliendo
en dos: hidrdulica y metalirgica. Los chimu tenian
también logros valiosos: organizacion, arquitectura,
poderio mlitar, etc. Ambos reinos poseian en comun
una clase gobernante de muy refinadas maneras. Aris-
tocracia que manejo los asuntos de estado como nego-
cio de familia. Esto refleja en una falta de centralizacion
y firmeza. Ambos reinos eran una confederacion de
sefiorios.

El reino de Lambayeque tiene un origen legenda-
rio. En tiempos remotos llega al valle del rio Faquis-
llanga un sefior llamado Naymlap. Con él viene un cor-
tejo espléndido. La esposa principal y un harem, gran-
des sefiores: el tocador de trompa marina, el maquilla-
dor, el sastre, el cocinero, el sefior que cuida el trono y
la litera, un sefior que molia conchas, para con ellas ha-
cer alfombras al paso del rey. En resumen un elenco de
ballet.

Tras pisar tierra, levantan un edificio llamado
chot, asiento y principio de un sefiorio, que dura las vi-
das de unalista de principes que van tomando posesion
del valle del rio Lambayeque y después de los valles ale-
dafios. Como columna vertebral, una genealogia de

he territory associated with the kingdom of

Chimu is extensive. In general terms, it en-

compasses the area from Tumbes south to

Carabayllo, which is located in the Chillon
River valley at the gateway to Lima. The territory under
their control grew as the kingdom of Chimu progres-
sively annexed new areas to add to those they already
possessed.

The most important conquest achieved by the
Chimus was that of the kingdom of Lambayeque,
whose territory consisted of five valleys: Motupe, La
Leche, Lambayeque, Zafia and Jequetepeque. At the
time that it was dominated by the Chimus, the king-
dom of Lambayeque had accomplished an impressive
development in various spheres of activity, with special
emphasis on hydraulics and metallurgy. The Chimus
also had notable feats to their credit in organization,
architecture, miltary power and other spheres of
endeavor. Both of these two kingdoms possessed in
common a governing class of highly refined manners;
in essence, it was an aristocracy which handled affairs
of state rather as though they were a family business.
This was apparent in the general lack of centralization,
and in the absence of firm overall control.

A legend describes the origin of Lambayeque.
Long ago, a personage by the name of Naymlap ar-
rived in the valley of Faquisllanga. He came accompa-
nied by a glittering court, as well as his favorite wife
and a harem, There was also a retinue of dignitaries: the
blower of the conch trumpet, the make-up artists, the
tailor, the cook, the court offical responsible for the roy-
al throne and palanquin, and finally an individual who
ground shells so that their powder could be strewn on
the ground as a carpet for the king. The whole gather-
ing was rather like a corps de ballet.

Immediately after their arrival, they constructed a
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nobles senores de desovilla, como una sierpe de espe-
JOs.

Al momento de sefiorear un principe llamado
Fempellac sobreviene una lluvia torrencial que dura
treinta dias y un afno de sequia después. El sacerdocio
considerale el causante del desastre natural. Lo elimina
arrojandolo al mar. El reino queda sin soberano pero
con muchos senores locales, todos miembros de una
misma familia o allegados a ella. Sobreviene entonces
un interregnum cuya duracion se ignora, hasta que un
rey Chimu domina y hace suyo el reino de Lambaye-
que.

La vida del reino Lambayeque esta ordenada por
dos valles: Chancay y La Leche. El primero fue cen-
tro agricola muy importante. El segundo se convirtio
en centro ceremonial y cortesano. Alli se edifico un in-
menso complejo de piramides que tuvo vida hasta cier-
to momento y luego, las piramides se abandonan y el

14

building called Chot. It was destined to be the nucleus
of a fiefdom which grew progressively as a succession
of princes took over first the Lambayeque River valley,
and then the neighboring valleys. Like a vertebral col-
umn, a genealogy of leaders of noble blood unravels
like a serpent of mirrors,

At the time that Fempellec was ruling, his territory
was afflicted first by torrential rain. whichlasted for thirty
days, and subsequently by a drought which continued
for a whole year. The priestly caste blamed Fempellec
for this natural disaster, and eliminated him by throw-
ing him into the sea. The kingdom was left without a
sovereign; instead, numerous local rulers, all from the
same family or related to it, ruled over their own partic-
ular local area. The duration of this sort of interregnum
is not clear; but finally a Chimu king appeared to
terminate definitively the kingdom of Lambayeque.

Life in the kingdom of Lambayeque revolved
around two valleys: Chancay and La Leche. Chancay
was a thriving agricultural center, while La Leche be-
came a ceremonial and court area, where an immense
complex of pyramids was erected. With time, the pyra-
mids were abandoned and the center of activities was
moved to the north.

The kingdom of Chimu also has a legendary his-
tory. According to ancient documents Tacaynamo, the
founder of the dynasty, arrived at the shore of the Pacif-
ic in a raft. The local population received him hospi-
tably, and incorporated him into their community.
There exists in the Moche valley, not far from Chan
Chan, a pre-Conquest monument which bears the
name of this hero of the Chimu culture. Tacaynamo is
the first of a list of lords who governed and extended
their power to the south, to the north via the Chicama
valley, and into the highland areas by means of periodic



centro se traslada mas al Norte.

El Reino Chimu también tiene historia legenda-
ria. Segun viejos papeles el fundador de la dinastia Ta-
caynamo, llega en blasa. Es recibido por los naturales
que lo aceptan e incorporan a su comunidad. Existe en
el valle de Moche, no lgjos de Chan Chan, un monu-
mento pre-hispanico con el nombre de este héroe cul-
tual. El es punto de partida de una serie de senores que
gobiernan y extienden su poder, primero hacia el sur
luego hacia el Norte, via valle Chicama, incursionando
también en las sierras.

Llegado cierto momento hacen suyo el reino de
Lambayeque alcanzando un poder y dominio verdade-
ramente asombroso. Sus fronteras al Sur estan en Cara-
baillo, practicamente en Lima. El hijo del Gltimo sefior
reinante. Minchacaman, vive en Huaura en compaiia
de su madre. Huaura muy lejos de la sede del gobierno
Chim, debio ser considerada lugar seguro para que
alli residiera, la reina madre y el principe heredero.

Este esplendor dura poco. Desde las altas mon-
tafias, descienden los incas y hacen tabla rasa de los dos
reinos; llevan preso al Cuzco a Minchacaman principe
reinante Chimu y parte de su corte. El reino Chimu
en adelante, queda incorporado al gran Imperio.

Acompanando alos ejércitos que llevan consigo el
brillante despojo, asciende la cordillera, casi invisible,
el gérmen de la descomposicion. Tras los generales vic-
toriosos van: orfebres. musicos, bailarines, tejedores,
vestidos de plumas, maquilladores, directores de proto-
colo, etc. La seduccion de todo este novedoso aparato
no tardara en importunar a la austera y marcial manera
de ser inca.

Esta es, a grandes rasgos, la imagen de ese inmen-
so y resplandeciente vaso de oro, que se llamo el reino
Chimu.

Los documentos que hablan de origenes del reino

incursions.

At a certain point, the Chimus absorbed the king-
dom of Lambayeque, They attained a remarkable span
of control and power which saw their southern frontier
reach Carabayllo, virtually in Lima. The son of their
most current ruler, Minchancaman, resided at this time
in Huaral with his mother. Now Huaura was along way
from the seat of Chimu government in the north, at
Chan Chan, so it must have been considered a suffi-
ciently safe area politically for the queen mother and the
heir apparent to live there.

The splendor of the Chimus was short-lived. From
the high valleys, the Incas swept down to the coast and
overwhelmed the two kingdoms. The ruling Chimu
prince Minchancaman together with part of his court,
was taken up to Cuzco as a prisoner. From this point
on, the kingdom of the Chimus was officially incorpo-
rated into the Inca Empire.

The victorious armies returning to Cuzco took
with them as spoils of war not only a magnificent booty
but also a social infrastructure whose departure signi-
fied the demise of the kingdom of Chimu. Those who
went included gold and silversmiths, musicians, danc-
ers, artists who embellished textiles with feathers,
make-up artists, directors of protocol, etc. The seduction
of this colorful coterie of personalities inevitably wrought
its spell upon the austere and martial way of life of the
Incas.

This is, in general terms, the image conveyed by
the kingdom of Chimu which, to use a metaphor, was
rather like an immense shining gold beaker.

The documents which describe the origin of the
kingdom of Lambayeque are to be found in the chroni-
cles written by Miguel Cabello de Valboa and entitled
Miscelanea Antdrtica. It begins as follows: “The local
people of Lambayeque, and the neighboring regions
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de, aquienllamaron Yampallec (que quiere decir figura
y estatua de Naylamp). Habiendo vivido muchos anos
en paz y quietud esta gente y habiendo su senor y caudi-
llo tenido muchos hijos, le vino el tiempo de su muerte,
y porque no entendiesen sus vasallos que la muerte ju-
risdiccion sobre el, lo sepultaron escondamente en el
mismo aposento en que habia vivido, y publicaron por
toda la tierra, que el (por su misma virtud) habia toma-
do alas y se habia desaparecido.

“Quedo en el imperio y mando de él el muerto
Naylamp, su hijo mayor Cium el cual cas6 con una mo-
zallamada Zolzoloni: y esta y en otras concubinas tuvo
doce hijos varones sefioreado muchos afios este Cium,
se metid en una boveda soteriza, yalli dejé morir (y otro
a fin de que a su posteridad tuviesen por inmortal y divi-
na). Por su fin y muerte de éste gobernd Escunain, a €ste
heredd Mascuy, a este subcedio Mulumusfan tras éste
te tuvo el mando Llamacoll, a este subcedio Lanip cum
y tras este senor Acunta.

Sucediéndola en el sefiorio Fempellec, este fue el
altimo y mas desdichado de esta generacion porque pu-
so su pensamiento en mudar a otra parte aquella huaca
o idolo que dejamos dicho auer puesto Naymlap en el
asieno Chto. Comenzd a llover (cosa que jamas auia
habia visto en estos llanos) y dur6 este diluvio treinta
dias a los cuales subcedio un afno de mucha esterilidad
y hambre; pues como a los sacerdotes de su idolos (y
demas principales) les fuese notorio el grave delito co-
metido por su senor entendieron a su culpa al que su
pueblo padecia, con hambres pluvias y necesidades; y
por tomar de el venganza (olvidados de la fedelidad de
vasallos) los prendieron y atadas las manos y pies lo he-
charon en lo profundo del mar y con el se acabo lalinea
y la descendencia de los sefiores naturales del valle de
Lambayeque”.

“Durante la vida de Cium hijo heredero de Naym-

which he had lived, and announced throughout the
land that their ruler, as a result of his virtue, had been
endowed with wings and had flown away.

“Succeeding him as the overall ruler of the
empire was his oldest son Cium, who married a young
girl named Zolzolofi. With her and with his other con-
cubines Cium had twelve sons, each of whom in turn
fathered a copious family. After ruling for many years,
Cium installed himself in a subterranean vault, and
simply let himself die (and all of this was done so that
posterity should consider him immortal and divine).
Those who followed him as rulers were, in chronologi-
cal order; Escufiain, Mascuy, Mulumusfan, Llame-
coll, Lanip cum and Acunta.

“The next ruler, Fempellec. was the last and most
unfortunate ruler of his generation, because he con-
ceived the idea of moving the idol. which Naymlap had
placed at Chot, to a new location. It then began to rain,
continuing to do so for a full thirty days (something
which I had never seen in the flat coastal areas), and
after this there came a year of hunger and drought; and
since the priests considered theact of their leaderto be a
grave sin, they blamed him for the hardships which the
people suffered from hunger, rain and shortages. In re-
venge, they tied his hand and feet and threw him into
the depths of the sea. So it was that with his death, there
came to an end the line of succession of the rulers of the
Lambayeque valley area.

“During the lifetime of Cium, the heir of Naym-
lap (who was second to Naymlap in importance in
these valleys), his sons dispersed, taking with them
many people. They moved away to rule other valleys.
Nor to the Cinto valley, Cala to Tucume, others to Co-
llique and different regions. The lord Llapachillulli,
whom we have previously mentioned as being highly
regarded by Naymlap both for his bravery as well as for
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lap (y segundo senor en estos valles) se apartaron sus

hijos (como dicho) a ser principios de otras familias, y -

poblaciones y llevaron consigo muchas gentes. Uno
llamado Nor se fue al valle de Cinto, y Cala fue a Tucu-
me y otro a Collique y otros a otras partes. Un Llapachi-
llulli hombre principal de quien dejamos dicho haber
hecho mucho caudal el sefior Naymlap tanto por ser
valeroso quanto por se maestro de labrar ropas de ple-
muria se apart con mucha campana que lo quiso se-
guir, hallando asiento a su gusto en el valle llamado Ja-
vanca”.

“Ya queda visto como por la muerte merecida que
dieron los suyos a Fempallec quedo el sefiorio de Lam-
bayeque (y lo a el anexo) sin patrén ni sefior natural en
el cual estado estuvo numerosa repiblica muchos dias
hasta que cierto tirano poderoso llamado Chimo Capac
vino con invencible exercito y se apoderé de estos va-
lles, y se puso con ellos presidio, y en el de Lambayeque
senor y Cacique de su mano, el cual llamé Pongmassa
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his skills in fashioning vestments embellished with
feathers, established with those who chose to follow
him in the Jayanca valley.”

“As we have seen, with the well-deserved death of
Fempellec at the hands of his own people, the seat of
government of Lambayeque remained for many days
without a ruler. However, a certain powerful tyrant by
the name of Chimo Capac arrived in the scene with an
invincible army, and after taking possession of these
valleys, he took the throne, and in Lambayeque pro-
claimed a lord and cacique ruled by his hand, naming
him Pongmassa natural of Chimo.”

The documents which refer to the legendary his-
tory of the kingdom of the Chimus were discovered in
the ancient National Library in Lima, before its un-
timely destruction by fire. Carlos A. Romero, former li-
brary director, published a fragment of this history,
which he attributed to an author named Corne. The
first chapters were missing, although they were later
found and published by Father Ruben Vargas Ugarte.
This is really the most important part, since it contains
the information relating to the origins of Chan Chan. It
states that “its origin is unknown except that the ruler let
it be known that he was a great lord, sent to govern this
land... from the other side of the sea.

“The yellow dust used in ceremonies, and the tex-
tiles used to cover the most intimate parts of his body,
were made of a cotton that is well known in the region
that stretches along the coast between Payta and Tum-
bes; from this, we can infer that this Indian lord did not
come from far-off regions. This Tacaynamo had a son
named Guacri-Caur, who acquired greater power than
his father in the course of conquering the Indians and
important leaders of this valley. He in turn had a son
who was called Nacen-Pinco, who subdued the upper
part of the valley up to the sources of rivers in the Cordi-



natural de Chimo”.

Los documentos que se refieren a la historia legen-
daria del reino Chimu fueron descubiertos en la anti-
gua biblioteca Nacional de Limaantes de su incendio y
destruccion. Don Carlos A. Romero Director de la Bi-
blioteca, publico un fragmento de esta historia atribui-
da a un tal Corne faltaban los primeros capitulos que,
mas tarde, fueron hallados y publicados por el P.
Rubén Vargas Ugarte. Esta parte es la mas importante,
pues contiene los origenes del Reino Chimu. Dice lo
siguiente: “No se sabe de donde vino ese... a excepcion
de que ¢l los dejo entender era un gran sefior... que
habia mandado a gobernar esa tierra... desde otro lado
del mar.

Los polvos amarillentos que el usaba en sus cere-
monias y las telas que llevaba para cubrir sus partes pu-
dorosas eran de algodon bien cocido en esa region a lo
largo de la costa entre Paytay Tumbes, de lo que se pre-
sume que ese indio no venia de regiones muy lejanas”
“Ese Tacaynamo tenia un hijo que era llamado Guacri
Caur, que adquirio mas poder que su padre, conquis-
tando los indios y los hombres importantes de este va-
lle. El tuvo un hijo que era llamado Nacen—Pinco que
conquisto la parte superior del Valle hacia los manan-
tiales de los rios de la cordillera, asi como invadio la
costa hasta un pueblo llamada Mayao donde esta
actualmente la Villa de Santa, 18 leguas hasta Pacasma-
yo cerca de la Villa de Sana a 24 horas de la ciudad.

Después de ese Guacri—Caur, 7 jefes le sucediron
en orden, todos ellos sus hijos y descendientes de la
costa hasta Carabaillo y Tumbes, mas de 200 leguas de
terreno. En este tiempo el Incallamado Topa Yupanqui
llegd desde el Cuzco con un gran ejercito de hombres
armados y conquisto toda la costa y se hizo sefior de to-
da la tierra de Minchacam, matando a muchos indios y
llevando el oro y plata y muchas cosas que tenia. El hi-

llera, and also invaded the coast. He gotas far as a small
village by the name of Mayao, where the town of Santa
is presently located; it is eighteen leagues to Pacasma-
yo, near to the town of Sana, at a distance of twenty four
leagues from the city.

“After Guacri-Caur, seven chiefs succeeded him in
order. They were all sons of his descendants who came
from the coastal area between Tumbes and Carabaillo,
an area of some two hundred leagues of territory. At
this time, the Inca Topa Yupanqui arrived from Cuzco
with a strong army; he conquered the coast, made him-
self master of all the land that had belonged to Min-
chancaman, and in doing so killed many Indians and
carried off much of their gold, silver and other posses-
sions. He perpetrated the most damage in the valley of
Chimor, as a result of the resistance that he encoun-
tered, and carried off Minchancaman to Cuzco, where
he had him marry one of his daughters. Having heard
that Minchancaman had a son by the name of Chu-
mun-Caur, who lived in the Huaura valley with his
mother —who was a great lady of the valley called Chan-
quir guan guan— he had him sent for, and ordered him
to go and govern that land in the place of his father Min-
chancaman, who died in Cuzco.”

Geographically, the most salient feature of the
Peruvian coast is the Cordillera of the Andes. Which
runs parallel to the coast. The distance between the
high mountain ranges and the sea, all the way along the
coast from north to south, is generally fairly uniform:;
however, near to Trujillo the mountain chain moves
away from the coast, not so much because it changes
direction, but rather as a result of the fact that the land
moves out into the sea. The reason is the continental
shelf, which tends to be narrow in the south but which
becomes wider as it extends northwards. This projec-
tion of the shore towards the west ends when it gets to
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zo el mas grande dano en ese valle de Chimor por la re-
sistencia que encontro, y se llevd a Minchacaman a
Cuzco donde lo cas6 con una de sus hijas. Desde que
habia oido de que Minchacaman tenia un hijo llamada
Chumun—Caur y que residia en el valle de Guaru con
su madre quien era una dama de ese valle llamado
Changquir guan guan, el le mando llamar y le ordend de
ir y de gobernar esa tierra en lugar de su padre Mincha-
caman, que murio en el Cuzco.

Geograficamente el rasgo sobresaliente de la costa
peruana es la Cordillera de los Andes que corre paralela
al Litoral. Entre las altas montafias y el mar, de S.a N. la
distancia es casi constante. Al aproximarse a Trujillo,
Departamento de la Libertad, la cadena de montafias
se aleja de la linea de playas, no tanto porque ella cam-
bie de direccion si no porque la tierra se adentra en el
mar. Este mismo movimiento lo realiza la plataforma
continental, angosta al sur a medida que asciende al

Norte se hace mas extensa. Esta proyeccion del litoral

hacia el Oeste cesa al llegar a Punta Aguja, el promonto-
rio mas occidental de la peninsula de Illescas en Piura.
Asi mismo las alturas de la cordillera.declinan de S. a
N. en el Departamento de Ancash registran su mayor
altura, en medio de nieves perpetuas y descienden pau-
latinamente hacia el N. El abra de Porculla, por ejem-
plo permite un paso fAcil, nada elevado, para trasponer
los andes hacia el oriente.

Los rios que descienden de los andes al mar tienen
recorrido corto y violento pues la cordillera muy cerca-
na al litoral crea un plano inclinado. Hacia el norte,
siendo la costa mucho mas ancha, la gradiente es me-
nor y por tanto se da el caso que algunos rios no llegan
al mar.

Toda la costa es un inmenso desierto. Los rios
que, de tanto en tanto, bajan de la altas montafas crean
verdaderos oasis. Ellos son portadores de abundante li-
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Punta Aguja, which is the most western promontory of
the Illescas peninsula in Piura. At the same time, the
heights of the Andean peaks decline in altitude from
south to north. In the department of Ancash they regis-
ter their highest points, amid perpetual snow, and they
then descend gradually towards the north. The valley of
Porculla, for example, permits an easy crossing, to
move on then around the Andes towards the east.

The rivers which descend from the Andes have a
short and violent water course, since the proximity of
the mountains to the coast creates a sharp incline. To-
wards the north, since the coast tends to be wider, the
gradient is less steep, so that in some cases certain riv-
ers do not even reach the sea.

The whole coast is an immense desert. Occasion-
al rivers flow down from the mountains and create
spacious oases, formed from the plentiful mud which
induces the formation of vegetation: this is at times very
lush what A. Weberbauer calls “riverside pasture” (E/
Mundo Vegetal de los Andes Peruanos, Lima 1945).
Agustin de Zarate wrotein 1555 that “In going through
Tumbez towards midday, for five hundred leagues
along the coast and inland for ten leagues, there is no
sign of rain, thunder or lightning; all that area that lies
between the mountains and the sea, the flat area, is
very dry, because it never rains; its only support is the
water from the rivers that come down from the moun-
tains, usually atintervals of seven or eight leagues from
each other, although sometimes they are as far apart as
twelve or fifteen leagues. Along the banks of these riv-
ers, usually throughout areas of different size, there
are fresh areas: wooded groves, fruit trees and corn-
fields which the Indians plant. All of these are irrigated
by means of ditches which are filled with water from the
rivers” (Historia del Descubrimiento y Conguista del
Peri).



mo que alienta la formacion de un manto de vegetacion
a veces muy rico componiendo lo que A. Weberbauer
llama “Monte de rivera” (El mundo vegetal de los An-
des peruanos Lima 1945). Agustin de Zarate, 1555, es-
cribe “En pasando Tumbes hacia el medio dia, en espa-
cio, de quinientas leguas por luengo de costa, nien diez
leguas de tierra adentro no llueve ni truena jamas ni cae
rayo” “toda la distancia que hay desde las montanas ala
mar agora diste poco 0 mucho se llama los llanos, son
muy secos, porque no llueve jamas en ellos” “mantie-
nense apartados del agua de los rios que descienden de
lasierra”. “Estos rios estan apartados unos a otros algu-
nas veces doce o quince y veinte leguas, pero lo mas
ordinario es siete a ocho leguas...

“Por la orillas de estos rios, una legua de anchoy a
veces mas o menos” “hay muy grandes frescuras de
arboledas y frutales y maizales, que los indios siem-
bran” “lo cual todo riegan con las acequias que sacan de
estos tios”. (Historia del Descubrimiento y Conquista
del Pern).

Geologicamente, segun G. Steinmann, tres mo-
mentos formativos componen el suelo del norte del
Perti. La era arcaica representada por Illescas, La Silla
de Payta y Amotape, todos relictos de una muy vigja
cordillera maritima desaparecida en el mar. El terciario
dominante y presente por doquier y el cuaternario visi-
ble bajo la forma de los tablazos. Estas altas formacio-
nes estan compuestas por sedimientos marinos que a
finales del cuaternario emergen a la luz del dia. Encie-
rran fosiles de especies marinas de no muy antigua da-
ta mucha especies presentes en los tablazos, viven hoy
en los mares de esos mismos sitios. Los tablazos, en
suma, son levantamientos varias veces interrumpidos,
por eso tienen el aspecto de inmensas gradas de 100 y
50m. mas o menos de altura. Los Mas conocidos son:
los de Mancora, Payta, Talara y Negritos. De nifio re-

G. Steinman tells us that three formative periods
were responsible for the land area of northern Peru: the
archeozoic era, represented byIllescas, the Payta saddle
and Amotape, all of which are relics of a very ancient
coastal mountain range which long ago disappeared
into the sea; the tertiary and the quaternary which is
visible beneath the form of the plates. These high for-
mations are composed of marine sediments which
emerge in the light of day in the final phases of the qua-
ternary period. They contain fossils of marine species
that are not very old; in fact, many of the species that are
present in the plates, can still be found today, living in
the same areas. The plates, in summary, are upheavals
which have occurred at various times as the result of
terrain interruptions, and so they look like huge steps
that are about fifty or one hundred meters in height.
The best known plates are those of Mancora, Payta,
Talara and Negritos. 1 remember as a child having
collected marine fossils, which it was very easy to find
in great numbers on the floor of the Pavta shelf.

One of the most marvelous natural sights of the
north coast is that of the moon and the stars, both of
which emanate a luminosity of extraordinary beauty.
The sun, which is a powerful presence because of both
its size and the intensity of its rays, does not incite the
same admiration; the proximity of the equator creates a
very hot and suffocating atmosphere, which the sun
only increases. The moon, on the other hand, provides
unforgettable experiences. Its appearance at sunset, its
poetic presence in the night sky, and the early morning
dawn at sea - all these explain why the moon, inancient
times, was considered to be an expression of the Super-
natural. The moon was called Si; and Father Calancha,
who lived in the north, tells us that the people of the
northern valleys, as a sign of reverence, builta place of
worship with the beautiful name of Sian. which means
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cuerdo, haber realizado colecciones de fosiles marinos,

conseguidos con suma facilidad y abundancia, en el
suelo del tablazo de Payta. '

Uno de los espectaculos naturales més maravillo-
sos en la costa Norte esta dado por la luna y estrella, de
una luminosidad y belleza extraordinarias. Fl sol de
proporcion y brillo grande, no concita igual admira-
cion. La proximidad al Ecuador geografico crea un am-
biente muy célido y sofocante, que el sol contribuye a
aumentar. La aparicion de laluna al atardecer, su poéti-
co camino en el cielo nocturno y su declinacion, al
amanecer en el mar, constituyen algo inolvidable. No
es de extrafar que fuera considerada, en la antiguedad,
como expresidn de lo sobrenatural. Se le llamé Si. El p.
Calancha, que vivi6 en el Norte, dice que los valles nor-
tenos fueron muy sencibles a ella y construyeron un
adoratorio con el bello nombre de Sian, que quiere de-
cir “casa de la luna”.
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“house of the moon.”

We are generally accustomed to speak of the
moon in the female gender; not everyone in the world
does so, however. Northern Europe considers the
moon to possess masculine attributes, and certain
communities of the Amazon jungles represent the
moon as male as well. The Machiguengas, who inhabit
the tropical lowlands in the south, told Father Secundi-
no Garcia O. P. the following story: “In ancient times
there was no yucca, corn, bananas, or any of the other
many types of plants and fruits which grow today. In
those times, the Machiguengas onlyate red earth, of the
type thatis used to make pots. They toasted it and then
swallowed it like chickens because they neither had
teeth nor the knowledge of how to chew. Now it
happened, that at a certain time a young Machiguenga
girl had her period and, as custom demanded, was left
alone in a small hut that was separated from the rest of
the community. At that time there appeared a man of
whitish colored skin, and of rather greater height than
was normal. It was the moon, who brought her several
pieces of yucca that had been cooked for her to eat, She
accepted the gift but, not knowing how to chew, swal-
lowed the whole yucca; in fact, it was necessary for the
moon -whose name was Kashiri- to instruct her in how
to eat. He told her that she should eat no more earth,
and that he would bring her food. Within a few days,
Kashiri returned, and said to the young girl: “I want you
to let your parents know about everything that has
happened, and tell them as well that from now on I will
bring food for everyone and, what is more, I intend to
be your husband and your parents will be my father and
mother-in-law” (Misiones Dominicanas del Perii N° 92,
1936, Lima, Peru).

According to Father Calancha, “the people consi-
dered the moon to be more powerful than the sun, be-
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Estamos acostumbrados a hablar de la luna en gé-
nero femenino. No todos los pueblos del mundo lo ha-
cen. Europa del Norte considera la luna como presen-
cia masculina y algunas comunidades de las florestas
amazonicas en el Pert se representan a la luna como
varon. Los machiguengas, habitantes de las selvas del
sur del pais, relataron a Fray Secundino Garcia O. P. lo
que sigue: “Antiguamente no habia yuca ni maiz, ni
platano ni otra planta de cuantas hoy se cultivan. En
aquellos tiempos los machiguengas comian solamente
tierra roja, como la que se usa para hacer ollas. La tosta-
ban y tragaban como las gallinas, pues no sabian masti-
car. Ni tenian dientes” “Hallandose mestruando cierta
joven machiguenga, solo en chosica aparte como acos-
tumbran en esos casos, se le aparecio un hombre blan-
quesino y de estatura mayor que la comun. Era la luna
que le traia unos trozos de yuca cocida para que comie-
ra. Acepto ella el obsequio, pero no sabia masticar tra-
gaba la yuca y fue preciso que el mismo kashiri— asi se
llamaban la luna— le ensenase el modo de comer. Le di-
jo que no comiera ya mas tierra, y que el le traeria comi-
da” “A los pocos dias regreso Kashiri yle dijoalajoven:
quiero que refieras a tus padres todo lo sucedido y diles
ademas que en adelante yo traeré la comida para todos
y voy a ser tu marido; tus padres seran mis suegros”.
(Misiones Dominicanas del Pera No. 92 - 1936 Lima).

Segun el padre Calancha, a la luna, “tenianle por
més poderosa que el sol, porque el no aparecia de no-
che y de dia “también porque ella lo eclipsaba muchas
veces y el sol, jamas la eclipsaba a ella”. Asi mismo
»crian los indios de los llanos que cuando la luna no
aparecia iba al otro mundo a castigar ladrones que
habian muerto”.

En el afio de 1802 Alejandro Von Humbolt, ob-
servo que su termometro en agua del mar de Trujillo
marcaba 15.2. Estas aguas frias estaban en descuerdo
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cause the sun was not capable of appearing during both
day and night, and also because the moon frequently
eclipsed the sun, whereas the sun never eclipsed the
moon.” “The Indians of the flat coastal area even believed
that when the moon failed to appear it had gone to
the other world to punish thieves who had died.”

In 1802, Alexander Von Humboldt observed that
his thermometer gave a reading of 15,2 degrees centi-
grade, when placed in the water of the Pacific near to
Trujillo. These cold waters didn’t match up with the
proximity to the equator, and caused him to think
about a reason to explain the evident incompatibility of
the sea’s temperature and the latitude.

People had actually known about this phenome-
non for along time. Agustin de Zarate, who came to Pe-
ru with Blasco Nufiez de Vela, noted in 1555 that “All
along this flat coastal area the same wind blows all year;
the sailors call it a southeasterly wind.” “So impetuous
that prevents the clouds from rising from low
altitudes.” “Above, the sky is very clear no cloud in
sight, and it is because of this wind that the sea currents
flow towards the north.”

Father Acosta observed in 1590, in Historia Natu-
ral y Moral de las Indias, in Chapter XI, that “in some
ports, like Callao, we have seen people put flasks and
jugs filled with water and wine in the sea, so as to keep it
cool.” And in Chapter XIII, the same author notes that
“there are other areas of the sea at similar coordinates,
as in Peru, where we noticed the cold when we navi-
gated there for the first time; and that was in March,
when the sun is high in the heavens.”

The Pacific Ocean is cold, only along the Peruvian
coastline. Once you get out to sea, the temperatures
conform with the conditions of tropical waters near to
the equator. So what we have here is a band of cold wa-
ter running from north to south parallel to the coast-
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con la proximidad al Ecuador geografico y ello movidéa_

reflexion. Representaba una evidente disociacion entre
la temperatura del mar y su latitud.

Este fenomeno era conocido desde antiguo.
Agustin de Zarate que vino al Peru con Blasco Nufiez
de Vela escribia en 1955 “en todos estos llanos y costa
de la mar recorre todo el afo un solo viento, que los
marineros llaman sud-este” “tan impetuoso, que no de-
ja pasar ni levantar las nubes se ven abajo” “y sobre
ellos esta muy claro, sin ninglin nublado y este viento
causa también correr las aguas de aquella mar hacia la
parte norte”.

El P. Acosta en 1950 (Historia Natural y Moral de
las Indias cap. XI) observaba: “en algunos puertos co-
mo en el Callao hemos visto poner a enfriar el agua o vi-
no para beber en frascos o cantaros metidos en el mar”.
Y en el Cap. XIII dice: “Hay otros mares, y atin en los
mismos grados de altura arriba conte, cuando lo nave-
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line.

A series of careful examinations has explained
this phenomenon, which is inspired in part by the pres-
ence of plankton and antarctic fauna, as well as by the
absence of rain. Professor Gerard Schott, of the Marine
Observatory in Hamburg, who covered the coastal area
completely from the north of Chile up to Payta, in
northern Peru, noted that the temperature of the ocean
remained relatively constant, even though he was get-
ting closer and closer to the equator.

In January of 1929 the “Carnegie”, a ship belong-
ing to the Carnegie Institute, registered temperatures
of 13.8 and 13.8 degrees centigrades in the bay of the
port of Callao, at Lima, but 18 and 19 degrees centigra-
des on the west side of the island of San Lorenzo. This
clearly indicates, that the ocean water regains its trop-
ical temperature once it moves away from the cold
coastal belt.

From this one can conclude, in general terms,
that the cold waters of the Peruvian ocean do not origi-
nate in southern areas. There is no indication of any
drifting towards the north of polar icebergs, but never-
theless there is a drift of water towards the north; how-
ever, these are superficial currents, blown by the con-
stant trade wind that is active from north to south.

In 1873 the French researcher de Tessan, on
board the ship “La Venus”, alluded to the possibility that
the cold coastal waters could be caused by a movement
of icy waters from the ocean depths up to the surface,
caused as the result of the evaporation of tropical waters
that were heavy because they retained their rich saline
content.

Years later Duchanan, on board the “Challenger”
during his round tihe world voyage, corroborated Tes-
san’s thesis. It shouid not be forgotten that the Peruvian



gamos la vez primera y estos siendo en Marzo cuando
el sol anda por encima”.

El mar peruano es frio, solo en su litoral. Mar
adentro se restablecen las temperaturas de acuerdo asu
condicién de mar tropical, y proximo al Ecuador. Se
trata pues de una faja de aguas frias paralelaa lalineade
playas.

La explicacion de este fenomeno que alienta de
una parte plankton y fauna antartica y de otra ausencia
de lluvias, se aclara gracias a atinadas observaciones. El
profesor Gerard Schott del Observatorio maritimo de
Hamburgo, que realizo recorridos completos desde el
norte de Chile hasta Payta en el Perti, observo que la
temperatura del mar a medida que el barco se mueve
hacia el norte apenas se modifica pese a su proximidad
cada vez mas cercana al ecuador.

En Enero de 1929 el “Carneigie” buque de la insti-
tucion de su mismo nombre registro temperaturas de
13.8 y 13.9 en la bahia del Callaoy 18 19 en la costa oes-
te de la isla de San Lorenzo lo cual pone de manifiesto
que el agua del mar recupera su temperatura tropical
apenas se comienza a alejar de la faja fria costera.

Se puede concluir, de un modo general, que el
agua fria de nuestro mar no procede de zonas australes.
No hay noticias de la deriva, hacia el norte, de icebergs
polares. No obstante es evidente que hay una deriva de
agua hacia el norte, mas son aguas muy superficiales,
movidas por ¢l alisio viento constante que sopla de sur
a norte.

En 1873 el investigador Francés de Tessana bordo
del barco “La Venus” aludi6 la posibilidad de que las
aguas frias costeras podian originarse por un movi-
miento de aguas heladas de la profundidad hacia la su-
perficie movidas por la evaporacion de aguas tropica-
les, densas por no haber perdido su riqueza en sales.

Afos después Buchanan a bordo del Challenger

coastline registers great depths, which account for the
extremely cold waters. One must remember that the
people of ancient Peru, contrary to what one thinks,
used the sea a great deal; much more, in fact, than one
would imagine. The desert areas located between the
sporadic river valleys were a real obstacle to communi-
cation and transportation, and it was here that navi-
gation played an indispensable role. The use of the
chain ofislands which run along the coast was evident-
ly an additional resource of functional value; they
served as intermediate stop-off points where totora
could be dried and have any damages repaired, and
from which shellfish could be collected. The rafts with
masts, which are clearly more seaworthy than the skiffs
made of totora, are not shown represented in Chimu
ceramics, nor have they been exhumed.

There does existin the museum in Icaa small ob-
ject that appears to represent a wooden raft. It even has
a boat deck so that passengers and cargo were together;
but there is not unanimous agreement that this object
really is what it appears to be.

The drift of the waters from south to north, al-
though small, facilitates navigation, as do the trade
winds. However, navigation from north to south is
more difficult. I have talked with fishermen from La
Caleta de San José, in Lambayeque, and have asked
them how they avoid these problems when going
south. Their answer has been that, rather than navigate
parallel to the coastline, they use an oblique course, tak-
ing care to keep away from unfavorable wind or cur-
rent drift. Naturally, if they enter the zone of influence
of either of these, they rectify their direction. Another
resource they use is a sea breeze which blows.from land
out to sea. For one reason or another, itis clear that the
people of ancient Peru had to be strongly oriented to-
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en viaje de circunnavegacion del mundo corroborara la
tesis de Tessan. Conviene recordar que nuestro litoral
registra grandes profundidades submarinas que man-
tienen aguas heladas.

Debemos tener en cuenta que la antiguedad pe-
ruana, contra lo que se piensa, utilizd el mar en gran
medida; mucho més alla de lo que imaginamos. Las
zonas deserticas intervalles constituyen un impedi-
mento grande parala comunicacion. Ellas pudieron ser
salvas gracias a la navegacion. La utilizacion del rosario
de islas frente a nuestras costas pareciera que fue otro
recurso util, sirviéndose de ellas como estaciones in-
termedias, para secar las embarcaciones de totora y
reparar averias y asimismo para la recolecta de maris-
cos. Las almadias de palo de balsa mucho mas mari-
nos que los esquifes de totora no hallan representa-
cion en la ceramica, ni se las ha exhumado.

Existe en el Museo de Ica un pequefio objeto que
parece representar una balsa de maderos, incluso tiene
un sobre puente para que pasaje y carga vayan enjuto,
no obstante no hay concenso que este objeto sea defini-
tivamente lo que parece.

La deriva del aguade S. a N. aunque pequena faci-
lita la navegacion en ese sentido, en particular por el
Alisio. La navegacion de N. a S. si se ve dificultada. He
conversado con pescadores de la Caleta de San José en
Lambayeque, y les he preguntado como salvar estos in-
convenientos hacia el sur. Me han respondido que no
navegan paralelos a la costa sino en forma sesgada, hu-
yendo de uno y de otro obstaculo, viento y deriva del
agua. Naturalmente si se cae en la zona de influencia
de ellos se rectifica el rumbo. El movimiento de la bri-
sa, viento no constante que alterna entre la sierra y el
mar es recurso empleado por los pescadores que se
ven favorecidos durante el tiempo que la brisa sopla de
tierra hacia el mar. Sea como fuere la antiguedad debié
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wards a maritime way of life; there is evidence, for
example, that during the Early Intermediate Horizon,
the Mochicas came by sea from the north down to the
Chincha Islands to exploit the guano there.

We know that during the period of the viceroyalty,
passengers in general preferred to get off the ship in
Paita, in the north, and travel the rest of the way to Li-
ma by land. Father Diego de Ocana, who travelled from
Panama to Lima, wrote in 1599 that: “The trip by sea
from Panama to Lima is a difficult and irritating one,
because ships constantly meet the winds head on. Itis a
lot of work to get to Lima, so much so that although the
distance is only five hundred leagues it takes three or
four months to complete the trip.” Ocaiia, like all the
other travellers, got off the ship in Paita and made the
rest of the trip by land. It is clear that the key factor here
is the trade wind, which blows persistently in the same
direction.

The first encounter that the Spaniards had with
ancient Peru was at sea. According to the account of Xa-
mano Jerez, the pilot Bartolomé Ruiz met up with an
Indian raft, probably in Peruvian waters. It was a raft
that had been engaged in the exchange of clothes and
other items for shells of the “Spondylus pictorum” type,
which are found in tropical waters. “They took over a
craft”, he narrates, “in which there were twenty men,
eleven of whom jumped overboard and nine of whom
were captured. The pilot left three of the men to testify.
This ship was constructed with its floor timber and keel
of bamboo canes as thick as posts and tied with ropes:
its masts and lateen yards were of very fine quality
wood, the sails were of cotton, and the rigging was very
good.” “They were bringing”, Xamano Jerez goes on,
“many gold and silver pieces, to be used as adornments
or for payment of ransom, as well as many mantles of
wool and cotton, and other vestments of opulent attire



ser marinera, pues es evidente que los Mochicas du-
rante el Intermedio Temprano llegaron desde el N. has-
talas Islas Chinchaen el S. para explotar el guano de las
islas.

En la colonia es sabido que el pasaje descendia en
Payta y preferia viajar por tierra hasta Lima. Fray Diego
de Ocana en 1599, que viajo de Panama a Lima, ha ex-
crito: Esta navegacion de Panama a Lima es penosisi-
ma y muy enfadosa por que continuo vienen los navios
contra el viento. Con este trabajo se viene el puerto de
Lima y no son mas que quinientas leguas a tardar tres y
cuatro meses. Ocana, como todos, bajo del navio en
Payta e hizo lo que demas viajar por tierra, Como se ve
lo influyente es el Alisio, viento de direccion constante.

El primer encuentro de los espanoles con el anti-
guo Pert fué en el mar. Seglin la relacion Xamano Je-
rez el piloto Batolomé Ruiz tomé contacto con una bal-
sa indigena probablemente en mares peruanos: Balsa
que venia de trocar ropa y otras cosas por valvas de
spondylus pictorum. Cuyo habitat son los mares tropi-
cales. Tomaron un navio, dice en que venian hasta
veinte hombres que se echaron al agualos once de ellos
ytomados los otros dejo asi el piloto 3 de ellos se queda-
ron para lenguas hizoles buen tratamiento este navio
era hecho por el plan y quilla de unas cafas tan gruesas
como postes ligados con sogas trae sus mastiles y ante-
nas muy fina madera y velas de algodon y muy buena
jarcia traian muchas piezas de plata y de oro para el
adorno de sus personas para hacer rescate traian mu-
chas mantas de lana y de algodén y otras muy ricas
unos pesos chiquitos de pesar oro para el adorno de co-
mo hechura de romana todo esto traian para restar por
unas conchas de que ellos hacen cuentas coloradas y
blancas que traian casi el navio cargado de ellas. La bal-
sa al parecer regresaba del Norte pues la relaciéon dice
que venia cargada de conchas coloradas. La ropa y los

that were beautifully made.” There were “small scaies-
to weigh gold to be used as Roman style made adorn-
ments.” “All of that they were carrying to exchange for
shells of which they make red and blue beads; in fact,
the ship was almost full up with them.” The raft, it
appears, was returning from the north since the
account indicates thatit was loaded with red shells. The
clothing and other objects mentioned was what was left
over from business previously conducted.

Miguel de Estete differs in his account regarding
the structure of these sailing craft; “they were” he says,
“made of pieces of wood that are long and thick, yet as
light on the water as a cork.” The wood which Estete
mentions was probably balsa wood (Ochrama lago-
pus), which thrives in such tropical areas as Guayaquil.
Pedro Pizarro refers to a pilot by the name of Bartolomé
Perez, who picked up people who were on the island of
La Gorgona. From there they sailed forth, first passing
by the province of Puerto Viejo and going on from
there to Tumbes, and subsequently on further. “In
some of the rafts that they took there were belts made of
gold and silver decorative pieces, as well as some of the
typical clothing of the area, which they were keeping to
take to Spain as an example for his royal highness to
see.” All thistegion, even today, as far up as Morrope in
Lambayeque, is an area where rafts are used. In Paita
they make a striking sight, sails billowing as they cut
through the mirror-like calm of the bay.

Butitis Oviedo, in myjudgement, who provides a
very interesting piece of information regarding the raft
that Bartolome Ruiz saw (Book V Part 3 43 Chapter 2).
His account goes as follows: “This ship was made of
very thick timbers tied tightly together with sturdy
ropes. They were carrying a goodly supply of large black
pitchers, as well as a considerable variety of multi-col-
ored clothes made of wool, shirts and mantles of skiful-
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otros objetos mencionados representaban el sobrante
del trueque ya consumado. :

Miguel de Estete discrepa en cuanto al material
de que estaban hechos estas balsas, dice, son de unos
maderos muy gruesos y largos; son tan fofos y livianos
sobre el agua, como es un corcho. Los maderos que
alude Estete probablemente eran de palo de balsa (Och-
rama lagopus) arbol que medra bien en tierra caliente,
en Guayaquil.

Pedro Pizarro se refiere a un piloto llamado Barto-
lomé Perez que recogio6 a la gente que estaba en la isla
La Gorgona. Desde alli todos navegaron toparon con la
provincia de Puerto Viejo y de alli fueron al puerto de
Tumbes y pasaron poco mas adelante y en algunas bal-
sas que tomaron andando en el mar hubieron cintas
de chaquira de oro y de plata yalguna ropa de la tierrala
cual guardaron para llevar por muestraa Espana a S.
M. Toda esta region, aun hoy dia, hasta cerca de Morro-
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ly conceived colors, and white pieces of cloth with bor-
ders - and all of it new. The presence of these “large
black pitchers” seems to me to be very significant: the
kingdom of Chimu has traditionally been characterized
by its black ceramic ware, made with molds and on a
large scale. So this incident gives a typical idea of what
the raft made of logs, or timbers, was like, as well as tell-
ing us something about the sailors. The kingdom of
Chimu, it should be recalled, was at this time under
Inca rule, yet still managed, in general terms, to retain
much of its individual character.

When Minchancaman was ruling, the Chimu
kingdom attained its greatest territorial expansion,
dominating the area from Tumbes in the north down to
Carabayllo, on the right bank of the Chillon River, in the
south. So the patrimony of the Lambayeque and
Chimu kingdom represented together a consideranble
expanse of terrain.

The inhabitants of this immense area were called
Yungas during the Inca occupation. Pedro Pizarro
gives us the following account of the geography of the
area: “Yungas”, according to his account, “livein avery
hot region of expanses of sand, with some rivers that
run from land out to sea through valleys” (Descu-
brimiento y Conquista de los Reinos del Peru).

Yungas was a Quechua word which applied to all
those people who inhabited hot areas, P. Cieza de Leon
writes that: “in many mountain zones itisjust as hot as
on the flat coastal lowlands, and the people who live in
them, even though they are mountain dwellers, are
also called Yungas. In fact, anyone who resides in these
hot. sheltered mountain areas qualified for the name of
Yungas” (La Cronica delPerii, Chapter LX).

It would appear that the opposition between
coastal and mountain dwellers goes back a long way.
Padre Las Casas states that “The mountain people



pe en Lambayeque; zona de balsas. En Payta es muy
hermoso verlas, con velas desplegadas, surcan el man-
so espejo de la bahia.

Es Oviedo, a mi juicio, quien trae una noticia muy
interesante sobre la balsa que vio Batolomé Ruiz (Libro
V de la tercera prte. Cuadragésimo tercero de la general
Cap. IT) Dice asi: “La manera de este navio era de muy
gruesos palos reatados muy fuertemente con sogas re-
cias”. “Traian muchos cantaros negros y muchas ropas
de diversos colores de lana y camisas y ayobas y mantas
de colores muy labrados, panos blancos con franja, to-
do nuevo para contratar”. La presencia de muchos can-
taros negros me parece muy significativa, desde tiempo
ya, el reino Chim ha sido caracterizado por su cerami-
ca negra, hecho con moldes y en forma masiva. Asi a
través de esta cita se tipificala balsa de palo y a sus mari-
neros. Fl reino Chimu, en lineas generales, su imagen
tradicional. Reinando Minchacaman, el reino Chimu
alcanzd su mayor extension territorial, dominando
desde Tumbes en el norte hasta Carabaillo, margen de-
recha del rio Chillon, en el sur, una considerable suma
de tierras, doscientas millas, representan la reunion de
los patrimonios de los reinos: Lambayeque y Chimu.

Los habitantes de este inmenso territorio, durante
la dominacion inca fueron llamados yungas. Pedro Pi-
zarro, geograficamente, retrata esta zona: Yunga, dice
es una tierra muy caliente de muchos arenales y de algu-
nos rios que salen de latierra a la mar del norte se hacen
unos valles y aqui estan poblados estos indios que lla-
mo yungas (descubrimiento y conquista de los reinos
del Pert).

Yunga era una palabra quechua extensiva a todos
los que habitan tierran calidas. P. Cieza de Leon escri-
be: en muchas partes de la sierra hace calor como en es-
tos llanos, los moradores que viven en ellos, aunque es-
ten en la sierra se llaman yungas y en todo el Perti cuan-

thought very little of the people on the coast, viewing
them as spoiled, lazy, haughtyand licentious.” Ascan be
seen, the then existing situation was the reverse of what
has occurred until just recently (from De las antiguas
gentes del Perul).

This territory, spread out from north to south,
lacked depth. According to the Historia Anénima of

1604, Nacen Pinco, the grandson of Tacaynamo, the
founder of the Chimu kingdom, “conquered the upper
part of the Moche valley, up towards the sources of the
rivers in the mountains.” This strategic maneuver was
perhaps aimed at ultimately controlling the key water
entrances. The chieftains who held away in the high
mountain areas always viewed these water resources
as their local prerogatives, and they used them to nego-
tiate, at times by diplomatic means and at other times
by force of arms. These high mountain areas had their
lords, and they were recognized as such. When the In-
cas arrived at Cajamarca, they found groups of firmly
ensconced authorities which they first fought and sub-
sequently subjugated.

In the account made by the Quipocamayocs - the
masters of the quipus - to Cristobal Vaca de Castro (In-

formaciones sobre el Antiguo Perii), we read that:
“Chimo Capac was the universal sovereign of the coast,
without ever getting involved with the mountain areas,
and they recognized him as such on the coast and paid
homage to him accordingly, since it was customary for
local areas to have their particular lords.”

The idea of a thorough Chimu control over sucha
spread out area gives rise to certain doubts. The Span-
iards found a lot of different languages in the region:
Sec, or Tallan from Tumbes to Piura; Muchic, from
Motupe to Chicama; and Quingnan from Viru to Chao,
etc. These diverse forms of expression suggest a lack of
homogeneity and centralization in the kingdom. It may
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do se haya en estas partes abrigadas y calidas que estan

entre las sierras. Luego dicen: es Yunga (La Crénica del
Pera. Cap. LX). '

La oposicion “costefios” y serranos parece fue co-
saantigua. El P. Las Casas; escribe: Los de la sierra esti-
maban poco a los de los llanos porque los sefiores de la
sierra tenian por muy regalados, holgazanes, sobervios
y viciosos a los de los llanos. Como se ve la situacién en
ese entonces era al revés de lo que hasta hace poco ha
acontecido. (de las antiguas gentes del Peru).

Este territorio, dilatado en longitud, carecia_de
profundidad, Segun la historia anonima de 1604, Na-
cen Pinco nieto de Tacaynamo, fundador del reino
Chimu conquisto la parte superior del valle (Moche)
hacia los manantiales de los rios de la cordillera. Este
movimiento quiza tuvo por finalidad controlar las lla-
ves del agua. Los curacas que sefloreaban en las altas
montanas siempre consideraban este recurso como

30

have been also, that their control was somewhat lax,
that they lacked the means to impose a single system of
communication-or perhaps that they ran into resist-
ance when they tried to do so. Agustin de Zarate sums
up the situation in this manner:; “All the Indians in
these flat coastal areas can be divided into three kinds;

some are called Yungas, others Tallanes and others
Mochicas, and in each province there is a different
language spoken” (Descubrimiento y Conquista del
Perii). The Incas, on the other hand, imposed their
language throughout the area. The sons of the local
lords travelled up to Cuzco to learn Quechua, and every
regional ruler was obliged to learn itas well. This meant
that the Spaniards, as long as they knew a little
Quechua, could make themselves understood and
travel throughout the country with a certain feeling of
case.

The Incas imposed their hegemony over the Chi-
mus in approximately 1462 AD. In 1533, with Ata-
huallpa’s capture, the Inca Empire came to an abrupt
end. The time that elapsed between these two dates was
relatively brief, and did not substantially alter the image
ofa confederation of peoples, which was what the king-
dom of Chimu really was. Music, the dance, recitals of
genealogies, burial standards - all probably remained
essentially as it was. The Incas, however, received an
unsettling message destined to modify their way of life
considerably.

The chroniclers who were soldiers have given
pretty good accounts of the articles of clothing used by
men and women. Cieza says “They have large cotton
fields in this (Motupe) valley, from which they make
their clothing” (Cronica del Perii, Chapter LXVII). Pe-
dro Pizarro gives a similar account, noting that “These
Yungas all wear clothes made of cotton”, Gomara who
never visited Peru, recounts the following piece of in-
formation: “They plant a cotton which is blue, green,



propio y a veces diplomaticamente y otras veces me-
diando la fuerza maniobrando con el. Esta expedicion
de Nancen Pinco, al parecer fue solo de vigilancia y
control de puntos estratégicos. Las altas montanas
tenian senores naturales reconocidos. Los Incas al lle-
gar a Cajamarca hallaron autoridades bien constitui-
das, batallaron con ellos y los sojuzgaron.

En la relacion hecha por los quipocamayocs a
Cristobal Vaca de Castro (Informacion sobre el Anti-
guo Pert) se lee: Chino Capac fue senor universal de la
costa sin tocar en cosa alguna de la serrania y le reco-
nocian y servian en toda la costa con lo que cada uno
tenia en su tierra como a senores naturales.

El cabal dominio Chimu sobre tan dilatado terri-
torio da pie a dudas. Los espanoles encontraron alli di-
versidad de lenguas: sec o tallan de Tumbez a Piura:
Muchic de Motupe a Chicam: Quingnan de Viru a
Chao etc. Estas varias formas de expresion dejan entre
ver una falta de homogeneidad y centralizar en el reino.
O el dominio fue de suyo laxo o no hubo fuerza para
imponer un medio de comunicacion Ginico o encontra-
ron resistencia a ello. Agustin de Zarate resume tal si-
tuacion diciendo: Dividense en tres géneros todos 1os
indios de estos llanos, porque a una llaman yungas y a
otros tallanes y a otros Mochicas; en cada provincia hay
diferente lenguaje (Descubrimiento, Conquista del
Pert1) Los Incas en cambio, imponian La Legua Gene-
ral del Inca. Los hijos de los curacas viajaban al Cuzco a
aprender a hablar quechua y los principales de cada re-
gion no podian dejar de hacerlo. Asi los espanoles, con
saber algo de quechua podian hacerse entender y viajar
a lo largo del pais con cierta comodidad.

La dominacion Incasobre el reino Chimu tuvo [u-
gar en 1492, mas o menos. En 1533 con la captura de
Atahualpa al imperio Inca toca a su fin. El tiempo que
media entre las dos fechas, relativamente corto, no

yellow, fawn and also of other colors.” Since Gomara
was writing from hearsay, one might think that he was
poorly informed. However, his information is not all
lalse. I used to know an indigenous native cotton that
was either fawn or darker in color. That was in essence
the mit of my knowledge. Thanks to James Vreeland,
the North American archaelogist who took me to Lam-

bayeque to get to know the cotton fields and to visit the

weavers’ houses, [ was able to appreciate the wide range

of shades that one finds in this indigenous cotton. In

actual fact, Gomara was really not so far off the truth. It
is true that you don’t find blue or green cotton, but
there is a very beautiful color, a sort of faded lilac called
“fifo.” The more common range of colors goes from a
dark brown, through a reddish brick shades, and
thence to fawn, beige, rosewood and finally ivory. It is
very enjoyable to contemplate the industrious hands of
the Indian weavers, as well as the beautiful skeins of
yarn and a wide variety of colors which one did not
know existed.

They call this cotton which grows on the coast in-
digenous, rough and semi-rough; the two latter deno-
minations refer to its quality which is such that its
mixture with wool is not detrimental to the final
product. It isa plant that grows each year, even in areas
where there is a lot of saltpeter, and the local Indian
farmers like it. Members of the cotton industry are less
favorably inclined towards it, because its perennial
characteristics encourage pests. For this reason, itis not
protected and varieties of cotton which have short-lived
growth periods are substituted for it.

The chronicler Jeronimo Benzoni was an Italian
sitversmith and jeweller who was born in Milan.
He never actually got to Peru; he only travelled as far as
Quito, finally leaving Ecuador in 1550. He saw the local
Indians smelting metals, and what makes his account
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cambi6 substancialmente la imagen de la confedera-
cion de pueblos que era el reino Chimu. Musica, dan-
za, vestidos, recitacion de genealogias, patrones de en-
terramiento, todo probablemente permanecio tal cual.
Los Incas, en cambio, recibieron un mensaje perturba-
dor que modificé en mucho su modo de ser.

Los cronistas soldados han descrito bastante bien
la materia de que estaban hechos los vestidos, asi de
hombres como de mujeres. Cieza dice: Tienen en este
valle (Motupe) grandes algodonales de que hacen su
ropa (cronica del Pertt Cap. LX VII). Pedro Pizarro dice
lo mismo: Estos Yungas visten todos ropa de algodon.
Gomarra que no estuvo en el Peru ofrece la siguiente
noticia: Siembran algodén que de suyo es azul, verde,
amarillo, leonado y de otros colores. Como Gomarra
escribe de oidas, cabe pensar que fue mal informado.
Empero su noticia no es del toda falsa. Yo conocia
algodon nativo leonado y otro més oscuro: alli termina-

ban mis conocimientos. Gracias a James Vreeland, ar--

queologo norteamericano, que me llevd en Lambaye-
que a conocer los sembrios de este algoddn y me hizo
visitar las casas de las tejedoras pude apreciar la gran va-
riedad de matices de este algodon natico a tal punto que
Gomarra no queda si un color Lila desmayado muy be-
llo, llamado fifo. La gama, mds comun, va desde el café
oscuro, pasando por el ladrillo leonado, beige palo de
rosa hasta llegar a un color marfil. Produce gran gozo
mirar en la industriosas manos indigenas, hermosos
ovillos y la variedad no sospechada de colores.

A este algodon se le llama: del pais, nativo, 4spero
y semi aspero. Las dos tiltimas denominaciones aluden
a su calidad que permite mezclarlo con la lana sin des-
merecer la union. Es planta perenne atin en suelos sali-
trosos. Cuenta con la simpatia de los campesinos indi-
genas. En cambio la industria algodonera no lo mira
con buenos ojos, pues siendo planta perenne las plagas
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important is that not only was he a silversmith, but the
area that he observed is not far from that with which we
are involved. He narrates the following: “When they
smelted gold and silver, they first put the metal into a
long, round crucible made of a fragment of cloth
daubed over with a mixture of earth and pounded char-
coal; once dry this crucible, filled with all the metal that
it can hold, is put into the fire; then several workers,
with some five or six reed tubes blow until the metal is
smelted.”

Izumi Shimada found, in a hillock in the main
square of the village of Batdn Grande, in Lambayeque,
three small ovens used for smelting metals, They were
at a depth of 4.5 meters in the ground, and they had
small openings of baked clay to connect the blowers
with those who kept the fires going. The date of this find
corresponds to the second half of the Middle Horizon.
The remains of baby llamas were found underneath the
ovens, and I. Shimada believes that these were
offerings that were sacrificed.

Batan Grande is located in the valley of the La Le-
che River. This region is famous for its major “huacas”,
or holy places: Las Ventanas, Oro, La Merced, Rodillo-
na, El Corte, Huaca Lucia, Soledad, El Santillo, La
Cruz, El Horno, La Mayanga, Las Botijas, etc. All these
places were plundered repeatedly by treasurers. Tum-
baga is a metal which we will define shortly. The tombs
are located within the confines of the huacas, and some
of them are of really large proportions: 14 x 14 meters,
and twenty meters in depth. Shimada calculates that it
probably took about a week to make one of these
tombs. The presence of so many pyramids in this zone,
many of which are of considerable size, indicates that
this was a major center of power. Paul Kosok states
that “Bruning claims that the ancient name for this site
was Sican” (1965).



hallan en el refugio y alimento: por esta razon no €s
protegido y se le sustituye por variedades de periddo ve-
getativo corto.

El cronista Jerobnimo Benzoni era italiano nacido
en Milan y de oficio platero. No estuvo en el Peru, solo
llego a Quito; abandona el Ecuador en 1550 vio fundir
metal a los indigenas. Su informe es importante porque
Benzoni era platero y porque Quito no esta lejos de la
zona que tratamos. Dice lo siguiente: “Cuando funden
el oro y la plata colocan el metal en un crisol largo o re-
dondo hecho de un pedazo de trapo enbadurnado con
tierra mojada y carbon machacado; una vez que el criso
esta seco lo ponen al fuego con la cantidad de metal que
puede caber en el, y con cinco o seis canutos de cana
ora mas ora menos, tanto soplan que este termina por
fundirse y colar”.

Izumi Shimada ha encontrado en un monticulo,
en la plaza del pueblo de Batan Grande, en Lambaye-
que, a 4.5 m. de profundidad tres hornitos para fundir
metal y boquillas de barro cocido para acoplar a los so-
pladores con los que se avivaba el fuego. Este hallazgo
corresponde a la segunda mitad del Horizonte Medio.
Debajo de los hornos se encontrd restos de crias llamas
sacrificadas. I. Shimada considera fueron ofrendas.

Batan Grande esta situado en el valle del rio La Le-
che. Este sitio es famoso por sus grandes huacas: Las
Ventanas, Oro, La Merced, Rodillona. El Corte, Huaca
Lucia, Soledad, El Santillo, La Cruz, El Horno, La Ma-
yanga, Las Botijas, etc. Saqueadas repetidas veces y
consideradas por los buscadores de tesoros como hua-
cas ricas por hallarse en las tumbas gran cantidad de ob-
jetos de oro y tumbaga. Las tumbas, por lo general, se
hallan en torno a las huacas, algunas de grandes pro-
porciones: 14m. por 14m. y 20m. de profundidad. I
Shimada calcula que para preparar una tumba de estas,
probablemente se demoraban una semana tal cantidad

The metallurgical activities produced not only
sumptuary or religious objects, but also lance-heads,
knives, etc. as well as metal pieces known as “naipes.”
This is the name that was been given to wafer-like cop-
per plaques made in the form of an inverted or double
letter T: they are found in packets. which sometimes
contain as many as 500, and which are normally tied or
wrapped in cotton cloth, They have been found not
only in the north of Peru, but also along the coasts of
Ecuador. They appear to have been used as a sort of
legal tender appropriate for barter. A study of M.Ros-
tworowski published in 1971 that deals with Chincha
merchants supports this hypothesis; according to Ros-
tworowski, the merchants “bought and sold copper.”
The copper deposits are in the south of the country; as
one goes north, they diminish. In the Lambayeque
province, there are just the deposits in the Huaringas
and Sajino hills, and by the time one gets to the coast of
Ecuador they are non-existent.

In the raft that the pilot Bartolomé Ruiz encoun-
tered at sea towards the north, no mention of these
“naipes” is made, nor indeed of anything similar. It is
worth recording that the account of Xamano Jerez is
very meticulous and precise, and something of this type
would not have escaped his attention. The treasure
hunters had no interest whatsoever in this sort of ob-
ject, and one finds them scatterred around amid the de-
bris. What the “huaqueros” were after was gold and
tumbaga. Some tombs, itis said, have yielded as many
as 180 large gold vessels.

I. Shimada has drawn attention to these pieces,
many of which appear to have been fashioned in a
hurry, as though the request had been for immediate
delivery for a funeral. Making such objects for a burial
ceremony necessitated several days of work. Since
there was no really perfect embalming technique in
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de piramides las mas de ellas, de grandes proporciones.
Senala al sitio como un poderoso centro de poder. P.
Kosok dice Bruning claims that the ancient mane for
this site was Sican (1965).

La metalurgia no sélo manufacturd objetos sun-
tuarios o religiosos; también produjo azadones, puntas
delanza, cuchillos, etc. A estereglon hay que sumar los
naipes. El lenguaje popular ha dado este nombre a unas
laminas de cobre en forma de letra T invertida o doble
que se encuentra en paquetes llegando en ocasiones a
contener un mazo hasta 500 naipes. Los paquetes se ha-
llan atados o envueltos en tela de algodon. No sélo se
ha visto en el Norte del Pert1, sino también en las costas
del Ecuador. Se considera que ellos constituyen una
suerte de moneda o de valor convencional que facili-
taba el trueque. En apoyo de esta tesis se cuenta el estu-
dio de M. Rostworowski (1970) sobre mercaderes en
Chincha que compraban y vendian con cobre. Los ya-
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use, the corpse had to remain exposed to the extremely
hot climate of the north coast. It seems to me that since
death was somewhat of a daily occurrence, society
obviously had to plan for it - exactly how I am not sure,
but certainly it was not something to be left to chance.
The funerary ensemble represented the status of the de-
ceased dignitary. who was buried with his most re-
presentative and esteemed possessions. One hundred
and eighty gold vessels could represent a high status.
The lack of a refined finish could be noticed, not only in
these items but in others: the ceramic was made in
molds, and in massive amounts. All of that may well
have represented a certain vulgarity, an absence of taste
for high quality finished work and pleasure in the
showy and the pompous.

It was in the field of hydraulics that the people of
Lambayeque achieved what was perhaps their most
outstanding success. They used the system to link five
valleys with extended canals. The valleys, going from
south to north, are Jequetepeque, Zafia, Lambayeque,
La Leche and Motupe. The first is a very large and
beautiful valley, the second is small, the third is wide
and supported by a river carrying a considerable
volume of water, the fourth is small and with a river that
does not even reach the sea, and the fifth is the smallest

of all five. ) y
After the Spaniards arrived, this hydraulics com-

plex began to deteriorate. The first to be abandoned
were the canals between Jequetepeque and Zana, and
between Zana and Lambayeque, We are talking here
about works that constituted a gigantic effort. Paul
Kosok wrote in 1965: “in ancient times this affected
most of the total cultivated area and almost one third of
the population of the entire coast.”

Two canals have remained from this imposing
system. Both originate in the Lambayeque River and
follow anorthern course towards land watered by the La
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cimientos de cobre estan en el sur del pais; a medida
que se asciende van disminuyendo. En Lambayeque se
cita los cerros Huaringas y Sajino como existencia de
cobre. En la costa del Ecuador son inexistentes.

En la balsa que el piloto Bartolomé Ruiz encuen-
tra en mares norteflos no se menciona Naipes ni cosa
parecida. Conviene recordar que la relacion de Xama-
no Jerez es muy minuciosa y algo asi habra llamado la
atencion. Todos estos objetos merecen ninguna aten-
cion departe de los buscadores de tesoros y se les halla
abandonados entre los despojos. Los objetos buscados
son piezas de oro y tumbaga. Se dice que algunas tum-
bas han arrojado hasta 180 grandes vasos de oro.

I. Shimada hallamado laatencion sobre estas pie-
zas, muchas de ellas, trabajadas con cierto apresura-
miento, como si se hubiesen mandado hacer a prisa pa-
ra el funeral. La confeccién de tantos objetos nuevos
para el entierro, demanda varios dias. No existiendo

Leche river, and at one time they helped to irrigate the
cultivated areas of this valley. The canals are the
Racarumi and the Taymi. The Racarumi has been
abandoned, but large and important stretches of it still
remain. The size of the canal is such that certain seg-
ments of it are still used today for vehicular traffic. I
have seen it near Chongoyape, and it really was an
important work. Paul Kosok has said of the Racarumi
canal that it was “one of the largest canals in prehis-
toric America.” The other canal is the Taymi, which in
reality consists of two parallel canals. The one that is
used the most is actually not the old one, since the level
ofits river-bed has gone down, and necessitated the use
of a substitute. This is called the modern Taymi canal,
which in its course and function basically follows the
features and intentions of the pre-Hispanic canal. This
monumental project that was employed to link up five
valleys indicates clearly a centralized authority.
Nevertheless, the general opinion is that what existed
was a sort of confederation of lords, united by close
family ties. When the Chimus arrived, the hydraulic
system was already functioning. One really does not
know its origins, but it was probably a considerable
time before; in view of the fact that people from the
Moche culture had been inhabiting the Lambayeque
area, and zones even further to the north, they could
have started the works.

The conquest of the kingdom of Lambayeque by
the kingdom of Chimu enlarged the latter notably and
transformed it into an empire. The Chicama and
Moche valleys, as is well known, constituted the central
area of the old Moche culture; it was from these valleys
that expansion was to take place towards the south and
the north.

At the time that the Incas invaded the territory of
the kingdom of Cajamarca, in the highlands, the rulers
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una técnica perfecta de embalsamar, el difunto debid
parmanecer esperando, y soportando el caluroso clima
nortefio. Pienso que siendo la muerte algo de todos los
dias, la sociedad hubo de tener previsto este momento.
No se como, pero no pudo dejarlo al acaso. Fl ajuar fu-
nerario representa el status del difunto. Se le enterraba
con los bienes mas representativos y mas queridos.
Ciento ochenta vasos de oro pudo representar un alto
status. La falta de acabado ya no solo se puede advertir
en estas cosas la ceramica se fabricaba con moldes y en
forma masiva; pudo representar todo esto un aconteci-
miento, falta de gusto por lo terminado y agrado por la
ostentacion y lo aparatoso.

La hidraulica quiza fue el logro mas sobresaliente
de Lambayeque. Estaba representada por la intercone-
xi6n de cinco valles mediante extensos canales. Los va-
lles de sur a norte son: Jequetepeque, Zana, Lambaye-
que, La Leche y Motupe. El primero es un hermoso e

inmenso valle, el segundo es pequefio, el tercero esti

alimentado por un rio caudaloso y el valle es extenso, el
cuarto es pequeno y el rio no llega al mar y el Gltimo va-
lle es el mas pequefio de los cinco.

Después de lallegada de los espafioles comenzd el
deterioro de este complejo hidraulico. Los que primero
sufrieron el abandono fueron los canales del Jequete-
peque al Zana y de este al Lambayeque. La obra toda
equivale a un gigantesco esfuerzo. Paul Kosob ha escri-
to: in ancient times this of the total cultivated area and
almost one third of the population of the entierre Coast
(1965).

De este grandioso sistema quedan reconocibles
dos canales, ambos, salen del rio Lambayeque y se diri-
gen hacia el norte al encuentro de las tierra regadas por
el rio de La Leche, coadyudaban al alimentar las tierras
de cultivo de este valle. Los canales son el Racarumi yel
Taymi. El Racarumi ha sido abandonado y de el que-
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of Cajamarca requested support from their neighbors,
the Chimus. Sarmiento de Gamboa writes that “as he
began to enter the territory of Cajamarca (Capac Yu-
panqui, the brother of the Inca Yupanqui) Guzmango
Capac came aware of it and brought his people together
and recalled the Cinche from the frontier limits of Tru-
jillo City.” Miguel Cabello de Valboa adds further piece
of information to this data, noting that “Chimu Capac,
who ordinarily had troops in the field, provided him
with a reasonable number of soldiers, assigning as their
captain a courageous young man who was one of his
relatives. One can deduce from all this that the Chimus
had inherited from the Mochicas not only the valleys in
which they lived, but also the warlike spirit. With its
elite elements providing the leadership for its armies, it
was a state that was permanently on a war footing. So
the Chimu strategists must have had their eyes on the
rich Jequetepeque valley.

The archaeological complex of greatest impor-
tance and size in this valley is Pacatnamu. It is an ex-
tremely impressive sanctuary that predates the Chimu
culture and that is very similar to Pachacamac on the
Central Coast. Its location is a dramatic one, on the
edge of a high slope, on the right side of Jequetepeque
and in front of the sea. For the people of ancient Peru,
the sea represented the end of the earth; and surround-
ed the world, which was considered to be similar to a
plate. This view is somewhat similar to the one of the
Tonian geographers of Greece. An oracle probably held
sway in this sanctuary. The archaeological complex is
made up of a series of pyramids with straight ramps,
endowed with courtyards in the fromt and other
installations in the rear area.

On the way towards the present-day city of Gua-
dalupe is Farfan, which is judged to be a typically Chi-
mu settlement. Paul Kosok also underlines the impor-



dan grandes e importantes tramos. La amplitud del ca-
nal es tal que es utilizado hoy en ciertos sectores como
camino carrozable. Yo lo he visto cerca de Chongoyape
y realmente fue una obra importante. Paul Kosob ha di-
cho: Racarumi canal, one the largest canals in prehisto-
ric America. (1965). El otro canal es el Taymi. En ver-
dad son dos canales paralelos. No es propiamente la
obra antigua, la mas funcional pues su cauce ha bajado
denivel yse ha hecho necesario un substituto y se llama
Taymi moderno; mas en su trazo y funcion sigue los li-
neamientos y propositos del canal prehispanico. Esta
obra monumental de conectar cinco valles habla de un
poder centralizado. No obstante la opinon general es
que se trataba de una suerte de confederacion de seno-
res, unidos por los estrechos lazos de familia. Cuando
los Chimu llegaron, el sistema hidraulico estaba en
funciones. La obra pudo ser comenzada en tiempo
muy atras. En verdad se desconoce el origen de este sis-
tema considerando que la cultura Moche estuvo insta-
lada en Lambayeque y aun mas al norte, pudo ella ha-
ber comenzado la obra.

La conquista del reino de Lambayeque por el reino
Chimu lo engrandece sobremaneray, lo transforma en

un Imperio. Los valles Chicama y Moche, como es sa-
bido, constituyen el area nuclear de la vieja cultura Mo-
che. Desde estos valles se proyectaran hacia el sur y
norte.

Al momento que los Incas invaden los dominios
del reino Cajamarca. En la sierra, estos piden auxilio a
sus vecinos los Chimu. Sarmiento de Gamboa escribe:
“Y empezando a entrar en la tierra de Caxamarca (Ca-
pac Yupanqui; hermano de Inga Yupanqui) fue sabido
por Guzmango Capac. El cual apercibié su gente y
llamo a los cinche de los términos donde ahora es la
ciudad de Trujillo”. A esto Miguel Cabello de Valboa
aporta otra noticia: “Chimu Capac, que ordinariamen-

tance of a huaca called Signan, located to the south
of Guadalupe; local tradition holds that it was a temple
dedicated to the moon (1965).

With Jequetepeque firmly under their control, the
Chimus were practically in Lambayeque, The valley of
the Zafia River is small, and its water course is like that
of the Moche River.

The kingdom of Lambayeque, it is said, was or-
ganized into a series of local fiefdoms ruled by descend-
ants or relatives of the legendary king Naymlap. Two
valleys, those of Lambayeque and La Leche, represent
the heartland of the kingdom. The former valley occu-
pies alarge area; it hasrich land and is gifted witha river
that has a plentiful volume of water; it was apparently
the storeroom of the kingdom. The élite deployed to the
small valley of La Leche, where there were a great many
buildings of religious and political signiticance, with
one in the center of the valley particularly standing out;
this was the complex of Batan Grande, also called Si-

can. g o e .
At this point it is relevant to clarify that these two

kingdoms, Lambayeque and Chimu, follow one anoth-
er. The first is older, more spread out territorially and
culturally richer; the latter occupying less territory, but
more inured to war and politically more compact. The
Chimu government established in Lambayeque a kind
of viceroyalty with their own people, but without de-

stroying the old family structures or the statute laws.
The vestments of northern Peru are the first the
Spaniards saw. They were especially struck by the head-
dresses that the men used in Piura. According to Pedro
Pizarro “these Tallanes wear short shirts and mantles of
cotton, and shawls around the head which go down
and around the beard and include fringes.” Oviedo’s
description is similar: “The men wear shawls which
they wind around their heads so much that their heads
look large. They say that this sort of headdress is worn
37



te tenia gente en campaiia le proveid un mediano ni-
mero de soldados dandoles por capitdn un animoso
mancebo deudo suyo”. Se desprende de aqui que los
Chim{ habran heredado no solo los valles de donde
vivian, sino también el espiritu guerrero de los Moche y
su €lite estaba a la cabeza de los ejércitos. Asi pues era
un Estado en permanente pie de guerra. El rico valle de
Jequetepeque debe haber estado en la mira de los estra-
tegas Chimu.

El monumento mas importante y de mayor ta-
mano de este valle de Jequetepeque es Pacatnamu. Se
trata de un grandioso santuario, anterior alos Chimu, y
muy parecido a Pachacamac en la costa central. Fsti
instalado dramaticamente al borde de un alto acantila-
do, en la margen derecha del Jequetepeque frente al
mar. El mar para laantiguedad peruana representaba el
fin de la tierra. El mundo era considerado como un pla-
to, rodeado por el mar; concepcion muy semejanteala

38

because the earth causes illness of the eyes and
wherever they saw two Indians coming forward, they
could bet that one of them was blind in one eye in that
land. Pedro Cieza corroborates this opinion concern-
ing the health conditions of the northern coastal areas
(La Crénica del Perii, Chapter LVIII): “Those who live
in that area tend to suffer illnesses of the eyes, which |
believe to be caused by the summer winds and dust-
storms.” These descriptions and explanations evoke
immediately the complicated Moche headdresses,
which spread as far as Piura, and which can be admira-
bly studied in the objetive ceramic-ware representations.
So too, can the frequently repeated portrayals of one-
eyed and blind people. The Chimu kingdom inherited
the uses, beliefs and customs of the Mochicas.

The masculine vestment called “uncu”, and identi-
fied by the chroniclers as a shirt or short shirt gen-
erally covers the area from the neck to the knees; during
the Chimu period, it appears to have been reduced in
size. Oviedo mentions that “the men wear short shirts”-
a fact which no doubt obliged them to dedicate greater
attention to the cloth items used as undershorts. This
attire was completed with a mantle which was normally
worn knotted over the left shoulder so as to leave the
right arm free.

As far as clothing for women is concerned, the
subject has been covered in the publication entitled

“Moche” that is part of the series called A and
Treasures of Peru, on page 43. However, a brief com-
ment is in order. P. Cieza has stated that “a woman’s
dress was large and wide, and with openings at the sides
to accommodate the arms” (La Cronica del Peri,
Chapter XVI). This latter comment merits
examination. The openings for the arms are not on the
sides, as the chronicler says, but on top, or above. There



de los geograficos ejonios en Grecia. En este santuario,
probablemente. sefioreaban un oraculo. El monumen-
to esta constituido por una serie de piramides con ram-
pas rectas, dotadas de patios delanteros e instalaciones
en la parte posterior.

Camino hacia la actual ciudad de Guadalupe se
halla Farfan, considerado un asentamiento tipicamente
Chimu. Paul Kosob senala también, al sur de Guadalu-
pe una importante huaca llamada Signan. considerada
por la tradicién local, como templo dedicado a la luna.
(1965).

Con el dominio del Jequetepeque los Chimu prac-
ticamente estuvieron en Lambayeque. El valle del rio
Zana es pequeno y el caudal de aguas se parece al rio
Moche.

El reino de Lambayeque, se dijo, estaba ordenado
en una serie de sefiorios regidos por descendientes o
allegados al legendario rey Naymlap. Dos valles: Lam-
bayeque y La Leche representan el area nuclear del rei-
no. el primer valle estenso, rico y dueno de un rio cau-
daloso, al parecer, fue la despensa del reino. La é€lite se
replegd al pequeno valle de La Leche en donde se halla
gran cantidad de monumentos de indole sefiorial y reli-
giosa, sobresaliendo al centro del valle, el notable con-
junto de Batan Grande, también llamada Sican.

Llegado este monumento conviene esclarecer que
estos dos reinos: Lambayeque y Chimu, se suceden
uno a otro. El primero mas antiguo, mas dilatado, cul-
turalmente mas rico. El otro menos extenso pero mas
aguerrido y politicamente mas compacto. El gobierno
Chimu establecio en Lambayeque una suerte de virrey-
natos con personal propio, sin destruir las viejas fami-
lias ni sus fueros.

Los vestidos del norte del Pert son los primeros
que ven los espanoles. Les llamalaatencion los tocados
que los hombres usaban en Piura. Pedro Pizarro dice:

are three openings along the upper part of the outfit.
Theyare all aligned; the one in the center is for the head
and the one on each side for the hands. I say hands be-
cause the openings are really too small to permit the
passage of the arms. The dress in its totality is a rec-
tangle. It consists of two large sides (on the right and
the left) and two smaller sides (above and below). It is
here that we find the secret of the dress used by women
in the pre-Inca period: it is clearly different from the
man’s costume, in which hands protrude at the sides.

Let us turn our attention now to the kingdom of
Lambayeque, whose limits were the Motupe valley in
the north and the Zafa valley in the south. The corner-
stone of this kingdom was Naymlap, who is portrayed
as a figure oscillating between fantasy and reality.
According to Rowe (The Kingdom of Chimor, Mexi-
co, 1948) “the Naymlap story is pure legend.” In a trans-
lation (IEP 1970) one reads: “it is a fable, or fairy tale.”
There is evidently a certain ambiguity. For Trimborn
(El Reino de Lambayeque en el Antiguo Peru, 1970)
“there is no reason to doubt his historical character.”

A fable is an account which goes no further than
entertainment. The characters, the place and the time
are not specific, and those who listen to the story enjoy
it without believing it to be true - unless, of course, the
audience is made up of children. It is worthwhile con-
sidering that many stories which are considered to be
fables were at one time viewed as being very important;
it is only the passage of time which has worn them
down, stripped them of their significance and convert-
ed them into mere amusement. The legend, on the
other hand, is a narrative involving specific people and
places; time does not float as it does in a fable. With a
legend a thing, an animal, a geographic accident-all are
clearly portrayed, and the listener knows what is
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Estos Tallanos traen unas camisetas y mantas de

algoddén. Traen unos rebozos alrededor de la cabeza -

que les da vuelta debajo de la baraba con unos rapace-
jos. Oviedo escribe lo mismo. Andan arrebozados los
hombres todos con unas tocas de muchas vueltas, asi
traen la cabeza muy grandes con aquellos rebozos. Di-
cen que traen aquellos tocados porque la tierra es enfer-
ma de los 0jos, y a doquiera que vean venir de dos in-
dios arriba, pueden apostar que es uno tuerto en aque-
lla tierra. Pedro Cieza corrobora esta opinion sobre la
salubridad de los llanos nortefios (La Cronica del Peru,
Capitulo LXITII) es algo enferma, a lo que dicen los que
en ella ha vivido especialmente de los 0jos; lo cual creo
causar los vientos y grandes polvos del verano. Estas
descripciones y explicaciones recuerdan de inmediato
los complicados tocados mochicas, cuyo dominio
alcanzé Piura, que la objetividad de su extraordinaria
ceramica permite observar con comodidad; asimismo
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involved. In general, the reference is to something
etiological. The story deserves respect, and is listened to
with a certain degree of concentration.

The account of Cabello de Valboa has, in my
judgement, little of fable about it. There are many places
mentioned that are geographically identifiable, and
there are names of archaeological structures that exist:
there is even a long and impressive genealogy with fine-
sounding names of officials, of their categories and
functions and of the places where they lived. The story
perhaps contains elements of fantasy in its first part; but
the second part is full of an impressive array of proper
names and geographical places. As the thread of the
account unfolds, the listeners can be almost certain to
have heard such names cited by their grandparents or
parents; so there is a strong element of legend present
here. On the other hand, itis worth considering the sig-
nificance that the whole account has. For example,
each time that archaeological investigation unearths a
fact, such as a spondylus shell pulverized into dust in
one of the burial platforms of Chan Chan, one tends to
cite as a most reliable reference source Naymlap’s
attendant Fonga, whose job was to strew seashell dust
over the ground in which his lord was about to tread
(G.W. Conrad, IEP, 1980). Or if the subject of an ethno-
historical research project is the decision of the colonial
authorities to forbid shell blowers to exhibit their skills
in public, one thinks of Pita Zofi, the trumpeter of
Naymlap. If a chief achieves a high status, we tend to
think of Occhacalo, who was in charge of Naymlap’s
kitchen. (Rostworowski 1961 - 19759.

For a long time the kingdom of Lambayeque has
been reduced to a merely marginal status compared
with the kingdom of Chimu, which has received greater
scholarly attention. In 1948 Rafael Larco H. was the
first person to do justice to Lambayeque, by substitut-



la representacion muy repetida de tuertos y ciegos. El
reino Chimu fue heredero de usos, creencias y costum-
bres Mochicas.

El uncu masculino, llamado por los cronistas ca-
misa o camiseta, que cubria desde el cuello hasta las ro-
dillas parece que durante la época Chimu fue mas redu-
cido. Oviedo escribe: los hombres traen camisas cortas.
Esto sin duda obligd a conceder mayor atencion a los
panetes usados como bragas. Se completaba este
atuendo con una manta que de ordinario se llevaba
anudada sobre el hombro izquierdo para dejar en liber-
tad el brazo derecho.

En lo que toca al vestido femenino ha sido tratado
en el tomo dedicado a Moche de esta coleccion de Arte
y Tesoros del Peru, p. 43 cabe, si, hacer una pequena
observacion. P. Cieza ha escrito. La vestimenta de la
mujer era grande y ancha abiertos por los lados por
donde sacaban los brazos (La Cronica del Perti Cap.
XVI). este ultimo esta bien observado. Las aberturas
para sacar los brazos no estan por los lados como dice el
cronista. Estan hacia arriba. Son tres enfiladas: la del
centro para sacar la cabeza y la de los extremos para sa-
car las manos, pues los brazos apenas podrian pasar por
alli pues, son aberturas estrechas. El vestido en conjun-
to, es un rectangulo: dos lados grandes (derecho e iz-
quierdo) y dos lados menores (arriba y abajo). Los bra-
zos no se sacan por los lados, sino por arriba. Aqui resi-
de el secreto de la construccion del vestido femenino
preinca; diferente al uncu masculino, en donde los bra-
zos se salen por los costados.

Toca ocuparnos ahora del Reino de Lambayeque.
Geograficamente lo delimita los valles de Motupe del
Norte y Zana al Sur. La piedra basal sobre la cual se le-
vantaba el reino fue Naymlap. El disefio de esta figura
oscila entre la fantasia y la realidad. Segun Rowe (The
kingdom of Chimor. Mexico 1970) se lee: es un cuen-

ing order for confusion with regard to the culture’s
ceramic ware, and by describing and comparing it
(Cronologia Arqueologica del Norte del Peri). In 1964
and 1971, Jorge Zevallos Quiniones (Revaluacion del
Término Chimu-Ceramica de la Cultura Lambayeque)
covered the whole field and reinforced his work with ju-
dicious interpretations. From that point on, the
situation became more logically ordered.

The decline of Moche, whose native ground
would appear to be further to the north, marks the be-
ginning of this chapter. Once its level of splendor and
maturity had been achieved, one’s concern became its
origins; this was a product of the Moche V period. It
would also appear that about this time friction with
highland people began to occur, since Galindo in the
Moche River valley and Pampa Grande in the Chancay
River valley, are situated at the heads of valleys, at
points of strategic importance for controlling the water
supplies. It was at this time, that there took place from
the south an expansion, whose origins lay in Tiahuana-
co and Huari; of course, the further the expansion
moved away from its origins, the moreits force tended
to weaken and its message to diminish. It was during
the Middle Horizon that Moche collapsed, and the
kingdom of Lambayeque was established, although the
development of the various events took until the
beginning of the Late Intermediate period. Notable
trends characterize the greatness of this kingdom: gold
and silver-working and hydraulics stand out. To some
degree, the gold-work really was not pure gold, but
tumbaga, This word, of Malayan origin, was originally
“tembaga” and signified copper. The dictionary for the
Spanish language defines it as a “metallic alloy com-
posed of gold and of an equal or lesser amount of
copper.” Diego Gonzales Holguin provides us with a
Quechua word, “anta-curi”, which in effect means low
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to. Es manifiesto que se trata de un equivoco. Para
Trimborn (El reino de Lambayeque en el Antiguo
Perti. Anthoropos Institut 1970) no existe ning(in moti-
vo para dudar del caracter histérico.

Un cuento es un relato que no va mas alla del en-
tretenimiento. Los personajes, el lugar y el tiempo no
son especificos, los oyentes disfrutan con el pero no lo
estiman veridico; salvo que el auditorio sea de nifios.
Conviene considerar que muchos relatos tenidos como
cuentos, en su origen han sido, transcendentes y queel
tiempo los ha roido y despojado de sus valores y con-
vertido en pasatiempos. La leyenda en cambio es una
narracion cuyos personajes y lugares son especificos.
No asi el tiempo que como en el cuento flota. Aqui una
cosa, un animal, un accidente geografico, etc. estan
bien retratados y el oyente sabe de que se trata. Por lo
general se refiere a algo estiologico. El relato merece
respeto y se oye con cierto recogimiento.

El relato de Cabello de Valboa tiene, a mi juicio,

poco de cuento. Son muchos los sitios identificables

geograficamente, los nombres de monumentos exis-
tentes, atin hay la larga e impresionante genealogia con
los sonoros nombres de los orificiales, sus categorias y
funciones y los sitios donde vivieron, etc. El relato qui-
za puede tener algo de fantasia en su primera parte. La
segunda llena de nombres propios y lugares geografi-
cos es impresionante a medida que el hilo del discurso
se desovillaba los oyentes podian reconocerlo haber oi-
do alguna vez tales nombres, citados por sus abuelos o
padres; asi pues esta parte participa mas de lo legenda-
rio. De otro lado conviene considerar el peso que tiene
todo el relato. Toda vez que la investigacion arqueolo-
gica encuentra un hecho, por ejemplo spondylus pul-
verizados en una de las plataformas fuenerarias de
Chan Chan, se cita como recurso de la mayor validez a
Fonga el funcionario de Naymlap que esparcia el polvo
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quality gold (Vocabulario de la Lengua General 1608).
Goldworking has very early origins in Peru, being
present in Chavin, where it was hammered and re-
poussé was done. Small lumps of gold, such as nug-

gets, were probably used. Gold is a ductile and
malleable metal which adapts well to the techniques

mentioned. It was hammered so as to produce sheets
that were suitable for being cut into shaped objects;
however, it must be remembered that continuous
strong hammering causes the metal to become brittle
and break, due to changes in the microstructure. It is

therefore necessary to reorganize this molecular struc-
ture through a heating process, called “annealing.”

After which hammering can start again on a metal
whose ductile quality has been restored. In summary,
we are dealing with an alternately cold and hot pro-

cedure.
Jorge C. Muelle has written: “The Chavin Hori-

zon includes very simple techniques for treating gold,
primarily hammering it into sheets when cold. “Heat
techniques, which comprise a combination of various
discoveries and inventions, were developed later” (Sala
de Oro, Museo Nacional de Antropologia y Arqueologia

1965)
In actual fact, that is not exactly true. The ham-

mering process, in spite of being a basic technique, re-
quires heat.

Another procedure called “mise en chaleur” by
the French was also known in ancient Peru. Pieces
from Vicus, in the area of upper Piura, display a beau-
tiful appearance as the result of this technique, What is
involved is a chemical process which acts on the sur-
face of the copper-like tumbaga, thereby obtaining an
appearance of high quality gold. The Spaniards who
came from Costa Rica, Nicaragua and Panama knew
this technique, but many were also taken in by the
clever effects obtained by the local Indian metal-



de conchas sobre los sitios que su sefor iba a caminar
(G. W. Conrad IEP 1980) o si la investigacion etno
histérica descubre quejas de los curacas ante la autori-
dad colonial por la prohibicion de lucir tocadores de ca-
racoles toda vez que se presenta en publico, viene a la
mente Pita Zofi el trompetero de Naymlap. O si un co-
cinero alcanza un alto status, se recuerda de inmediato
a Occhacalo que tenia a cargo a la cocina de Naymlap
(ROSTWOROWSKI 1961 - 1975).

Durante mucho tiempo el reino de Lambayeque
ha tenido una condiciéon marginal en relacién con el
reino Chim(1 que ha merecido mayor consideracion de
parte de los investigadores. En 1948 Don Rafael Larco
H. es el primero que le hace justicia (Cronologia Ar-
queolégica del Norte del Pert). Sacando la ceramica
Lambayeque del cajon de sastre en donde habia sido
confinada, describiéndola y compartiéndola. En 1964
y 1971 Jorge Zevallos Quifiones (Revaluacion del Tér-
mino Chimu Ceramica de la Cultura Lambayeque) in-
siste sobre todo ello, afiadiendo juiciosas apreciacio-
nes. Desde alli las cosas se hacen mas ordenadas y con-
gruentes.

La declinacion Moche, cuyo solar nativo pareciera
ser mucho mas al norte, marca el inicio de este capitu-
lo. Alcanzada su espléndida madurez vuelve a los 0jos
hacia probables fuentes de origen. Este movimiento se
produce con Moche V. pareciera también que experi-
menta, por ese tiempo, fricciones con gente de la sierra
pues Galindo en el valle del rio Moche, Pampa Grande
en el valle del rio Chancay, estan situados en cabeceras
del valle. En sitios estratégicos para el control del agua.

Por ese tiempo, desde el sur, se deja sentir un mo-
vimiento expansivo, Claro esta que siendo los focos
Tiahuanaco y Huari muy al Sur su fuerza se debilita
cuanto m4s lejos se expande y la voz de mensaje llega
mas apagada. El horizonte Medio asiste al colapso de

workers.

Oviedo, who was never in Peru, wrote of what he
saw in Cental America: “The Indians know how to
gold-plate the objects which they make of copper. They
do it with such subtlety and skill, and imbue it with
such a fine lustre, that one would swear that it was of
twenty three carats or more, depending on the color
tone which they achieve” (Historia General y Natural
de las Indias, Book VI, Chapter VIIL, Part X of parts IXI)
Francisco Lopez de Gomara, who was also never in
Peru, makes the same observation: “a lot of Spaniards
were fooled at the beginning” (Historia General de las
Indias).

Indians from the Caribbean area called this tum-
baga by the name of “karacole”. Pedro Cieza (La Croni-
ca del Perti, Chapter VI) refers to it by the name of “cari-
curi.” He is talking about Uraba rather than Peru when
he writes of “very rich jewels, silver items and other
things which they call caricuries.” Oviedo employs a
Mexican name which he heard used in Cozumel: “they
were wearing some “guanines” which they putin their
ears; by guanines, we mean gold-plated pieces of
copper” (Historia General y Natural de las Indias, Book
XVII, Chapter IX).

It is evident that the Spaniards were well aware of
this gold-plating procedure: they must have seen it in
various places, and would have been aware of the differ-
ent terms used to describe it. It is Oviedo who tells us
how they achieved this effect: “They use certain plants
or weeds, which I have seen. The Indians have shown
them to me, but neither by cajoling or admiration have
I been able to get the secret out of them.” The plant to
which Oviedo alludes is of the Oxalis species; it con-
tains oxalic acid which, upon coming into contact with
the tumbaga surface, reacts with the copper in such a
way that it forms a salt; when this evaporates, the gold
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quality gold (Vocabulario de la Lengua General 1608).
Goldworking has very early origins in Peru, being
present in Chavin, where it was hammered and re-
poussé was done. Small lumps of gold, such as nug-

gets, were probably used. Gold is a ductile and
malleable metal which adapts well to the techniques

mentioned. It was hammered so as to produce sheets
that were suitable for being cut into shaped objects;
however, it must be remembered that continuous
strong hammering causes the metal to become brittle
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de conchas sobre los sitios que su senor iba a caminar
(G. W. Conrad IEP 1980) o si la investigacion etno
historica descubre quejas de los curacas ante la autori-
dad colonial por la prohibicion de lucir tocadores de ca-
racoles toda vez que se presenta en publico, viene a la
mente Pita Zofi el trompetero de Naymlap. O si un co-
cinero alcanza un alto status, se recuerda de inmediato
a Occhacalo que tenia a cargo a la cocina de Naymlap
(ROSTWOROWSKI 1961 - 1975).

Durante mucho tiempo el reino de Lambayeque
ha tenido una condicion marginal en relacion con el
reino Chimu que ha merecido mayor consideracion de
parte de los investigadores. En 1948 Don Rafael Larco
H. es el primero que le hace justicia (Cronologia Ar-
queologica del Norte del Pert). Sacando la ceramica
Lambayeque del cajon de sastre en donde habia sido
confinada, describiéndola y compartiéndola. En 1964
y 1971 Jorge Zevallos Quifiones (Revaluacion del Tér-
mino Chimu Ceramica de la Cultura Lambayeque) in-
siste sobre todo ello, afladiendo juiciosas apreciacio-
nes. Desde alli las cosas se hacen mas ordenadas y con-
gruentes.

La declinacion Moche, cuyo solar nativo pareciera
ser mucho mas al norte, marca el inicio de este capitu-
lo. Alcanzada su espléndida madurez vuelve a los ojos
hacia probables fuentes de origen. Este movimiento se
produce con Moche V. pareciera también que experi-
menta, por ese tiempo, fricciones con gente de la sierra
pues Galindo en el valle del rio Moche, Pampa Grande
en el valle del rio Chancay, estan situados en cabeceras
del valle. En sitios estratégicos para el control del agua.

Por ese tiempo, desde el sur, se deja sentir un mo-
vimiento expansivo, Claro estd que siendo los focos
Tiahuanaco y Huari muy al Sur su fuerza se debilita
cuanto mas lejos se expande y la voz de mensaje llega
mas apagada. El horizonte Medio asiste al colapso de

workers.

Oviedo, who was never in Peru, wrote of what he
saw in Cental America: “The Indians know how to
gold-plate the objects which they make of copper. They
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Francisco Lopez de Gomara, who was also never in
Peru, makes the same observation: “a lot of Spaniards
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Indians from the Caribbean area called this tum-
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tains oxalic acid which, upon coming into contact with
the tumbaga surface, reacts with the copper in such a
way that it forms a salt; when this evaporates, the gold
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Moche y el establecimiento del reino de Lambayeque.
El desarrollo de los acontecimiento toma hasta los co-
mienzos del Intermedio Tardio. Grandes hitos marcan
la grandeza de este reino: Sobresalen entre otros: la
orfebreria y la hidrdulica. La orfebreria en parte, no es
0ro puro sino tumbaga. Esta palabra es de origen mala-
yo (Tembaga) y equivale a decir cobre. El diccionario
de la Lengua Espanola la define como: liga metalica
compuesta de oro de igual a menor cantidad de cobres.
Diego Ganzéles Holguin ofrece la voz quechua anta-
curi que equivale a decir: oro bajo, mezclado. (vocabu-
lario de la Lengua General 1608).

El trabajo en oro es muy antiguo, estd presente en
Chavin y hace uso de técnicas sencillas: batido y empu-
jado, probablemente se utilizaba oro pepitas. El oro es
un metal dactil y maleable y se adapta bien a las técni-
cas mencionadas. El batido consiste en martillar el me-
tal hasta lograr laminas aptas para cortar y dar forma.
Conviene considerar que tras un fuerte batido el metal

se convierte en quebradizo por desorden molecular. Se’

hace necesario una reordenacion de las moléculas me-
diante el recocido al rojo, con lo cual se puede volver a
reiniciar el batido. En resumen se trata de un procedi-
miento: frio, caliente.

Jorge C. Muelle ha escrito. El Horizonte Chavin
comprende técnicas muy simples en el tratamiento del
oro, principalmente el laminado que puede ser batido
en frio. Las técnicas térmicas, que significan la conjun-
cion de varios descubrimientos e invenciones, no
podian surgir sino mas tarde (sala de oro. Museo Na-
cional de Antropologia y Arqueologia 1965).

Como se ve, esto no es muy exacto. el batido, ain
siendo una técnica elemental necesita el recurso del ca-
lor.

Otro procedimiento llamado en Francés mise en
cauleur también fue conocido en el Antiguo Peru. Pie-
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surface remains. The plant’s name is “Oxalis pubes-
cens.”

Gomara is very clear in his explanation:“In Santa
Marta, in Colombia, they gild a lot of gold and copper
with a certain plant which they soak and then squeeze.
They rub the copper with it, apply heat, and onenotices
that the greater the heat, the more of this plant sub-
stance they apply.”

Pedro Sancho de la Hoz provides us with a de-
scription of a mine in the Altiplano area of Lake Titicaca.
and in spite of the great distance between these high-
lands and the area that we are discussing, the descrip-
tive images are useful. He states that “the mines are lo-
cated in ariver bed, about half way up, rather like caves:
workers go in through an opening to scratch the earth
using deer horns or antlers to pry forth the ore, which
they then carry out in leather bags or in sheepskins.
These mines do not go very far into the earth, about ten
fathoms in most cases, and in some cases twenty. There
is no light whatsoever inside them, nor much space
even for a person who stoops and until one person
comes out another cannot go in” (De lo Sucedido en la
Conquistay Pacificacién de estas Provincias de la Nueva
Castilla, Chapter XVIII).

Oviedo provides information regarding the wash-
ing of the earth in troughs. His description describes
the sort of activity which is repeated even today.

Garcilazo tells us about “the few tools that the In-
dians had available for their work.” Father Cobo gives
usamore extensive reference: “We found in the posses-
sion of these Indians objects of silver and gold made by
them in ancient times with such supreme skill that it
causes admiration, especially when one considers the
few tools which they possessed. They had no forge, and
merely threw the coal on the ground; instead of using
bellows, they would blow with long copper pipes



zas procedentes de Vicus, alto Piura, muestran una her-
mosa apariencia mediante esta técnica. Se trata de un
proceso quimico que actia superficialmente sobre la
tumbaga de aspecto cobrizo obteniendo un aspecto de
oro de calidad. Los espafioles venian de Costa Rica, Ni-
caragua y Panama al encuentro del Peri conocian esta
técnica pues muchos de ellos se engafiaron con los
efectos logrados por los orfebres aborigenes.

Oviedo que no estuvo en el Pert escribe lo que vid
en Ameérica Central: Los indios saben dorar las piezas e
cosas que ellos labran de cobre y de oro muy bajo. Tie-
nen en esto tanto primor y excelencia y dan tan subido
lustre alo que doran, que parece que es también oro co-
mo si fuese de viente e tres quilates o mas segun el color
en que queda de sus manos. (Historia General y Natu-
ral de las Indias Libro VI Cap. VIII dividida en once
partes Parte X) Francisco Lopez de Gomara, que tam-
poco estuvo en el Peri, comenta sobre esto mismo en-
gafio a muchos espafioles al principio (Historio Gene-
ral de las Indias).

Los Indios Caribes llamaban Karacole a esta tum-
baga. Pedro Cieza (La Cronica del Pert Cap. VI) se re-
fiere a ello con el nombre de cari curi. Habla, no del
Per, sino de Uraba joyas muy ricas de campanas, pla-
tas joyeles y unos que llaman caricuries. Oviedo usa
una palabra mexicana que oyé en Cozumel: traian
unos guanines que se ponen en las orejas para que el
lector entienda que cosa son guanines, para adelante,
digo que son piezas de cobre doradas (Historia General
y Natural de las Indias Libro XVII Cap. IX).

Se ve claro que los espafioles conocian la técnica
de dorar, la habran visto en varios sitios y saben los
diferentes nombres que ella tenia. Es Oviedo quien da
una explicacion de como se lograba este efecto. Estos
hacen ellos con ciertas hierbas. Yo he visto la hierba e
indios me han ensefiado pero nunca por halado ni por

measuring about three or four palms (of the hand) in
length. They also lacked tongs, hammers, chisels, files,
engraving burins and all those other tools which our
goldsmiths and silversmiths use. In fact, they accom-
plished all their work with just three or four sets of tools
made of stone and copper” (Historia del Nuevo Mundo,
Chapter XV, Book XIV).

The term “city” is used somewhat casually when
one talks of human settlements of the pre-Hispanic pe-
riod. Currently the “city” is characterized by various
conditions: size, permanency, density of buildings and
of inhabitants, urban heterogeneity, social stratifi-
cation, work specialties, roles as center or key nuclei of
power, relationships with suburbs, and so on. It would
be superfluous to continue listing all the relevant
aspects. From this point on, there is a progressive
scaling down of settlements, as they diminish in
importance: towns, villages, communities, estates, etc.

I consider that what we today call a “city” does not
really match up with a corresponding pre-Hispanic
model. It simply is not possible to use current concepts
to describe archaic models which have now
disappeared, or to refer to ruins whose inhabitants,
long dead, cannot speak. It is true that certain of these
ancient complexes are still used, although the inhab-
itants are obviously not the same as their predecessors;
but no one can really suitably provide information, and
it is risky to take a present image and apply equivalent
value to it in the past.

In my judgement the eye-witness accounts of the
first soldier chroniclers, who actually saw daily life in
Indian settlements, are an important help. The places
that they saw - Cajamarca, Cuzco, Paramonga, Pacha-
camac - were admittedly seen through European eyes.
The local Indians probably saw these places in a differ-
ent light. In the final analysis, nobody sees things exact-
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otra forma sacar de ellos el secreto. La hierba que alude
Oviedo es del género Oxalis, ella contiene acido oxali-
co, que en contacto con la superficie de la tumbaga
reacciona con el cobre formando una sal que se des-
prende y deja el oro a la vista. La planta se llama Oxalis
pubescens.

Gomara lo expresa con claridad: Hay en Santa
Marta (Colombia) mucho oro y cobre que doran con
cierta hierba majada y exprimida; friegan el cobre con
ella y lo sacan al fuego; tanto mds calor cuanto méas
hierba le dan.

Pedro Sancho de la Hoz, nos ofrece una descrip-
cion de una mina en la Meseta del Titicaca. No obstante
la distancia geografica entre lo que tratamos y el Callao,
las imagenes son Utiles. Dice asi: Estan las minas en la
caja de un rio, a la mitad de la altura, hechas a modo de
cuevas, a cuya boca entran a escarbar la tierra y la escar-
ban con cuernos de ciervo y la sacan fuera con ciertos
cueros cocidos en forma de sacos o de odres de pieles
de oveja. Las minas no entran mucho dentro de la tie-
rra, unas diez brazas y otras veinte no tienen luz ningu-
na, ni mucha anchura que para que pueda entrar una
persona agachada y hasta que este no sale no puede en-
trar ningtin otro (De lo sucedido en la conquista y paci-
ficacion de estas provincias de la Nueva Castilla Cap.
XVIII).

Oviedo ofrece noticias sobre el lavado de la tierra
de las minas con batea. Su descripcién recoge movi-
mientos que siguen repitiendose hoy dia.

Garcilazo nos da noticias sobre los pocos instru-
mentos que los indios alcanzaron para sus oficios. Es
una larga cita que el P. Cobo la ofrece igual, pero mas
compendida.

Hela aqui: Hallamos entre estos indios cosas de
plata y oro hechas antiguamente por ellos con tanto pri-
mor que nos admiran, atento las pocas herramientas y
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ly the same. We all make certain subjective value judge-
ments about our environment, and those that best fit
into our particular viewpoint are what we see in the end.
In summary, we are talking about different visions of
the same subject matter at the same time.

Pedro Cieza de Leon writes: “the only part of this
kingdom of Peru where there is a city with fine decora-
tions is Cuzco. Apart from that, the provinces where
the Indians live are just villages, and there are some
towns there is nothing about their appearance, plan-
ning or political system that merits praise” (La Crénica
del Peri, Chapter XCII). Regarding Chan Chan, he
writes as follows: “Some Indians recount that before
the Incas established their dominion, there existed in
this valley a powerful ruler called Chimo, whose name
was the same as the valley we now know. He accom-
plished great things, winning many battles and con-
structing certain buildings which in spite of their great
age, show clearly how splendid they once were” (La
Cronica del Perii, Chapter LXVIII). As one can see, this
chronicler who is so meticulous and truthful in his
narrative, does not use the word “city.”

Chan Chan is made up of a series of enormous
enclosed buildings or courtyards that are inappropri-
ately called “citadels.” According to the dictionary of
the Royal Academy, in the 1936 version, the term corre-
sponds to a “permanent fortified area or enclosure in
the interior of a plaza. whose function is to control it or
provide refuge for its garrison force.” As one cansee, the
definition refers to a military emplacement. The court-
yards of Chan Chan were constructed, one by one, at
different times. The Chimu king had them built to con-
tain royal tombs of imposing proportions, surrounding
them with architectonic constructions that were very
similar. One after another, the princes constructed
these immense building enclosures, so that logically



falta de instrumentos que tenian para obrarlas. Porque
carecian de fragua, y no hacian mas que echar el carbon
en el suelo, y en lugar de fuelles soplaban con unos
canones de cobre largos tres o cuatro palmos. Carecian
asi de tenazas, martillos, limas, cinceles, buriles y de los
otros instrumentos de nuestros plateros y con solas tres
0 cuatro suertes de herramientas de piedra y cobre la-
braban todas sus obras. (Historia de Nuevo Mundo
Cap. XV Libro XIV).

La palabra ciudad es utilizada con ciertaligerezaal
hablar de asentamientos humanos pre-hispanicos. Al
presente la ciudad se caracteriza por varias condicio-
nes: tamano, permanencia, densidad de edificacion y
poblacién, heterogeneidad urbanistica, estratificacion
social, especializacion de labores, centro o nucleo ra-
diante de poder, relacion del asentamiento con su en-
torno y al contrario etc. Seria ocioso seguir enumeran-
do aspectos que todos dominan. Desde alli se produce
una degradacion paulatina hacia asentamientos de im-
portancia menor a los cuales no se les concede nombre
de ciudad sino de: aldeas, pueblos, comunidades, es-
tancias, etc.

Considero que lo que nuestros dias llama ciudad
no encuadra cabalmente en el patron pre-hispanico co-
rrespondiente. No es posible utilizar conceptos actua-
les para retratar modelos arcaicos ya desaparecidos, o
ruinosos cuyos habitantes, todos muertos, no pueden
informar. en verdad que de estos viejos conjuntos,
algunos de ellos estan vivientes y gentes que lo habitan
son otras, nadie puede informar con propiedad y es has-
ta cierto punto aventurado trasladar una imagen pre-
sente dandole valor equivalente en el pasado, sin correr
algin riesgo.

A mi juicio constituye ayuda importante los testi-
monios de los primeros soldados cronistas que vieron
asentamientos indigenas funcionando como: Cajamar-

there was first one, and then another. The complex was
not planned all at one time, as occurred when Francis-
co Pizarro founded the city of Lima.

When the first king, the legendary Tacaynamo,
died, he was probably buried in a huaca - that is to say,
in a pyramid especially constructed to receive the body
of the king together with the people he most loved and
his most prized possessions. All of this was done to in-
sure that he would be well looked after in the next life.
On the outskirts of the present-day city of Truyjillo, at the
edge of the Pan American highway, there is a huaca by
the name of Tacaynamo or Chore. It does not form part
of Chan Chan, since Chan Chan did not exist when it
was built. This huaca has been plundered, and by the
time that officially controlled excavations were carried
outin 1969, it was in very bad condition. As aresult, the
bones that were exhumed came out in an extremely
confused and disorderly pattern. Also found were var-
ious wooden figures, some of which had mother-of-
pearl inlays and some of which were painted; their sub-
ject matter included hunchbacked litter carriers, pris-
oners with coiffures in the style of the river Marafion
area bearers carrying large loads with a headband
across their forehead, like one sees in the jungle areas,
lance-bearers, etc. The dimensions of these figures
ranged between .364 and . 590 meters. One can see from
this coterie that the carved figures had something to do
with the life of the king: prisioners brought from the
jungle, buffoons, a royal escort, etc. (Los Idolillos de
Tacaynamo, F. Iriarte Brener, 1976). One recalls in
another continent the great imperial tomb in Mount Li
of the first emperor who unified China. The tomb had
in it, in orderly formation, a multitude of warriors and
horses, all of them life-size, that were made of baked
clay and which in their totality must have been destined
to proclaim the power or glory of the king (Arthur Cot-
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ca, Cuzco, Paramonga; Pachacamac. Adn asi son 0jOS
europeos los que ven. Probablemente los indigenas pu-
dieron dar, de los mismos, visién diferente. Al fin yal
cabo nadie mira en forma igual. Todos hacemos de
nuestro entorno unas seleccion de valores y aquellos
que resuenan mejor con nuestra naturaleza esencial,
€50 y no otra cosa es lo que vemos. En suma se trata de
visiones diferentes de un mismo asunto y en un mismo
momento.

Pedro Cieza de Leo6n escribe y, en ninguna parte
de este reino del Pert1 se hall6 forma de ciudad con no-
ble ornamento si no fue este Cuzco. Y sin esto las pro-
vincias de las Indias son poblaciones. Y si hay algunos
pueblos no tienen traza ni orden ni cosa politica quese
hay de loar (La Crénica del Perti Cap. XCII). De Chan
chan se expresa asi: Cuentan algunos indios que anti-
guamente antes que los ingas tuviesen sefiorio, hubo
en este valle un poderoso sefor, a quien llamaban chi-

no, como el valle se nombre agora el cual hizo grandes -

cosas, venciendo muchas batallas y edifico unos edifi-
Cios que, aunque son tan antiguos se parece claramente
haber sido gran cosa (La Crénica del Pert Cap. LXVII).
Como se ve, este cronista tan veraz y minucioso no em-
plea la palabra ciudad.

Chan Chan esta constituida por una serie de enor-
mes edificios cercados o canchas, llamados impropia-
mente ciudadelas. Segiin el diccionario de la Real Aca-
demia 1936, el término corresponde a: Recinto de forti-
ficacion permanente en el interior de una plaza que sir-
ve para dominarla o de ultimo refugio a su guarnicion.
Como se ve la definicidon se refiere a un emplazamiento
militar, Las canchas de Chan Chan fueron edificadas,
una a una, en tiempos diferentes. Las mandaron a ha-
cer los reyes chimor para contener una tumba regia de
grandes proporciones, rodeada de instalaciones, arqui-
tectonicamente, muy semeiantes. Uno tras otro los
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terell, 1982). Also worthy of recall is a large painted tex-
tile that was studied by Henry Reichlen. It came from
the north coast, probably from the Viru area, and de-
picts nude prisoners with ropes around their necks, in
evident proclamation of some military victory, pact or
heroic accomplishment of the personage to whom the
textile was dedicated. In the Chancay culture, it is quite
common to see small figures who represent litter
bearers, warriors with shields, etc., as well as real com-
positions, made in silver outline cut-out sheets, in
which one sees a procession-like formation of
hammock bearers and their escort.

The courtyards of Chan Chan were not palaces.
None of them possessed the conditions for permanent
residency. It is possible that some watchmen lived
there, but that was about all. Each enclosure, in my
judgement, represented a particular lineage. It contained
the body of a dead king, as well as the bodies of those
persons destined to serve and accompany him in the
next life. It was a sacred place. From time to time, the
family members of that particular lineage met. Impor-
tant economic interests maintained the members of the
royal family united, administering the possessions and
property of the dead monarch. The courtiers continued
in their official positions. A whole host of slaves owed
them obedience because they were part of the king’s
family.

The presence of royal personages in these enclo-
sures, as they arrived in palanquins accompanied by a
glittering attendant court, must have been impressive.
All the slaves subject to the royal lineage had to be pres-
ent at these solemn ceremonies to honor the memory
of the king. When the gloomy ceremonies were fi-
nished, they were at liberty to go to certain consultation
or business areas, called “audiencias”, where sooth-
sayers, holy men, doctors, interpreters or dreams, etc.




principes fueron construyendo estos inmensos recin-
tos. Logicamente primero hubo uno luego otro etc. El
conjunto no fue planeado de una vez como hizo Fran-
cisco Pizarro al fundar la ciudad de Lima.

A la muerte del primer rey el legendario Tacayna-
mo es probable se le sepulte en una huaca; es decir en
una piramide levantada especialmente para recibir el
cuerpo del rey, sus seres mas queridos y sus bienes mas
escogidos; todo para que tuviese servicio adecuado en
la otra vida. Existe en las afueras de la ciudad de Truyji-
llo, al borde de la carretera Panamericana, una huaca
Itamada Tacamayo o Chore. No forma parte de Chan
chan pues Chan chan no existia. Esta huaca ha sido sa-
queada y su excavacion controlada en 1969 la hallo ya,
en muy malas condiciones. Con todo se exhumo hue-
sos en confuso desorden denunciando su condicion de
sepultura. Se encontro también varias figuras de made-
ra unos con incrustaciones de nacar y otras pintadas.
Representaban: cargadores de litera jorobados, prisio-
neros, peinados a la manera de los aguarunas del rio
Maranon, portadores de bultos llevando sus cargas me-
diante una faja sobre la frente ala manera selvatica, por-
tadores de lanzas, etc. El tamano de las figuras oscilaba
entre 0.364 m. y 0.590 m.. Se advierte a través de esta
enumeracion que las tallas representaban algo relacio-
nado a la vida del rey: prisioneros traidos de las selvas,
bufones, escolta real, etc. (Los idolillos de Tacamayo.
F. Iriarte Brener 1976). Salvando distancias recuerda
lejanamente la gran tumba imperial en el Monte Li del
primer emperador que unificé China en la que apare-
cen en correcta formacion multitud de guerreros y ca-
ballos, de tamafo natural, hechos de barro cocido. El
conjunto debio proclamar el poder o la gloria del rey.
(Arther Cotterell 1982). También recuerda una gran te-
la pintada estudiada por Henry Reichlen, procedente de
la costa norte, probablemente viru, que ofrece orlas de

listened to problems and prescribed appropriate
remedies. One paid for these consultations in the
Indian manner, that is to say with a donation which
was placed, according to the typé of object it was, in the
many niches that were located all around these
“audiencias.” It is possible that tribute was also left
there, although it should beremembered that tribute in
this environment was generally in the form of personal
service or labor. In summary, the enclosure maintained
the members of the royal lineage and their slaves united
in one unit.

Michael E. Moseley and Carol Mackey have writ-
ten about these “audiencias” as follows: “We called
these niched chambers “audiencias”, because they
were reminiscent of scenes found on ancient Chimu
pots. These depicted a richly garbed man seated in a
little open-fronted enclosure, seemingly conducting
business or holding an audience with people standing
outside” (National Geographic Magazine, March 1973).

The “audiencia” is an architectonic form that is
very much repeated in the monumental complexes of
Chan Chan. Each audience area, like a confessional of
the Catholic Church, consisted of a small chamber of
three walls, and with the front side open; at times it was
covered, and at other times not. On the interior surfaces
of the walls there are niches, which one finds less fre-
quently on the outer walls. The “audiencia” itself, like a
dais or lecture platform, had a moderately elevated
floor. The person who listened sat upon the floor of the
“audiencia”, that is to say slightly higher up than the
person who explained his case, who was seated on the
ground floor.

Father Arriaga, referring to the fiestas that the In-
dians celebrated at their huacas, notes that: “all the In-
dian men and women make their confession with the
appropriate official, who is seated on the ground while
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prisioneros desnudos con sogas al cuello, en manifiesta
proclamacion de alguna victoria militar, pacto o hecho
gloriosos del sefnor a quien la tela estaba dedicada (Re-
vista Peruana de Cultura N° 5 1965). En la cultura
Chancay es frecuente ver pequefias figuras que repre-
sentan portadores de litera, guerreros con estudios, efc.
Asimismo, verdaderas composiciones, hechas en re-
cortes en laminas de plata, en las que se ve prosecional-
mente hamaqueros y escolta.

Las canchas de Chan Chan no eran palacios. Nin-
guna de ella tiene condiciones para ser habitada. Es po-
sible que viviese alli guardianes, mas solo eso. Cada re-
cinto, a mi juicio representa un linaje. Contenia el cuer-
po de un rey muerto y los cuerpos de aquellas personas
destinadas a servirlo y acompanarlo en la otra vida. Era
un recinto sacro. Cada cierto tiempo el linaje se reunia.
Importantes intereses economicos mantenian a los
miembros del clan real unidos. Ellos administraban los
bienes del monarca difunto. Seguian en sus cargos cor-
tesanos. Una multitud de siervos les debia obediencia,
por ser familia de rey. -

La presencia de la realeza en los recintos, a sus
tiempos sefalados, llegando en andas acompanados
de cortejo brillante debio ser impresionante. Todos los
siervos dependientes del linaje del rey difunto debian
concurrir a esta solemnidades en memoria del rey. Ter-
minadas las ceremonias luctuosas, quedan en libertad.
Concurrian a ciertas dependencias, llamadas con pro-
piedad “audiencias” en donde adivinos, confesores,
médicos, interpretadores de sueno, etc. escuchaban y
recomendaban lo mas adecuado. Las consultas se pa-
gaban a la manera indigena, vale decir con un don que
se depositaba, seglin su especie, en los muchos depdsi-
tos que en torno a la audiencias habia. Es posible que
también alli se depositase tributos. Conviene recordar
que el tributo, en el mundo indigena era en mano de
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those who speak take up their customary positions”
(Extirpacion de la ldolatrias, Chapter V). The chroni-
cler adds that “they also make confessions when they
are ill because they believe that because of their sins
their “mallquis” - spirits of their forefathers - and their
huacas are ill, and this in turn makes them ill.”

There are some other architectural shaped struc-
tures called “auxilios” very near to the “audiencias”:
they look rather similar, but are smaller and do not
have niches. Father Arriaga, in Chapter III, has noted
that: “each one of these ministers or priests has a lesser
minister and helper, who is capacitated to take his place
in sacrificial ceremonies if he himself is absent.”

Confession required a verification, to ascertain if
it had been true or malicious. Certain judgement crite-
ria were used. The chronicler informs us that “they take
a small bundle of straws, which the confessor divides
into two parts; he then keeps taking straws from each
group, until at the end he checks to see if an even num-
ber remains. If so the confession was deemed correct,
and if the number was uneven, then the confession was
“untrue” (Arriaga, Chapter V). Father Arriaga tells us
about another form of verification: “Having a
small “mullu” bead placed in a thorn, lifting it up and
while holding it with two fingers of the right hand the
sins are told and when so concluding, the confessor
squeezes it until the bead cracks and breaks, at which
point he checks into how many pieces it broke. If it
broke in three pieces the confession was construed as
having been properly done, but if it cracks into two
pieces the confession is considered as not having been
good.”

There were functionaries who used soothsaying
procedures to ease the burden caused by the anguish
which many people felt when they went to see the
soothsayer. Duciols informs us that “they use the



obra. En suma el recinto mantenia al linaje real y a los
siervos unidos, formando un solo cuerpo.

Michael E. Moseley y Carol Mackey han escrito
sobre las audiencias: We called these niched chambers
audiencias, because the were reminiscent of scenes
found on ancient Chimu pots. These depicted a richly
garbed man seated in a little open fronted enclosure,
seemingly conducting businss or hololinf an audience
with people standing outside (National Geographic
Marzo 1973).

La audiencia es una forma arquitectonica muy re-
petida en los conjuntos monumentales de Chan Chan.
Cada audiencia, como un confesionario de la iglesia
catolica, figura una pequena camara de tres paredes es-
tando el frente libre. A veces esta cubierto, otro sin te-
cho. En las caras interiores de las paredes existen ni-
chos, menos frecuente en el exterior. La audiencia a
modo de un estrado tiene el piso moderadamente ele-
vado. La persona que escuchaba estaba sentada sobre
el piso de la audiencia. algo mas alevada que la que ex-
ponia la cual estaba sentada en el suelo raso.

El P. Arriaga hallando de la fiestas que los indige-
nas hacian a sus huacas dice: se confiesan todos los in-
dios e indias con los que tienen este oficio sentados enel
suelo el que oye y el que se confiesa en lugares que sue-
len tener (De la Extirpacion de la Idolatria Cap. V). El
Cronista anade: usan también confesarse cuando estan
enfermos porque entienden que por sus pecados estan
enojados sus Malquis (antepasados) y la huacas, y que
por eso enferman.

Muy préximas a las audiencias otras formas arqui-
tectinicas llamadas “auxilios” se parecen a una audien-
cia pero son de menor tamafo y no tienen nichos. El P.
Arriaga (Cap. IIIO tiene escrit: cada uno de estos (mi-
nistros o sacerdotes) tiene su ministro menor y ayudan-
te porque le sirve en los sacrificios y cuando falta el mi-

chance drawings of stalks of corn, saying that an
uneven number means that the illness is not caused by
that sin; they then put all the stalks together again,
repeat the words, and refer to another sin-perhaps :heft.
If the stalks come out even, then the witch doctor indi-
cates that the illness involved is a result of that parti-
cular sin” (Cultura Andina y Represion, 1968).

Cabello de Valboa tell us about other diviners,
who use smoke. He tell us that “There were others
called “vira pirco” who gave one to believe that by burn-
ing the fat of animals, they were able to read every-
thing desired by those who came to consult them, by
studying the smoke and splendor of the flames” (Mis-
celdnea Antartica.)

Arriaga tells us about other wizards who used
guinea pigs, “they cut them open, and then put their
finger - nail inside them, looking to see from which area
the blood comes, or their entrails shake.” He also re-
fers so soothsayers who rely on dreams, pointing out
that “if the person who needs advice is male, heis asked
to provide the band from his head, his bag, his mantle
or some other element of his wardrobe; if the person is
female, she is asked to provide a belt, or something
similar. The soothsayer takes these objects to his home,
sleeps on them and then gives his answer based upon
what he dreams.” The list of these wizards, witch doc-
tors or soothsayers, and the means that they use, is in-
terminable, and my intention is not to bore the reader
by citing more cases.

Since no tangible material evidence has been
found in the niches in the “audiencias”, one does not
know for what purpose these niches were used. I
believe that these must have been the places where the
functionary who was in charge of the consultation
stored all those little items which he may have needed
to carry out his job: small piles of corn of different
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nistro mayor suele entrar en su lugar”.

La confesion exigia, para saber si habia sido veridi-
ca 0 maliciosa de una verificacion para lo cual se utiliza-
ba ciertos elementos de juicio. El cronista informa: “to-
man un manojillo de hicho” (paja) “lo divide el confe-
sor en dos partes y va sacando una paja de una parte y
otra de otra, hasta ver si quedan pares, que entonces es
buena la confesion y si no nones mala” (Arriaga Cap.
V). El P. Arriaga ofrece otra forma de verificacion "te-
niendo una quetecilla de mullu metida en una espina,
con dos de la mano derecha, levantando la espina, ha-
cia arriba dice sus pecados, y en esta acabando la del
confesor” y el “aprieta hasta que se quiebra la cuenta”
“y mirando en cuantas partes se quebra en tres ha sido
buena a la otra confesion y se quiebra en dos no ha sido
buena”.

Habia funcionarios que a través de procedimien-
tos adivinatorios, descargaban el peso que produce la
angustia en aquellos que acudian a consultarles: Du-

ciols informa asi: “hacen las suertes del maiz y si que-

dan nones dicen que la enfermedad no es por aquel pe-
cado quetieneylo vuelve ajuntar todo y vuelve a decir
las palabras, diciendo se dio otro pecado sera este de
hurto y si salen pares dice el dicho hechicero que la di-
cha enfermedad es por aquel pecado”. (Cultura Andina
v Represion 1968).

Cabello de Valboa ofrece otros adivinadores, a
través de humo. Lo dice de esta manera: “otros habian
llamado Vira pisco, que hacian creer que quemado se-
bo de animales en el humo y replandor de sus llamas,
veian todo lo que deseaban aquellos por quienes eran
consultados” (Miscelanea Antartica).

Arriaga presenta adivinadores que utilizaban co-
nejillos de indias “abriéndolos con la ufia adivina por
ellos”, mirando de que parte sale la sangre, o que parte
se menea de las entranas” “presenta también adivina-
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colors, tied with coca leaves, pots with spiders inside,
stalks of straw, fishbones, mullus, the little animals
known as “cuyes”, and so on. All of this was destined to

‘alleviate the mental tensions of the people who came to

the audiences. It wasn’t so important for the soothsayer
to guess correctly. Rather, he fulfilled his task by calmly
listening and using such mediators as coca leaves,
grains of corn, etc, all of which helped to relieve the per-
son who suffered of some of the burden that afflicted
him.

Another architectonic element that one finds
throughout Chan Chan is the storage areas. As far as |
know, no one has calculated their capacity. 1 don’t
think it was very large. Each of these storerooms has
three walls and a roof; the fourth wall has been replaced
by a partition or lintel of modest height barely up to a
man’s waist. What was stored could not exceed the
height of the partition, without running the risk of spill-
ing over into the floor, so their capacity was obviously
limited. In my judgement, the devout left their offer-
ings there, depending on what sort of item it was. In
some cases it may have been dried fish, and in others
peanuts, or cotton spunned into balls of yarn of dif-
ferent colors.

Archaeological research has revealed the exis-
tence of the remains of living quarters and workshops
in those open spaces between courtyards. They are
small, almost unstable constructions. There is no point
of comparison between the dimensions and impor-
tance of the large imposing courtyards and this other
very modest type of structure. Their importance, rather,
lies with regards to the function of the royal building.
They probably were permanent quarters of artisans,
whose clients were the nobility, and of slaves respon-
sible for attending the funerary ceremonies. Around
any sacred place, merchants are quick to climb up the



dores por suefios” si es varon el que consulta le pide la
huaraca de la cabeza o la chuspa o manta o otra cosa de
su vestido y si es mujer le pide el chumbi que es la faja o
cosa semejante y las lleva a su casa y duerme sobre ello
y conforme alo que suefia responde. La lista de adivina-
dores y los medios que se valen para ello es intermina-
ble y no es mi propoésito abrumar al lector.

Nada se sabe para que servian los nichos existen-
tes en las audiencias, por no haberse encontrado en
ellos ninguna evidencia material. Considero que alli se
debid colocar las pequefias cosas que el funcionario
que atendia en la audiencia necesitaba para el desem-
pefo de su ministerio: dados, montoncitos de maiz de
colores diferentes, atados con hojas de coca, ollas en-
cerrando en ellas arafias, para espinas, mullu, cuyes,
etc. Todo ello destinado a aliviar tensiones animicas de
aquel que se aproximaba a las audiencias no interesa si
acertaban o no. El cometido se cumplia escuchando se-
renamente v a través de un mediador: hojas de coca,
granos de maiz, etc. deja al afligido que consultaba ali-
viado de un peso que lo oprimia.

Otro elemento arquitecténico presente por do-
quier en Chan Chan son los depositos. Que yo sepa na-
die ha calculado su capacidad. Pienso que poco. Cada
deposito tiene tres paredes y un techo; la cuarta pared
esta reemplazada por un tabique o dintel de no mucha
altura que podra llevar apenas a la cintura de un hom-
bre. Los que depositado no podia sobrepasar al tabique
o riego de derramarse por el suelo. Por tanto eran de li-
mitada capacidad. A mi juicio los devotos depositaban
alli sus ofrendas, segiin la naturaleza de lo que se ofren-
daba. En unos: pescados seco, en otros mani, en otros
algodon hilado en ovillos seguin sus diferentes colores,
etc.

La investigacion ha encontrado restos de vivienda
y talleres en los espacios libres entre cancha y cancha.

steps of the temple. Perhaps it was here that there
gathered a group of other specialists, somewhat similar
to those who worked in the interior courtyards, but
rather less respectable and less erudite. They would have
made predictions about the future, told fortunes, etc.,
receiving gifts in return for their services. Perhaps
others looked after the pack animals, provided music,
sang or performed acrobatic feats.

It has been said that the group of “citadels” re-
presents the capital of the kingdom of Chimor; it was
only in the last period that it came to form a large
architectural complex. It must not be forgotten, that
these “citadels” came into being one by one. If by
“capital” we mean the nucleus or heart of a holy area, it
is clear that Chan Chan was indeed a capital.

I do not think that it was a seat of political power.
Fach prince must have had his house and court, in a
more agreeable place than Chan Chan, which had no
running water. It did have some reservoirs which
provided water, and they can be seen even today; but
there was not enough water there to supply the capital
of a king. The seat of government must have been in
places that suited the individual taste of each ruler -
perhaps in the countryside, beside cultivated green
fields or in woods of faique or algarrobo trees near to
irrigation ditches.

Chan Chan, which is close to the sea, is cold and
arid. It cannot have been a very pleasant place for a
monarch, who would have had to look constantly at a
huge funerary mound, as though he was awaiting his
death.

Why, it may be asked, was Chan Chan built in a
place that was so little suited to court life? It was con-
structed at the edge of the sea, with the thoughtin mind
that the sea was the end of the world. The world was
seen by the Indian as aplate. Its surface was the world of
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Son construcciones pequefias, casi precarias. Compa-
rando el volumen e importancia de las grandiosas can-
chas reales con esta otra edificacién no hay punto de
comparacién. Su importancia aparece en funcién de
los edificios regios. Probablemente se trataba de asenta-
mientos permanentes de artesanos cuya clientela era la
nobleza y los siervos que concurrian a las ceremonias
finebres. En torno a todo lugar sacro, los mercaderes
trepan pronto a las gradas del templo. Quiza hubiese
alli otros especialistas parecidos a los que funcionaban
en el interior de la canchas, pero menos respetables,
menos eruditos: predecian el futuro, adivinaban,
decian oraciones, etc. recibiendo dones por Sus servi-
cios. Quiza otros se ocupaban de cuidar a los animales
de carga, de hacer musica, cantar o realizar acrobacias,
ete.

El conjunto de “ciudadelas”, se ha dicho, repre-
senta la capital Chimor. Sélo en los ultimos tiempos

formaban conjuntos arquitecténicos. No olvidar que se

originaron una a una. Si como capital se entiende, el
nucleo o corazdn de la sacralidad, es evidente que Chan
Chan fue capital.

Pienso no fue sede del poder politico. Cada princi-
pe debid tener casay corte, en un lugar mds ameno que
Chan Chan, que no disponia de agua corriente. Tenia
unas albercas que proporcionaban agua, y hasta hoy se
les ve, pero no en tal cantidad para abastecer a la capital
de un rey. La sede del gobierno debio estar en sitios de
acuerdo a los gustos de cada gobernante. Quiza en la
campifia, al pie de verdes campos de cultivo o bajo bos-
ques de faiques y algarrobos, préximas a grandes ace-
quias.

Chan Chan, muy préximo al mar, es frio y arido.
No debi6 ser sitio grato para un monarca, con un in-
menso timulo funerario a la vista, a la espera de su
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the living, and the reverse the world of the dead. The
dead had to live in their world united by the lineage of
their family ties. The sea lions and the sea birds were
creatures whose responsibility was to escort the dead
from the edge of the sea to that other world, Chan
Chan located as it was, was the ideal location from
which to make this great leap.

In comparison, Cuzco was constructed of large
courtyards whose stone exteriors of finely worked
stone can be seen today. They were multi-family
dwelling enclosures which sheltered members of royal
stock. Each prince destined to ascend the throne had to
construct a court for himself and for his family. At his
death, the building and whatever it contained was not
inherited by anyone, even though it sheltered the royal
mummy bundle and the family lineage. All functions
kept going in a normal manner: cooks, tailors,
metalworkers, etc., as if nothing has occurred, since the
cult of the royal dead was very deeply felt. The court
area, to a certain degree, became a temple dedicated
to the head sovereign. These court areas in Cuzco
were not all planned at the same time, but were
constructed progressively, as the list of dead kings
grew. Around the sacred areas there existed a se-
cular area of lesser importance. The radiant focal
point of all these activities was the Cori Cancha,
the temple dedicated to the su n, and the courtyards of
the dead kings who were considered to be sons of the
sun. The fact that there were so many dead maintaining
house and court in Cuzco did not- necessarily signify
that it was a mournful and somber place. Pedro Pi-
Zarro’s eye witness statements are eloquentevidence to
the contrary. He recounts how it was impossible to
sleep at night because of the uproar from the drums that
could be heard being played everywhere in honor of
festivals for both the dead and the living. By that I mean



muerte.

{Porque se edifica Chan Chan en sitio tan poco
apropiado para la vista cortesana?. Se edifico a la orilla
del mar considerando que la orilla del mar era el fin del
mundo. El mundo indigena se conceptuaba como un
plato. El haz era el mundo de los vivos, el envez el mun-
do de los muertos. Los muertos debian vivir en ese
mundo reunidos por linajes, de acuerdo a su condi-
cién. Los lobos y las aves marinas eran animales psico-
pompos encargados de conducir a los muertos desde la
orilla del mar al otro mundo. Chan Chan, alli donde
estaba, era el sitio ideal para el gran salto.

Sirva de comparacién otro asentamiento indige-
na. El Cuzco estaba constituido por grandiosas canchas
cuyos esteriores de piedra finamente labrada estan a la
vista en nuestros dias. Eran recintos multifamiliares
que albergaban estirpes reales. Cada principe que
accedia al trono debia construir una cancha para siy su
familia. A sumuerte el edificio y cuanto conteniano era
heredado por nadie por cuanto albergaba la momia real
y a su linaje. todo seguia en funciones: cocineros, sas-
tres, orfebres, etc. como si nada hubiese sucedido, pues
el culto al muerto regio era muy sentido y profundo. La
cancha en cierto modo, se volvia un templo dedicado al
monarca difunto. Las canchas del Cuzco no se planea-
ron todas a la vez, fueron edificadas en momentos suce-
sivos, como fue creciendo la lista de reyes difuntos. En
torno a esta area sacra existia un entorno profano de ca-
tegoria menor. Mas lo principal era el nticleo radiante,
constituido por el Cori Cancha dedicado al sol y las can-
chas de los reyes muertos hijos del sol. El conjunto era
pues morada sacra de muertes. Tanto muerto en el
Cuzco con casa y corte no fue motivo para que la cabeza
del reino fuese un sitio luctuoso o sombrio. Los testi-
monios de Pedro Pizarro son elocuentes. El cuenta co-
mo no se podia dormir, de noche, por el bullicio de los

that the dead were treated like the living, and that in a
Cuzco now occupied by the first Spanish conquis-
tadores the splendor of Cuzquenan social life went on
without interruption.

Polo de Ondegardo and Father Cobo provide a
detailed account of the “ceques”, sacred paths which
expanded radially outwards from Cuzco. The sacred
status of the area was clear, as was its situation as the
emporium of force and overriding power. Pedro
Sanchez de 1a Hoz writes of Cuzco that “it was all full of
palaces of noble lords because it was not a place where
the poor lived. Each lord and chieftain built his house
there, although they did not necessarily reside there
continuously; and so both the chieftains (caciques) and
dead lords maintained houses of recreation, with the
appropiate domestic staff of valets and maids and
sowed corn in the adjoining fields. In brief, it was a ne-
cropolis.

Pedro Pizarro narrates that a captain of Mango
Inga asked the governor (Francisco) Pizarro to grant
him a woman who formed part of the family lineage of a
dead lord. Pizarro sent his page and relative Pedro Pi-
zarro, together with an interpreter, and this is what
happened: “Believing that I was going to talk with a liv-
ing Indian, I was escorted to a mass of these funerary
bundles, where one was seated ona litter; the Indian re-
presentative who was to speak for him was on one side,
and the Indian woman on the other, seated near to the
dead corpse. When we arrived, we took up positions in
front of the dead lord so as to receive his message. We
were somewhat surprised, and remained silent; the
Indian looked at the woman (as far as I could make out,
it was to determine how she felt) and then both of them
answered me, saying that the dead lords had said that
she should go, and that the captain should take her”
This account reveals clearly how Cuzco was ruled by
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tambores que resonaban por doquier, de las fiestas asi
de los vivos “como de los muertos”. Con esto quiere
decir que los muertos eran tratados como vivos yqueel
esplendor de la vida social del Cuzco no se interrumpi6
pese a estar ya ocupada por los primeros conquistado-
res hispanos.

Polo de Ondegardo y el P. Cobo, dan detallada re-
lacion de los ceques, rutas sacras que partiendo del
Cuzco se espandian en forma radiante hacia el entorno.
Era manifiestala condicion sacra del sitio y su situacion
del emporio de fuerza y poder trascendente. Pedro San-
cho de 1a Hoz escribe del Cuzco: “Toda llena de pala-
cios de sefores porque en ella no vive gente pobre y ca-
da senor labra en ella su casa yasi mismo todos los caci-
ques, aunque estos no habitaban en ella de continuo”.
y anade “Los caciques y sefiores muertos mantienen
sus casas de recreo con la correspondiente servidumbre
de criados y mujeres, y el siembran sus campos de
maiz”. En suma era una necropolis.

Cuenta Pedro Pizarro que un capitin de Mango
Inca pidi6 al gobernador Pizarro de le concediese una
mujer que formara parte de un linaje de un sefior muer-
to Pizarro envi6 a su paje y pariente Pedro Pizarro en
compania de un intérprete. He aqui lo cuenta: “creyen-
do que yo iba a hablar de un indio vivo, me llevaron a
un bulto de estos muertos donde estaba asentado den-
tro de unaandas, que ansi lo tenian, y el indio deputado
que hablaba por el de un lado y la india al otro sentado
junto al muerto. Pues llegados que fuimos delante del
muerto la lengua le di6 el mensaje, y estando ansi un
poco suspensos y callados el indio miro a la india di-
ciendo que su sefior muerto decia que fuese, andi que
llevase la india el capitdn”. A través de este pasaje se ve
claro como Cuzco estaba gobernado por los muertos y
por los que asumian la representacion de ellos.

Muchos edificios antiguos: Huaca La Esperan-

the dead, and by those who represented them.

Many buildings - Huaca La Esperanza and Huaca
el Dragon outside of Chan Chan, and within Chan
Chan the complexes named after Tello, Velarde,
Tschudi, Rivera, and the Gran Chim -have very beau-
tiful relief designs on their walls. One of these reliefs,
perhaps the largest and most striking, was located on the
Velarde complex. Between 1904 and 1908 Dr.Carlos
Aureo Velarde, prefect of the department of LaLibertad,
discovered these reliefs by accident. The 1925 rains
destroyed much of them, and for years they remained
under a pile of debris. In 1969, the archaeologist Samuel
H. Burr rediscovered the design, although in a greatly
reduced state. M. A. Hoyt and M. E. Moseley have
studied it, citing their observations in Nawpapacha
7 - 8, 1970, the following details are taken from
their information regarding the way designs were
made. Over the wall that was to be decorated, of dry
plaster, a new coat of fine plaster was spread; it was
evently distributed, and about two centimeters deep.
The fresco work was then done, first using incisions
and then excisions to remove the superfluous material
so that the figures would stand out. This frieze has a
particular interest for us, primarily because a very
beautiful painted textile which faithfully reproduces
the Velarde design in its iconography was found in
the ruins of Huaquerones, very near to Puruchuco.
In view of the fact that the southern limit of the
Chimu kingdom was Carabayllo, it is normal that
there should be traces of the Chimu influence in Lima.
The textile that we are discussing is located in the mu-
seum at the Puruchucu ruins. I wrote about its dis-
covery and description in an article in £/ Comercio,
the prominent Lima daily newspaper, which was pub-
lished on Sunday 26 February 1956. The article read as
follows: “In 1954, a beautiful painted textile was found



za, Huaca El Dragon, fuera de Chan Chan y en Chan
Chan los conjuntos: Tello Velarde, Tachudi Rivero y
gran Chimu obstentan en algunas paredes hermosos
relieves. Uno de estos relieves, quiza ¢l mas grande y
bello existia en el conjunto Velarde. Entre 1904 y 1908
Don Carlos Aureo Velarde prefecto del Departamento
de La Libertad descubrio accidentamente los relieves.
Las lluvias en 1925 lo destruyeron en gran parte y desa-
parecieron durante afios, bajo un montén de escom-
bros. En 1969 el arquedlogo Samuel H. Burr lo redes-
cubrid, aunque naturalmente muy disminuido. M. A.
Hoyt y M. E. Moseley lo han estudiado (Nawpapacha
7-8 1970). Aqui se sigue el estudio citado enlo tocante a
como se trabajaban estos relieves: sobre la pared que se
trataba de decorar, enlucida y seca, se extendia un nue-
vo enlucido fino de unos 2 cm. de altura, parejamente
colocado alli en fresco, se disefiaba el tema mediante
insiciones luego con excisiones retiraban las partes ne-
cesarias para que resaltaran las figuras. Este friso tiene
para nosotros particular interés por haberse hallado en
las ruinas de Huaquerones, sitio muy proximo a Puru-
chuco una hermosa tela pintada que reproduce fiel-
mente el friso Velarde. Considerando que el limite sur
del reino Chimu fue Carabayllo es naturalmente que la
influencia Chimu se experimenta en Lima, La tela, en
mencion, se guarda en el Museo de Sitio Puruchuco.
La noticia de su hallazgo y su descripcion la publiqué
yo en “El Comercio” Domingo 26 de Febrero de 1956.

Aqui se reproduce lo publicado. El ano de 1954 se
halld en un lugar llamado Huaquerones de la hacienda
Vista Alegre, a once km. de Lima una hermosa tela pin-
tada. Existe alli un antiguo cementerio indigena y una
serie de ruinosos adoratorios pre-incas. El Dr. Hans
Horkheimer ha dicho deella “es uno de los mas hermo-
sos ejemplos de textileria pre-hispanicas, jamas descu-
bierto en las cercanias de Lima” (El Comercio, 8 de

in a place called Huaquerones, in the hacienda Vista
Alegre, about eleven kilometers outside of Lima. There
is an old Indian cemetery there, as well as a series of pre-
Inca places of worship. Dr. Hans Horkheimer has com-
mented that, it is one of the most beautiful examples of
pre-Spanish textile art ever to be discovered in the
vicinity of Lima” (El Comercio, 8 January, 1956). The
circumstances of its discovery were the following. A
group of common laborers from outside the hacienda,
while removing sand with a bulldozer, destroyed
through ignorance a tomb area. The contents were
indiscriminately scattered and left to the mercy of the
elements. Among them and forming part of a funerary
bundle, was a textile of painted cotton. Only half of it
could be saved, since the rest had been irrevocably
damaged by the weather and careless handling. At this
time, the national office responsible for the direction of
archaeological and historical matters was working near
to this area, and as a result it was possible to stop this
destruction of the site and save this textile and other
pieces. The dimensions of the textile are as follows:
321 centimeters x 62 centimeters. This of course
is the size of the segment that was salvaged, and one
can assume that the other part was probably as big.
The two segments were joined by a seam. The painted
design stops one meter before it arrives at one of the
ends with a clean line terminating it and leaving the rest
of the surface design blank.

The paint used was probably of vegetable origin,
being composed of a series of sepia tones with some
greenish shades. There are some white touches, inten-
tionally used to create contrast, in a few areas. Looked
at in its totality the ornamental design reminds one of
the elaborate walls of Chan Chan in Trujillo, a fact
which highlights this northern influence in the Lima
valley area. This supposition is corroborated in some
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enero de 1956). Las circunstancias del hallazgo fueron
las siguientes: Un grupo de peones, ajenos a la hacien-
da, extrayendo arena con un buldozer destruyeron, por
ignorancia un sector de tumbas esparciendo los conte-
nidos que quedaron abandonados a la intemperie. En-
tre ellos y formando parte de un fardo figuraba una tela
de algodon pintada. Fue posible salvar solo la mitad
pues el resto estaba muy destruido por la accién del
tiempo y el mal trato. Por esta épocala Direccion de Ar-
queologia e Historia ya trabajaba en la proximidades
del lugar, lo cual permitié que los destrozos no prosi-
guieran y se salvara este y otros documentos. Las di-
mensiones de la tela sonlas siguientes: 321cm. X 62cm.
Esta es.la parte salva, que la perdida probablemente fue
otro tanto. Estas dos partes estaban unidas por una cos-
tura. La ornamentacion pintada se interrumpe un me-
tro antes de llegar a uno de los extremos. Una linea
nitida le pone fin y deja en blanco el resto.

La pintura usada probablemente fue de origen ve-.

gelal, esta constituida por una serie de tonos sepias con
algunos reflejos verdosos. En pocos sectorés aparecen
notas en blanco, dejadas de intento, a fin de lograr
contrastes. Mirada en conjunto la ornamentacion re-
cuerda los elaborados muros de Chan Chan en Truji-
lio. Lo cual pone de manifiesto cierta influencia nor-
tena en el valie de Lima. Estasuposicion hallaapoyo en
una lineas escritas por el p. Cobo en su historia de la
Fundacion de Lima. “Antes de la de los espafioles a esta
tizrra, dice estaba este valle y comarca muy poblado en
indios, como lo demuestra las ruinas de su pueblo:
eran dos las naciones que los habitaban. Con lengua
distintas, las cuales aun conservan hoy lo poco que que-
da de ambas. Los naturales de Carabayllo y sus térmi-
nos eran de una nacion, cuya lengua corre desde alli
adelante por el corregimiento de Chancay y banda del
Septentrion y desde el mismo Pueblo de Carabayllo
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lines written by Father Cobo in his Historia de la Fun-
dacion de Lima. “Before the arrival of the Spaniards”, he
says, “this valley and region was densely populated with
Indians, as is shown by the ruins they left behind. Two
different peoples lived in this area; they spoke different
languages, as indeed still do the few of them who still
remain today. The people from Caraguayllo constituted
one group, with their language being spoken from the
“corregimiento” —the district controlled by the local
official called a corregidor of Chancay-through the
“banda del Septentrion”, the other people inhabited the
other area, stretching south from Caraguayllo to
Pachacamac.” So that Caraguayllo in effect served as the
border between both peoples and their different
languages.

Towards the north a language that combined
Quechua and Mochica was spoken, and towards the
south towards Pachacamac another, which was a mix-
ture of Quechua and Aymara.

The composition of this pre-Hispanic textile paint-
ing is stabilized by six sinuous lines which divide it in-
to undulating fields, within which a mass of animals
and indigenous plants jostle for space. The centre of the
composition is dominated by a bird-like figure which is
insistently repeated three more times, This image
appears to represent a deity or heavenly messenger; he
is shown bedecked with an ostentatious crescent-
shaped headdress, that is characteristically Chimu, and
carries a very elegant object which may be a ceremonial
oar, sceptre or ritual spade. This ornithomorphic fig-
ure appears on two occasions aboard an angular shape
that looks like a skiff, below which a crowd of fish
appear involved in supporting and guiding the small
sacred ship. A splendid figure such as this, which
appears even more imposing because of the high half-
moon shape crest of this helmet, and which is surrounded



hasta el Pachacamac habitaba la otra nacion. Se des-
prende esta cita, que Carabayllo servia de limite entre
ambas naciones y lenguas. Hacia el Norte se hablaba
probablemente una lengua mezcla de quechua y mo-
chica y hacia el Sur hasta Pachacamac otro: quiza mez-
cla quechua y aimara.

La composicion de esta pintura prehispanica esta
ordenada por seis sinuosos senderos que la dividen en
ondulantes campos entre los cuales bulle una multitud
de animales y plantus indigenas. el centro del conjunto
esta dominado por una figura de aves que se repite con
renovada porfia tres veces mas. Esta imagen parece re-
presentar una deidad o mensajero celeste. Aparece cu-
bierwa con aparatosos tocados de formasemi-lunar muy
Chimd. Porta un instrumento de gran galanura que
podria ser remo ceremonial. Cetro o lampa ritual. El
dave aparece instalada, en dos oportunidades en una or-
namentacion angulosa a modo de esquife y bajo ella
una mancha de peces parece sostener y conducir la pe-
quena nave sagrada. Tan resplandeciente figura, en-
grandecida ain mas por su alta cimera semi-lunar y ro-
deada de muchos simbolos costenios: Totora, peces, ca-
marones, elc., parece extrana al sentimiento inca y se
aproxima, en cambio, a esas otras aves que aparecen
pintadas en Pachacamac y sobre todo a las aves de los
hermosos relieves de Chan Chan que tienen de comun
con estas de Lima al lievar a cuestas m%[rumentoa se-
mejantes.

Uno de los campos esta ocupado, en su parte infe-
rior por una solilaria figuraantropomorfa que porta dos
escudos en las manos. Aparece con un suntuoso toca-
do en forma de semi-luna y un adorno también semi-
luna bajo el mentén que remataa los extremos en gran-
des orejeras vestian una tunica corta y lieva un pectoral.

La posicion hieratica y el particular tratamiento de
los pies denuncia cierta influencia Tiahuanacoide. Esta

ded by many such coastal symbols as totora craft, fish,
shrimps, etc. seems alien to Inca imagery and feeling,
Rather, it is more like those other birds which can be
found painted in Pachacamac, or above all like the
beautiful reliefs of Chan Chan: in both cases, the fig-
ures carry similar objects on their shoulders.

One of the compositional field areas is occupied
in its lower section by a solitary anthropomorphic tig-
ure which carries two shields in its hands. It is shown
attired in a sumptuous headdress, of half-moon format,
and an adornment that is also half moon in form and is
worn beneath the chin and ends up as large earplugs. A
short tunic and a breast plate are worn.

The hierarchic pose and the special treatment of
the feel suggest a certain Tiahuanacoid influence. This
figure whose hands are occupied with shiclds reminds
one of a study made by Dr. Luis Valcarcel. He points
out that among the magic-religious symbols of ancient
Peru which can be individualized is a mythical person-
age with two sceptres which can be interchangeable
for weapons or branches weighed down with fruit, but
which always indicate an omnipotent being (Simbolos
Magico Religiosos, “Idea”, January/February 1955). In
the same area three ﬁgures can be seen with crescent-
shaped symbols whose meaning is nor clear. They
could be sea birds, perhaps penguins, and look like
other figures of birds shown in the Chan Chan reliefs.
Liule fishes are shown scurrying along the undulating
lines which divide up the composition. The purpose of
representing fish in movement is clear: they move
uninterruptedly from the bottom area upwards, and are
of two types. One of them would appear to be the bagre,
a local fish for which there is no English equivalent but
which is identified as Pygidium Sps. If that were the
case, one would expect to find irrigation ditches re-
presented, since the bagre is a fresh-water fish that is
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figura con las manos ocupadas por escudos recuerdan
un estudio del Dr. Luis Valcarcel. Sefiala este investiga-
dor que entre los simbolos magico religioso del Anti-
guo Pert que pueden ser ya bien individualizado esti
un personaje mitico con dos cetros susceptibles de ser
cambiado por armas o ramos cargados de frutos; pero
siempre de como signos de omnipotencia. (simbolos
Magico Religioso. Idea Enero, Marzo 1955). En el mis-
MmO campo aparecen tres pequenas figuras tocadas con
simbolos semi-lunares cuya identificacién no es ficil.
Podrian ser aves marinas, quiza pinguinos. Ellas se pa-
recen a otras figuras de aves en relieves de Chan Chan.
Por los sinuosos senderos que dividen la composicion
discurren pequenos peces. La intencién de representar
beces en movimiento es manifiesta. Ellos progresan sin
interrupcion. de abajo hacia arriba. Son de dos tipos.
Uno de ellos parece ser el bagre: Pygidium sps. Si asi
fuere se habria tratado de representar acequias por la
que nadan las inquietas teorias de peces. El bagre es un
pez de agua dulce muy comun en el rio Rimac. Si se
considera los personajes que intervienen: peces, aves
marinas, camarones, totoras, etc., es indudable que la
accion dramatica se desenvuelva alli donde temina el
valle y comienza el mar. Dos personajes Cuyo rostro se
adivina, tienen rol sefalado. Uno parece ser la luna que
brilla misteriosamente a través de la pintada tela. Su
presencia se enuncia simbolicamente por medio de la
repeticion del signo semi-lunar. Presidiria las faenas de
pesca, la division del tiempo, las épocas de riego, los
dias, propicios para extraer guano de las islas, etc. Otro
delos personajes seria el agua. Totoras camarones y ba-
gres cortejo del rio Rimac y cangrejos, peces y aves ma-
rinas séquito del mar componen su mitico cuerpo. Asi
latela pintada, a modo de mapa fabuloso, despliega an-
te nuestros ojos el disefo aborigen del valle de Lima.

Pedro de Sarmiento de Gamboa llegé al Peru en

very often found in the Rimac River. If one looks at the
protagonists in this composition - fish, sea birds,
shrimp, totora reed board, etc. - it is quite clear that the
dramatic action is evolving in that area where the valley
ends and the sea begins. Two personalities, whose faces
are a riddle, have a salient role. One appears to be the
moon which shines mysteriously throughout the painted
textile, its presence being symbolically signalled by
means of the repetition of the half-moon, “crescent”
shape. It probably presided over fishing rites divisions
of time, irrigation dates, and the dates that were
suitable for collecting guano from the offshore isles,
etc. Another of the personalities was probably the
water. Totora reed boats, shrimps and bagres asso-
ciated with the Rimac River, and crabs, fishes and sea
birds characteristic of the sea compose their mythical
body, Thus it is that this painted textile, like a
fabulous map, unfolds before our eyes to reveal the
Indian interpretation of the Lima valley. .
Pedro de Sarmiento de Gamboa arrived in Peru
in 1519 with the viceroy called Toledo, and wrote the
chronicle called: Historia de los Incas. In Chapter 38,
which deals with Inga Yupanqui’s campaign ordered

by Pachacuti against the provinces of Chinchasuyo, he
describes the conquest of Cajamarca and mentions the
“domination of an important chief, by the name of
Guzmango Capac, over the area. This chief prepared

his people for war, and called upon another major lead-
er, one of his vassals called Chimo Capac, whose area
was that now occupied by the city of Trujillo.” Sarmien-
to de Gamboa, as a chronicler, relied upon information
from the masters of the quipus — the Quipocamayocs of
Cuzco. Thus, calling the lord of Trujillo “Chimo Capac”

is equivalent to calling him the great Chimo. In the nar-

rative he emerges as a taxpaying vassal of the lord of



1519 con el Virrey Toledo. Escribio la cronica historia
de los Incas. Alli en el capitulo 38 (envia Pachacuti Inga
Yupanqui a conquistar provincias de Chinchaisuyo)
describe la conquista de Cajamarca y la dominacion de
“un gran cinche que en ella habia llamado Guzmango
Capac” “El cual apercibio su gente y llamo6 a otro cinche
su tributario nombrado Chimu Capac, cinche de los
términos donde agora es la ciudad de trujillo”. Sar-
miento de Gamboa como cronista, bebi6 fuentes de
equipo camayocs Cuzquefios. De alli que el sefor de
Trujillo lo lama Chimo Capac, que equivale a decir el
gran Chimu. En la cronica aparece como tributario del
sefor de Cajamarca, lo probablees que fuese aliado, no
subordinado. El nombre del senor de Cajamarca pare-
ce quechua. Waldemar Espinoza Soriano (el primer In-
forme Etnoligico sobre Cajamarca de 1540) rectifica co-
mo Cuismanco.

Pedro Cieza de Ledn en la cronica del Pert, capi-
tulo LXVIII, se refiere al valle de Pacasmayo y escribe
“Yo pasé por el en el mes de setiembre del afio de 1548”
Cuatro leguas mas adelante esta el valle de Chimo”.
Conlo cual se completa o redondea la imagen. El senor
y el valle tenian al parecer, el mismo nombre en el siglo
XVI.

Cosme Bueno, en ¢l siglo XVIII, introduce una
novedad. Aparece de lag provincias pertenecientes al
Obispado de Tryjillo fundada en 1535 por Don Fran-
cisco Pizarro en el valle de Chimua. Cosme Bueno, ha
acentuado la u final. E1 P, Ruben Vargas Ugarte publico
en la Revista Historica de Lima en 1930 un precioso
manuscrito que data de 1604. En él se menciona al
sefior de Trujillg de esta manera “Vino a tomar el nom-
bre de Chimor Capac”, John H. Rowe en su estudio El
Reino Chimor gpnsidera que este nombre Chimor, “es
un término castgllanizadg”. “Este nombre afade, se in-
filtro en la histgria Peruana a través del quechua”; lo

Cajamarca, but it is likely that, rather than being a sub-
ordinate, he was an ally. The name of the lord of Caja-
marca appears to be Quechua. Waldemar Espinoza
Soriano, in El Primer Informe Etnologico sobre Caja-
marca, which was published in 1540, rectifies the
situation and calls him Cuismanco.

Pedro Cieza de Leon, in La Cronica del Peru,
Chapter LXVIII, refers to the Pacasmayo valley and re-
ports that: “I passed through itin the month of Septem-
ber 1548, and four leagues further on one comes to the
valley of Chimo.” This pretty well rounds off the
picture. The lord and the valley had, it would appear,
the same name in the XVI century.

Cosme Bueno, in the XVIII century introduces a
novel piece of information. It appears in his book enti-
tled Geografia del Peru Virreynal, in the chapter de-
scribing the provinces belonging to the bishopric of
Trujillo, which was founded in 1535 by Francisco
Pizarro in the valley of the Chimus. Cosme Bueno has
accentuated the final u. Father Ruben Vargas Ugarte
published in the Revista Historica de Lima in 1936 a
valuable manuscript which dates back to 1604. In it, the
tord of Trujillo is mentioned as having assumed the
name of Chimor Capac. John H. Rowe, in his study
entitled The Kingdom of Chimor considers that this
name, Chimor, “is a Spanish rendition of the original
term.” “This name,” he adds, “infiltrated in Peruvian
history through the Quechua”, which seems acceptable
since the manuscript refers to the lord as Chimor
Capac.

One can examine many other sources but in
none, as far as I know, does there appear the name
Chan Chan which now graces the archaeological site.
In order to fill in this gap, we have resorted to linguis-
tics.
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cual es aceptado pues el manuscrito llama al sefior,
Chimor Capac.

Se puede examinar muchas otras fuentes, mas en
ninguna, que yo sepa, aparece el nombre de Chan
Chan que ahoratiene el lugar arqueoldgico. A fin de lle-
nar este vacio de ha utilizado la linguistica.

Hans Horkheimer en su libro “Vistas arqueologi-
cas del Nor Oeste del Pert” escribe: “No sabemos si el
nombre de Chan Chan (que en Michik significa sol es
decir mucho sol) corresponde ala originada denomina-
cién de la vetusca ciudad”.

Sinos atenemos al Arte de la Lengua Yunga, escri-
to por el cura del Reque Don Fernando de la carrera e
impreso en Lima en 1644, la palabra sol se escribe
Xllang. Es probable que Horkheimer hallara inspira-
cion en “las Lenguas aborigenes del Perti” de Midden-
dorf. Alli aparece: Chan Chan, vocablo de la palabra
chimu jan jan que significa. sol sol, tal vez como alu-
sion al fuerte calor que se presenta en la llanura donde

se extiende dicha ciudad”. Lo de mucho sol, solo es

cierto en los meses de verano; en rigor, la mayor parte
del ano no hace sol. De otra parte llama la atencién en
un especialista como Midddendorf, la alusion a una
lengua Chimu.

Federico Villarreal en su libro de Lengua Yunga o
Mochica dice: “En Yunga se usa muy poco el plural”.
Alli senala que la terminacion aen seria para expresar
plural.

Es verdad que en la toponimia del Norte del Perti
hay muchos nombres construidos por duplicacion. Asi
en la campina de Moche muy cerca de la ciudad de Tru-
jillo, hay una antigua acequia llamada Choc Choc. En
el mismo Departamento de La Libertad hay un hermo-
so médano llamada Pur Pur. Jorge Zevallos Quifiones
en Toponimia preincaica en el Norte del Perti ofrece
muchos ejemplos: Lan Lan (nombre de un cerro en Ol-
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Hans Horkheimer, in his book Vistas Argueo-
logicas del Noroeste del Perii writes that “we do not
know if the name Chan Chan (which in the Muchik
language signifies sun , thatis to say a great deal of sun)
corresponds to the original name attributed to the old
City.

If we abide by the Arte de la Lengua Yunga pub-
lished in Lima in 1644, and written by Fernando de la
Carrera, the priest of Reque, the word sun is written
Xllang. It is probable that Horkheimer found his in-
spiration in Las Lenguas Aborigenes del Perii of Mid-
dendorf. One finds there these words: “Chan Chan, a
word derived from the Chimu word “jan jan”, which
means “sun sun” and is perhaps an allusion to the
strong heat which one encounters in the flat coastal
plain where the city lies.” The reference to alot of sun is
only true in the summer months; in actual fact, during
the greater part of the year there is not much sun. What
also catches one’s attention is the reference by a spe-
cialist like Middendorf to a Chimu language.

Federico Villareal, in his book La Lengua Yunga
0 Mochica, writes: “in the word Yunga there is little use
of the plural.” He indicates that the ending “aen” is em-
ployed to mean the plural.

Itis true thatin the toponymy of the northern part
of Peru there are many words used in a double format.
For example, in the Moche countryside very near to the
city of Trujillo, there is an old irrigation ditch called
Choc Choc. In the same La Libertad department there
is a very striking sand dune called Pur Pur. Jorge Zeva-
llos Quinones, in Toponimia Premcatca en el Norte del
Perij cites further examples: “Lan Lan (the name of a
hill in Olmos), Guar Guar ( a'small village in Huanca-
bdmba) Chil Chil (a hill in Olmos), Chim Chim (a hill
in Contumaza)”, etc. Father Fernando de la Carrera,
whom we have mentioned prevmusly, also provides
many similar examples: “Poc Poc (a bird for telling for-



mos), Guar Guar (cacerio en Huancabamaba), Chil
Chil (cerro en Olmos), Chim Chim ( caserio en Contu-
maza), etc. El P. Fernando de la Carrera, ya citado, ofre-
ce también muchos ejemplos sobre los mismos: Poc
Poc (pdjaro agorero), Lam Lam (higado), Puf Puf (bo-
fes), Tuni Tuni (muchedumbre), etc. Villarreal da tam-
bién otros ejemplos: Lu Lu (capaz). Tuni Tuni (mu-
chos), etc.

Amijuicio el nombre Chan Chanllega con los In-
cas procedente del Norte. La historia es como sigue.
Mas o menos en 1461 Pachacuti envio a su medio her-
mano el General Capac Yupanqui en una expedicion
militar al Per(l Central. Habia recibido ordenes de no
pasar el rio Yanamayo. Acontecio que un destacamen-
to de soldados de la nacion chanca deserto. El general
sali6 tras el y paso el Yanamayo. Aqui seguramente se
produjo un caso de conciencia. Si regresabaal Cuzco se
le reprocharia dos cosas, perder un destacamento y pa-
sar el rio. Vistos que las gentes no le ofrecian gran resis-
tencia, sigui6 adelante. Vencio al rey de Cajamarca y
por vez primera tomo contacto con los trujillanos pues
~ segun Sarmiento de Gamboa tomaron parte de estas
batallas al lado del sefior del Valle de Trujillo segtin el
manuscrito que el P. Rubén Vargas dio a conocer se lla-
maban Minchan Caman. Los movimientos del Gene-
ral Capac Yupanqui fueron mirados con temor en el
Cuzco pues la stibita conquista de Cajamarca represen-
taba una expansion inesperada del Imperio para lo cual
no habia planes. El General Capac Yupanqui fue man-
dado matar por desobediencia cuando se aproximaba
en triunfo hacia el Cuzco. Al ano siguiente Pachacuti
envid una nueva expedicion. Fue puesta al mando de
un hijo bastardo del emperador pero en ella estaba el
principe heredero Topa Inga. Esta expedicion abatio
triunfalmente todo el norte del Pert y penetro ci el
Ecuador.

tunes), Lam Lam (the liver), Puf Puf (the lungs), Tu-
ni Tuni (many people)”, etc. Villareal also offers other
examples: “Lu Lu (able), Tuni Tuni (many)”, etc.

In my judgement, the name Chan Chan arrives
with the Incas, with a northern origin. The history of it
is as follows. In approximately 1461, Pachacuti sent his
half-brother general Capac Yupanqui on a military ex-
pedition to central Peru, and gave him orders not to
cross the Yanamayo River. Now it happened that a de-
tachment of Chanca soldiers deserted. The general
went after them and crossed the Yanamayo. At this
point, he obviously had second thoughts about his
action. If he returned to Cuzco, he would be re-
proached on two accounts: for having lost a detach-
ment, and for having crossed theriver. In any rate, see-
ing that the local people offered very little resistance, he
kept going. He conquered the kingdom of Cajamarca
and established contact with the people from Trujillo
for the first time. According to Sarmiento de Gamboa,
he fought these battles along side the lord of the valley
of Trujillo whose name, according to the manuscript of
Father Ruben Vargas, was Minchan Caman. These
movements of general Capac Yupanqui were viewed
with real apprehension in Cuzco, because the sudden
conquest of Cajamarca represented an unanticipated
expansion for which there were no plans. They sent out
orders to have Capac Yupanqui killed because of this
disobedience as he approached Cuzco in triumph.
During the following year, Pachacuti sent a new ex-
pedition, commanded by a bastard son of the emperor
but including in it the heir apparent. This exhibition
humbled its enemies triumphantly whether they were
from Cuzco or the north of Peru: it even went as far as
Ecuador.

This is the moment that the name Chan Chan first
appears. It can be found in the chronicle Compendio y
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Este es el momento en que por primera vez apare-
ce el nombre Chan Chan. Se lo puede ver en la cronica
Compendio y Descripcion de las Indias Occidentales
escrita por Vasquez de Espinoza. Alli, en el capitulo 87:
De otras conquistas que hizo Tupac Inga se lee: “de es-
ta provincia (Tumibamba) pasé por su ejército a las
provincias de Tiquisambe, Chan Chan”, etc. Jorge Ze-
vallos Quinones, ya citado, senala “numerosos lugares
en la provincia de Azuay, en el Ecuador, con el nombre
de Chan Chan” y un “rio afluente de Guayas también
con el nombre de Chan Chan”. Asi pues es evidente
que el nombre es comun en el Norte del pais y proba-
blemente vino al Pert con las huestes del principe Topa
Inga.

El reino norteno, al momento de la conquista
abarca una extension territorial muy grande, desde
Tumbes hasta Carabaillo en Lima. Topa Inga llevo al
Cuzco a Minchan Caman y puso a gobernar al principe
heredero que vivia en Huaura, alas puertas de Lima. El
hecho de que alli viviese un principe tan importante da
idea de la seguridad que el gobierno sentia alli a un vas-
tago de la realeza nortena.

El P.B. Cobo en su cronica la fundacion de Lima
corrobora esta situacion. “Antes la venida de los es-
panoles a esta tierra, dice, estaba este valle y comarca
muy poblado de indios” “eran dos las naciones que lo
habitaban, con lenguas distintas”. “Los naturales de
Caraguayllo y sus términos eran la de una nacion, cuya
lengua corre desde alli adelante por el corregimiento de
Chancay y banda del septentrion; y desde el mismo
pueblo de Caraguayllo hasta el de Pachacama habitaba
la otra nacion”.

Los conjuntos monumentales que componen
Chan Chan son nueve. Llevan nombres convenciona-
les: Tschudi, Velarde, Tello, Gran Chimu, Chay huac,
Squier, Laberinto y Uhle. En la antigliedad debieron
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Descripcion de las Indias Occidentales that was written
by Vasquez de Espinoza, in chapter 87. Among other
conquests that Tupac Inga accomplished, one reads
that “from this province (Tumibamba) he moved with
his army to the provinces of Tiquisambe, Chan Chan”,
etc. The previously cited Jorge Zevallos Quinones
points out that “numerous places in the province of
Azuay, in Ecuador, possess the name of Chan Chan,
and also mentions a river tributary of Guayas that also
has the name of Chan Chan. So it is clear that this is a
common name in the north of the country, and that it
probably arrived in Peru with the army of prince Topa
Inga.

At the moment of its conquest, this northern

kingdom covered a territorial area that was very large,
stretching from Tumbes as far as Carabayllo in Lima.

Topa Inga took Minchan Caman to Cuzco with him,
and installed as local ruler the heir apparent, who took
up residence in Huaura, which is close to Lima. The
fact that such an important prince might have lived
there gives an idea of the sense of security that the
government felt for this offshoot of the more northern
royal family.

Father B. Cobo, in his account of the founding of
Lima called La Fundacion de Lima corroborates this
information. “Before the arrival of the Spaniards”, he
says, “this valley and territory was densely populated
with Indians. Two different peoples lived in this area,
speaking different languages. The people from Cara-
guayllo constituted one group, with their language being
spoken from the “corregimiento” —the district control-
led by the local official called a corregidor— of Chancay
through the “banda del Septentrion”; and the other
people lived in the area between Caraguayllo and Pa-

chacamac.” _ _
Chan Chan is made up of nine monumental com-

pounds. They have conventional names: Tschudi,



ser conocidos con los nombres de los reyes Chimu cu-
yos restos reposaban en cada uno de ellos.

Mirando una fotografia aérea se advierte su gran
parecido en forma, tamano y distribucion. Estan ubica-
dos a unos 600 m. de la linea de playas, orientados de
Norte a Sur con una Unica entrada al Norte. Envueltos
por grandes murallas de hasta 9 m. de altura en nimero
de dos y tres; muy anchas hacia abajo van adelgazando
hacia arriba. Las murallas dejan entre si un espacio a
modo de calle que no conduce a ninguna parte, pues las
mas de las veces termina en un punto ciego. Debieron
construir espacios amortiguados de la fresca tempera-
tura reinante en el lugar. Para el visitante que se mueve
de un sitio a otro, quiza no sienta cuan destemplado es
el lugar. En cambio un sedentario residente de cual-
quier conjunto, advierte la frialdad del sitio.

Las grandes puertas de entrada debieron tener a
cada lado tallas de madera representando espiritus
guardianes. Dos de ellos se han exhumado en el con-
junto Rivero. Transpuesta la gran puerta sigue un her-
moso patio, casi una plaza, dado su proporcion. La ma-
nera indigena recata siempre los ingresos mediante
cancelas, cortos pasadizos, etc. Asi desde el exterior no
se ve el patio principal. El trayecto en linea recta, casi
siempre, fue delicadamente eludido. Estas dilaciones,
arquitectonicamente crean suspenso, producen sorpre-
sa, pues tras discurrir por un ajustado pasaje se abre ge-
nerosamente un hermoso espacio. Estos patios o pla-
zas son de ordinario dos. Pero pueden verse también
tres, disminuyendo su tamafio a medida que estan ins-
talados hacia el interior del edificio.

Pasada la primera plaza que ocupa casi un tercio
del espacio total, se sucede un segundo sector de “au-
diencias” y depositos. Cada audiencia esta situada en
un acomodado y digno espacio, a modo de patio pe-
queno, cercado de muros bajos. Alli mismo esta el sitio

Velarde, Tello, Gran Chimu, Chay Huac, Squier, La-
berinto and Uhle. In ancient times they must have been
known by the names of the Chimu king whose remains
reposed in each one.

Looking at an aerial photograph, one notices a
great similarity in form, size and distribution. They are
situated at about 600 meters from the beach from north
to south., and with the only entrance located on the
northern side. They are surrounded by two or three
thick walls which attain heights of eight meters, and
which are very wide at the bottom and progressively
thinner as one moves towards the top. Between these
walls there is a space, rather like a street, which does not
lead anywhere and which very often ends up as a cul-de-
sac. They must have constructed these spaces to
alleviate the cool temperature in the area. A visitor who
moves about from one place to another may perhaps
not notice how intemperate the climate actually is in
Chan Chan, whereas a sedentary resident in any one
of the complexes notices the chill.

The large doors at the entrance must have had
carved wooden statues at either side representing guard-
ian spirits. Two of them were found in the Rivero com-
pound. A very striking patio follows the large gate; in
fact, itis almost a plaza, in the terms of its size. The In-
dian style always conceals the entrances. As a result,
one does not see the principal patio, or courtyard from
the outside. The straight line trajectory was, almost
always, avoided. These visual delays, from an architec-
tural viewpoint, create suspense and produce surprises,
because after going through a crowded alley one sud-
denly finds onself confronted by an expansive space.
There are normally two of these patios or courtyards,
but sometimes three, with their size diminishing in
proportion to their proximity to the building’s center.

Once past the main plaza, which occupies almost
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del asistente. Los depésitos componiendo un conjun-
to. Empero unos y otros no se mezclan. Las audiencias
tienen para si un espacio propio, recogido, intimo a ve-
ces con las paredes decoradas con relieves. El que pene-
tra en este espacio tiene ante si el estrado de que conce-
de la audiencia y proximo el sitio de su asistente. La
confesion, consulta, exposicion de un sueno perturba-
dor etc, se producia ante dos personas: el ministro y su
ayudante.

Yo he visto la solemne audiencia que todos los
dias del afio concede en el Cuzco el Senior de los Tem-
blores. Ante €l los indigenas unos postrados, otros de
pie, pero todos muy conmovidos dicen su cuita, unos a
altas voces, casi gritando, otros gimiendo o llorando,
otros musitando lo suyo y otros por tltimo hablando
solo con los ojos. P. Duviels escribe “se hayan los peca-
dos de los unos y de los otros casi a gritos” (cultura An-
dina y Represion Cap. II).

Los depositos estan enfilados uno tras otro son de
pared medianeras, pequenos. Se advierte que estuvie-
ron hechos para recibir distintas clases de cosas: aji ver-
de, aji seco, algodén sin hilar, algodén hilado en ovi-
llos: blancos pardo, fifo, mani, porotes, yucas, pescado
seco, mantas. Los conjuntos que venimos comentando
son muchos, unos mas importantes que otros como si
los dignatarios que se sentaban en las audiencias fuesen
unos mas famosos que otro, mas acertados en dar solu-
ciones, prescribir remedios, impartir consuelo, etc.
Asimismo los depositos contiguos estan en relacion
con el prestigio de las audiencias. Estos conjuntos, de
un modo muy general, ocupa la segunda tercera parte
del espacio quedando un tercer espacio, postrero, cons-
tituido por cerrales o albercas, en donde probablemen-
te se cocind, se hizo abluciones, se comio y bebio en
comun, ya descargados de preocupaciones y penas.

Queda por considerar las tumbas regias. Se trata
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one third of the total space one comes to asecond sector
of the niched chambers that are called “audiencias”, as
well as some storerooms. Each “audiencia” is located
in an accommodating and fitting space, like a small
courtyard, and surrounded by small walls. One finds
there the place occupied by the assistant, as well as a
group of storerooms, but the two don’t mix. The “au-
diencias” have their own area, secluded and at times
intimate, with the walls decorated with reliefs. When
you enter this area, you find a platform in front of you,
where the official conducting the “audiencia” sits, and
nearby the space reserved for his assistant. So it was that
a confession, a consultation or the explanation of a dis-
turbing dream all occurred in the presence of these two
people: the offical and his assistant.

I have seen the solemn audience granted each day
of the year in Cuzco by the Lord of Earthquakes.
Before him, there are Indians, some of whom are pros-
trated on the floor while other are on their feet; all are
very atfected emotionally, saying their “cuita” - somein
high voices, thatis to say almost shouting, while others
are groaning and weeping, or mumbling their words in
low voices. Finally, there are those who speak only
through the expressions in their eyes. P. Duviols
writes: “The sins of the various people assembled are
heard almost as shouts” (Cultura Andina y Represion,
Chapter II).

The storerooms are lined up, one after the other,
the size of the walls is small or intermediate. One no-
tices that they were made to received difterent types of
things: green or dried chili, cottonin either its crude state
or spunned into balls of yarn of different colors - white,
darkish gray or brown, “fifo” (faded lilac); peanuts,
beans, yuccas, dried fish, woolen blankets, etc..
The areas that we are talking about are much more
important than other ones, as though the dignitaries



de grandes plataformas que por lo general estan instala-
das en la parte final del monumento pero rodeados de
un espacio especial. Cada plataforma tiene en lo alto y
al centro una gran camara para el rey y en torno muy
ordenadamente otras muchas cdmaras menores para
sus mujeres y servidores. La primera de estas tumbas
regis pudo ser la huaca Tacayname lejos de Chan Chan
fuese programado. Quiza las siguientes pudieron ser
otras Huacas: (El obispo, Toledo, Conchas) ya instala-
dos en Chan Chan pero desprovistas de todo aparato
arquitectonico de murallas, patios, audiencias, etc. Un
paso mas adelante quiza fueron los conjuntos laberinte
y Squier que tienen sus plataformas regias fuera de los
conjuntos amurallados.

La sociedad Chimu, después de anexar para si,
Lambayeque, desplegd un brillante estilo de vida: la
orfebreria, el gusto por hamaqueros, pertaderas de lite-
ra, vestidos de plumas, afeites y peinados segun la oca-
sion. La Arquitectura probablemente gand mucho, asi
mismo el protocolo, la danza y el innegable encanto de
la recitacion de genealogias que en cierto modo esta re-
lacionado con la poesia.

Pedro Cieza de Ledn, escribe: “los sefiores natura-
les de ellos (los llanos) fueron muy temidos antigua-
mente y obedecidos por sus subditos, y servian con
gran aparato segun su usanza, trayendo consigo indios
truhanes y bailadores, que siempre les estaban festejan-
do y otros continuo tafiian y cantaban. Tenian muchas
mujeres procurando que fuesen las mas hermosas que
pudiesen hallar, y cada sefior en su valle tenia sus apo-
sentos grandes, con muchos pilares de adobes y gran-
des terrados y otros portales cubiertos con esteras y en
el circulo de esta casa habia una plaza grande donde
hacian sus bailes” (la cronica del Peru cap. LXI). Ana-
de: “los sefiores sus bailes” (la cronica del Peru cap.
LXT). Anade: “los sefiores naturales de estos valles fue-

who sat in the “audiencias” werein some cases more fa-
mous than their colleagues - perhaps because they were
more accurate in giving solutions, in prescribing reme-
dies and in offering consolation. One finds, too, that
the adjacent storerooms are commensurate with the
prestige of the “audiencias.” These areas all together, in
a general sense, occupy two thirds of the overall space
leaving a final area that is made up of yards and res-
ervoirs. It was here, probably, that people cooked, ate,
drank and washed themselves, with their minds free of
anxieties and problems.

There remain to be discussed the royal tombs.
These are large platforms which are generally installed
in the final part of the structure, but surrounded by a
special space. Each platform has at its center and high
point an extensive chamber for the king, while all
around there are generally many chambers of lesser im-
portance for his women and servants. The first of these
royal chambers could be the Tacaynamo huaca, or holy
place far from Chan Chan. Perhaps the other could be
huacas (El Obispo, Toledo, Conchas). which, now
actually installed within Chan Chan, lack what we ex-
pect from architecture: walls, patios, audiencias, etc. A
little further on, perhaps, were the Laberinto and
Squier compounds, whose royal platforms are located
outside the walled compounds.

Chimu society, after annexing Lambayeque,
developed a brilliant life style: metalworking activity,
the taste for hammock-bearers and litter-carriers,
feather-textile outfits, make-up and hair styles, all in
accordance with the occasion. Architecture probably
improved a lot, as did protocol, the dance and the
undeniable recitals of genealogies which to a certain
degree are related to poetry.

Pedro Cieza de Leon writes that “The lords of the
flat coast were very much feared in ancient times, and
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ron estimados y acatados por sus subditos: todavia lo

son, los que han quedado y andan acompanados y muy

servidos de mujeres y criados y tienen sus porteros y
guardas” (La cronica Cap. LXII). Y el P. Las Casas que
no estuvo en el Peru, pero si muy informado escribe:
“los senores de los llanos servianse con grandes cere-
monias; siempre que caminaban era en hamaca y le
mismo en ello llevaban a sus mujeres; y al mayor sefnor
se mostraba en llevar mas hombres que llevasen hama-
cas” “Y asi habia sefior en los llanos que llevaba en sus
caminos docientos y trescientos hamaqueros suyos y
de sus mujeres” “Mostraban en mas su autoridad, que
cada vez que salian de casa, llevaban tres o cuatro trom-
petas que son como clarines, y sus truhanes, que los
estan solaceando mientras comen y beben y diciendo
gracias. Lo mismo para sus mujeres no faltan truha-
nos” (Las antiguas gentes del Peru cap. XXIII).

Hay en este Reino nortefo un secreto anhelo de
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were obeyed by their subjects, who served them with
great pomp. They brought with them clowns and danc-
ers who were always amusing them, and there were
others who danced and entertained in other ways. They
had many women, and always looked for the most
beautiful; and each lord had his large residence, with
many adobe pillars and large flat roofs, and entry halls
replete with mats. In the center of each house there was
a plaza where dances were performed” (La Cronica del
Perii, Chapter LXI). He adds that “the lords of these
valleys were esteemed and held in high respect by their
subjects; those who are still around, still enjoy this res-
pect, and you see them accompanied by women and
well looked after by maids, porters and guards” (La Cro-
nica, Chapter LXVII). Las Casas never actually wentto
Peru, but he was very well informed about the area. He
tells us that, “The ruling lords of the flat coastal areas
were well tended with notable ceremonies. Whenever
they went out, it was in a portable hammock, and this
method of conveyance was also used by their women.
The person who had the most hammock bearers en-
joyed the most prestige, and in one case there was a par-
ticular lord who made his trips, borne by two hundred
and thirty hammock bearers for his wife and himself.
Another way of demonstrating their authority, was by
the sort of escort that accompanied them when they left
their houses; some used to take three or four trumpets,
which are like bugles, as well as their jesters, who went
along to amuse them while they ate and drank, Their
women also had at their disposition all the jesters that
they wanted (Las antiguas gentes del Peri, Chapter
XXIID).

One detects in this northern kingdom evidence of
a secret desire to fly. One notes the great pyramidal
structures with beautiful ramps, as though pleasure was
derived from going up them to high places, like birds
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volar. Se advierte en sus altos monumentos de forma
piramidal con hermosas rampas. El gusto por ascender
por ellas a lo alto sefioreando cimo las aves, el espléndi-
do verdor de los valles. También se da en un reiterado
empleo de literas y hamacas que no representan solo la
comodidad del ser transpertados de esta manera, sino
la evacion de tocar conlos pies al suelo. El senor, asi lle-
vado iba en trance de vuelo.

El uso de tapices a modo de alfombras, esteras y
otros recursos para no hollar el suelo. Todo esto recuer-
da al legendario Fonga Sigde que molia conchas y pre-
paraba con ella polvos para esparcir por el camino que
su sefor debia pisar. El fue inventor de alfombras magi-
cas que permitian caminar sin tocar directamente el
suelo. Cabe volar.

Los bellisimos vestidos de plumas que reunen el
encanto de los colores brillantes y el simbolismo del
vuelo. Los sefiores asi vestidos, trascendian. Las plu-
mas les comunicaban fuerza, gracia y el incomparable
poder de volar.

Segun Cabello de Valboa el rey Naymlap “habien-
do vivido muchos afios en pazy quietud le vino el tiem-
po de su muerte y porque no entendiesen sus vasallos
que tenia la muerte jurisdiccion sobre el le sepultaron
escondidamente y publicaron por toda la tierra, que el
(por su misma virtud) habia tomado alas con lo cual
cristaliza el recondito anhelo de volar, acaso como aves
del mar.
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Page 14. Area of the kingdom of Chimu.

Page 18. Chronological chart of the pre-Columbian cultures.

Page 22. Residential area, Chan-Chan.

Page 23. Tschudi residential group, Chan-Chan.

Page 24. Iconography. Typical personages of Chimu.

Page 28. Tschudi group. High relief fishing scene.

Page 30. Embossed silver deer, Chimu-Inca.

Page 34. Embossed silver disc. Typical Chimu iconography and
decoration.

Page 35. Chan Chan, high relief mud frieze. Gateway in the
Tschudi group.

Page 38. Chan-Chan ruins. Tschudi group.

Page 40. Ceramic. Head with big ornament and architectural
characteristics crowned with 2 felines.

Page 68. Reconstructed mud gateway in Chan-Chan.

rising above the resplendent verdure of the valleys.
Also in evidence is the reiterated use of litters and ham-
mocks, which not only represents a comfortable way of
being transported, but also the avoidance of touching
the ground with one’s feet. Borne along in this manner,
the lord seemed on the threshold of flight.

The use of tapestry textiles, like carpets, mats and
other objects, to cover the floor —evokes memories
of the legendary Fonga Sigde who ground up or
pounded sea shells into powder which he could then
strew on the ground on which his master would tread.
We have here a sort of inventor of a magic carpet which
enabled one to walk on the ground without directly
touching it.

Then there are the very exquisite feather vest-
ments which combine the charm of brilliant colors and
the symbolism of flight. The lords who were dressed in
this way had a special transcendental aura: the feathers
transmitted to them force, grace and the incomparable
power of flight.

According to Cabello de Valboa, the king Naym-
lap “having lived for many years in peace and tran-
quillity, finally died. But his vassals were unable to
comprehend that death had exercised its dominion
over him; so they buried him clandestinely, and
announced throughout the land that he, through his
own virtue, had taken to the air with wings.” Itis a story
that crystallizes the recondite longing to fly, perhaps
like the birds of the sea.
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CERAMICA
CERAMICS

CHIMU. Cabeza con gran ornamento imitando ele-
mentos arquitectonicos rematado por dos felinos su-
jetando personaje. 19 cms.

CHIMU. Highly decorated head with designs which
suggestarchitectonic elements with two felines domi-
nating a human figure. 19 cms.






EPOCA CHIMU
TH

ace mas de quinientos afios en la
H Costa Norte del Perti existia un rei-

no prehistorico muyrico y temido,
cuyos monarcas habian ido ampliando su
poder territorial mediante pactos o con-
quistas. En el Gltimo tercio del siglo XV el
rey Minchan Zaman llevo su dinastia al 4pi-
ce de la expansion e implanté su férula so-
bre todas las etnias y naciones que por en-
tonces poblaban el litoral desde Tumbes
hasta Paramonga, acercandose triunfante a
la region de Lima, por el sur, ya la de Gua-
yaquil, por el norte.

Ese fue el reino que hoy llamamos
Chimu, el mas densamente poblado de
aquel tiempo. Cuando contemplamos las
nobles ruinas de su capital sacro-politica
cercanas a la actual ciudad de Trujillo, cono-
cidas universalmente bajo el misterioso
nombre de Chan-Chan, es casi imposible
sustraer el espiritu a la emocion que des-
pierta tanta gloria deshecha en tan pasmosa
extension perimetral. Por sobre la desola-
cion de sus pampas absolutamente vacias
de cualquier minimo verde vital surgen los
relatos de tantos tesoros sacados aluz por la
brutal huaqueria, y las sospechas de otros
muchos aun por ubicar, insinuandonos
mas excitantes evocaciones de las que mu-
seo o libro alguno puedan dar,

La base heuristica para reconstruir aquel
pasado escasea por demds. Aunqueel reino
Chimu en el orden cronoldgico pertenece,
mas 0 menos, a la protohistoria peruana,
las fuentes de que pueda echar mano el in-
vestigador son evidentemente pocas: una o
dos alusiones utilizables en las cronicas
clasicas, algunos acapites de la Crdnica
Anénima de Trujillo (escrita en las prime-
ras deécadas del siglo XVII), y varios estu-
dios arqueologicos sobre las formas de vida
de aquel pueblo, hechos por notables espe-
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& CHIMU PERIOD

ore than five hundred years ago on
M the north coast of Peru, there ex-

isted a prehistoric kingdom that
was rich and feared, and whose monarchs
had been augmenting its territorial posses-
sions by means of pacts or conquests. In the
last third of the fifteenth century. King
Minchan Zaman brought his dynasty to the
pinnacle of its expansion by establishing
his authority over the various ethnic groups
and peoples which at that time inhabited
the coast from Tumbes south to
Paramonga. He thus drew close to Lima, in
the south, and to Guayaquil, in the north.

This was the kingdom which we today
call Chimu, and which in its time was the
most densely populated of that period
When we contemplate the noble ruins of its
politico—religious capital, near to the
present day city of Trujillo and known
universally by the mysterious name of
Chan Chan, it is almost impossible to sub-
tract the spirit from the emotion inspired
by such glory now undone in such a
marvelous territorial expanse. For among
the desolation of those areas of ground
devoid of even the most minimal hint of
green, there surge forth the accounts of so
many treasures discovered and brutally
exhumed by “huaqueros” —grave rob-
bers— as well as presages of still more to
come. They augur more exciting evo-
cations of the past than any museum or
book can hope to offer.

The heuristic base for reconstructing that
past is too scarce. Although the Chimu
kingdom belongs in chronological order to
more or less the protohistory of Peru, the
sources which can enthrall the researcher
are evidently few and far between: one or
two usable allusions to the traditional

chroniclers, a few points from the Crénica

CHIMU.— Botella en forma circular con dos pe-
quenos venados. 22 cms.

CHIMU. Circular ceramic vessel with hollow interior
and two small deer. Height 22 cms.






cialistas.

Con esta magra documentacion, y aten-
diendo sobre todo a los arquedlogos, Uni-
cos “brujos” tecnologicos a quienes creer y
en sus busquedas confiar, vale la pena, cau-
tamente, emprender la fascinante evoca-
cion del Chimn.

I

El “tempo” cultural en que nace la época
Chimu corresponde a los finales del perio-
do llamado Horizonte Medio. Por tanto,
éste le antecede inmediatamente y sin duda
en buena parte la prohija. El Horizonte Me-
dio es una conocida denominacién ar-
queoldgica para convertir en una unidad de
estudio la formidable aleacién serrano-cos-
tefia que hacia el siglo VIII de nuestra era
empez06 juntando a vario ritmo ideologias y
técnicas, alcanzando a crear un clima men-
tal que, por su arcaismo y diametral oposi-
cion al nuestro, nunca llegaremos a apre-
hender. Durante el Horizonte Medio pare-
ce haberse establecido en todo el Pery, vy,
por lo quenos interesa, en plena Costa Nor-
te integramente, la aceptacion de cierta
nueva filosofiareligiosa procedente del alti-
plano, y con ella los cambios materiales
con que por necesidad hubo de manifestar-
S€.

Se observa esto muy bien en la icono-
grafia cultista y en la arquitectura de la cos-
ta. No se ha establecido atn el itinerario
que siguiera hasta el litoral la densa onda
cultural de Tiahuanaco-Pachacamac-Hua-
ri: si bajando de sur a norte o en lento de-
sembalse a través de todas las quebradas de
ceja; si la impuso el discutido Imperio
Huari, o catequizadores especiales, en la
osmosis intelectual que caracteriza el ir y
venir de gentes inmemorialmente comuni-
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Andnima de Trujillo (Which was written
in the first decades of the 17th century), and
various archaeological studies in whichno-
table specialists have covered the way of life
of those people.

With this meager documentation, and
with due attention to the archaeologists, the
sole technological “witch doctors” in
whom one can believe, and in whose
research one can trust, it is time to embark
upon the very worthwhile evocation of the
Chimus.

I

The cultural period in which the Chimu
period originates corresponds to the final
stages of that we call the Middle Horizon.
So this immediately precedes it and
without a doubt adopts much of it. The
Middle Horizon 1is an established
archaeological time frame which enables
us to convert into-a unit that is convenient
for study, a specific historical experience:
the formidable union between the high-

lands and the coast which, towards 800

AD, began to bring together at a varying
pace a series of ideologies and techniques.
The result was the creation of a mental
atmosphere which we will never be able to
comprehend, because of its archaism and
diametrically opposite approach to our
own world—view. It was during this
Middle Horizon that there was established
throughout all Peru, and specifically on the
north coast, a new religious philosophy
which had originated on the Altiplano and
which brought with it corresponding
material changes.

This can be clearly seen in the cultist
iconography and in the architecture on the
coast. As yet, the path followed by the
significant cultural experience furnished by

CHIMU.- Botella en forma de herradura rematada
con figuras de pato y gollete. 25 cms.

CHIMU. Ceramic vessel, horseshoe-shaped, and
surmounted by duck effigy figure and flaring spout.
Height 25 cms.
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de plano a la Cronica Anonima de Trujillo
(616047 (16107) y empezar su relato por-
menorizando con la figura de Tacaynamo,
personaje primordial que en una balsa de
palos llegd a la costa de la actual Trujillo,
procedente “de la otra parte del mar”, en-
viado a gobernar esta tierra. Para cuando
los espafioles redactores de la Crénica oye-
ron relatarlo a alguien de la raza yunga, la
gente aborigen habia olvidado ya por ente-
ro el nombre del lugar de donde venia con
ordenes precisas Tacaynamo, y unicamen-
te se le recordaba como “gran Sefior que
usaba pafos de algod6n en sus partes pu-
dendas y ciertos polvos amarillos con que
pintabasu rostro.” Rasgos importantes, pe-
ro, como es bien sabido, ya en uso entre los
aristocratas de la costa, de acuerdo alo que
encuentrala arqueologiaen tumbas mucho
mas antiguas.

Tacaymano podria ser la cobertura fac-
tual de algiin grupo inmigrante conquista-
dor, y en tal caso no haber existido nunca
como hombre. Tal figura de interpretacion
la conocen muy bien los antropologos
etnologos, y la han aplicado en todos los
continentes en casos parecidos. Entre no-
sotros Tacaynamo recuerda en seguida a
otro famosisimo vigjero, el lambayecano
Naimlap;ambos en pareja han sido presen-
tados una y otra vez, sin que faltaran algu-
nos escritores que entusiastamente intenta-
ron sincretizarlos. Deberia estudiarse con
mas prudencia todo esto, pues, si olvida-
mos el uso de las balsas marinas, hay entre
ambos caudillos un desconcierto cronolo-
gico y graves diferencias.

Por otro lado, la aparicion de Tacayna-
mo ocurre en tiempos que han dejado atras
los bellos mitos costeros, si atendemos al
computo de las edades, vy en resumen bien
podria haber sido un auténtico personaje
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clear if they came down to the coast, from
the south up to the north.

Nor is it certain if this new philosophy
was imposed by the highly discussed Huari
Empire, or by special catechisers, in the
intellectual osmosis which characterizes

the coming and going of people
immemorably in touch within each other.
It is common for writers who explain the
phenomenon of a Chimu Culture to use as
a preference base the Cronica Anonima de
Trujillo, whose publication date is uncer-
tain, but which appears to be either 1604 or
1610. They begin their detailed accounts
with Tacaynamo, a personage of primor-
dial importance who arrived at the coast of
present—day Trujillo in a raft of logs or
timbers. He came “from the other part of
the sea”, and was sent to govern this land.
By the time the Spaniards who published
their chronicles heard the story from
someone of the Yunga race, the local indig-
enous people had completely forgotten
the name of the place from which Tacay-
mano, with his specific orders, had come;
they only remembered him as a great lord
who used panels of cotton cloth to cover
the intimate parts of his body, and certain
types of yellow powder with which he
painted his face. Important characteristics,
no doubt but as is well known from
archaeological evidence from much older
tombs, ones that were used by the aristo-
cratic elements of the coast long before.
Tacaymano could well be a generic or
factual symbolic representative of some
conquering immigrant group, in which
case he would never actually have existed
as aman. Ethnological anthropologists are
familiar with this sort of interpretative fig-
ure, and have used this approach in all the
continents of the world. Between our-

CHIMU.— Cabeza imitando metalurgia con 2 picos
y asa puente estilo Lambayeque. 22 ¢ms.
CHIMU., - Cabeza de personaje sonriente. Influencia
heredada de la cultura Moche. 12 cms.

CHIMU. — Botella con representacion de deidades
combatiendo en alto relieve. 25 cms.

CHIMU. Ceramic vessel of a type of head found in
gold and silver masks, and with a bridge joining two
ogival spouts characteristic of Lambayeque. Height
22 cms.

CHIMU. Ceramic vessel depicting a smiling person-
age with Moche influence. Height 12 cms.

CHIMU. Globular ceramic vessel, with relief motifs
of deities fighting. Height 25 cms.






humano. No cabe extenderse mas a este
respecto, pero me tienta decir que el sufijo
NAMU de su nombre tiene evidencia de
uso unipersonal, nunca grupal. Consta asi
en un gran nimero de nombres yungas re-
gistrados en los padrones tributarios de los
siglos XVI a XVIII, correspondientes a los
indios de toda la comarca Chim.

La Cronica Anonima trae también la lis-
ta de los dinastas provenientes de la suce-
sibn de Tacaynamo, catorce agnados
usuarios del poder real que, con varia suer-
te, gobiernan la etnia hasta el arribo de los
europeos espanoles. Es una lista muy im-
portante, pese a sus sospechosas aunque
para un heurista bastante justificadas irre-
gularidades, y la damos a continuacion:

1) TACAYNAMO.

2) GUACRI CAUR, su hijo. Completd
los esfuerzos de su progenitor y fue tenido
como monarca por todos los indios prin-
cipales del valle.

3) NANCENPINCO, hijo del anterior, y
el primero con quien comienza la politica
de expansion territorial. Al morir dominaba
desde sus cabeceras serranas los valles de
Chicama, Moche y Virl, alcanzando por el
sur hasta el de Santa, cuyaregion parece era
conocida entonces con el nombre de Ma-
yao; y por el norte hasta San Pedro de Lloc
y Jequetepeque.

4 a 11)Segun la Crénica Anénima del si-
glo XVII, que estamos glosando, tras Nan-
cenpinco se suceden siete jerarcas cuyos
nombres estaban ya olvidados, y su referen-
cia es: “fueron sucediendo siete caciques.”
Este confuso hueco genealdgico debe ser
tenido en cuenta por los chimué6logos del
futuro, si acaso se tentara calcular una justa
fecha calendérica para Tacaynamo.

12) MINCHAN ZAMAN. El gran rey
guerrero, conquistador de la costa “hasta

selves, Tacaynamo reminds us right away
of another very famous traveller, Naymlap
from Lambayeque: both have been presen-
ted as a pair, over and over again, and there
has never been a shortage of writers ready
to syncretize them. All of this needs to be
studied with more prudence, for if we for-
get the common use of the sea rafts, we find
that there exists a disconcerting chronol-
ogy, as well as major differences, between
the two “caudillos”, or strongmen.
Worthy of note is the fact that the
appearance of Tacaynamo occurs at a time
which has bequeathed the most colorful
myths pertaining to the coast, if we calcu-
late time factors. So he could have been a
real human being. It is not relevant to elab-
orate further on this theme, but I am
tempted to note that the suffix NAMU with
which his name ends provides evidence of
unipersonal use, and never of group usage.
The same thing is found in a great many
Yunga names in the tax paying poll lists for
the 16th and 17th centuries thatapply to the
[ndian population in Chimu territory.
The Cronica Andnima also furnishes

the list of the dynasties that succeed Tacay-
namo: fourteen dispensers of the royal
power, who one after the other, and with
varying degrees of fortune, govern the eth-
nic community until the arrival of the
Spaniards. Itis a veryimportant list, in spite
of its suspicious irregularities —although
for a heurist these would be considered jus-
tified. The list is as follows:

1. TACAYNAMO

2. GUACRI CAUR, his son. He com-

pleted the work of his father, and was hailed
as monarch by all the most illustrious
Indian leaders of the valley.

3.NANCENPINCO, son of Guacri
Caur, was the first of the rulers to begin the

CHIMU.— Botella de dos cuerpos. Decoracién de
pelicanos sujetando un pez raya. 21 cms.
CHIMU.— Botella, Cabeza y alto relieve represen-
tando monos. 20 cms.

CHIMU. — Botella representando combate de deida-
des marinas. 21 cms.

CHIMU. Ceramic vessel depicting pelicans subdving
a ray fish. Height 21 cms.

CHIMU. Ceramic vessel with monkey motifs in
relief. Height 20 ¢ms.

CHIMU. Stirrup-spout jar with marine deities locked
in combat. Height 21 cms.






Carabaillo y Tumbes que son mas de do-
cientas leguas”. Este monarca alcanzo tan
grande fama, acumulé tantas riquezas y
vasallos, que termind por tentar al diablo
de la envidia. Sus naturales enemigos, los
quechuas del Cusco, reconocieron su gran-
deza dandole publicamente el nombre de
Capac, el Chimu-Capac; mas, a la postre
fueron sus victimarios. Minchan Zaman
era adorado por su gente como a verdadero
hijo de los dioses, consenso que bien pudo
haberle permitido fundar un imperio
yunga. Para ello, partiendo de su sacrali-
zacion personal, tenia inmensos recursos
naturales y la ciega aceptacion popular.

Mas el destino no le di6 tiempo. Fstin
contestes todas la cronicas aprovechables
en decir que por ese tiempo de gloria chimu
bajaron del sur serrano los ejércitos de Tu-
pac Inca Yupanqui y, empleando técnicas
de guerra desconocidas por los yungas,
conquistaron Chan-Chan, “matando mu-
cho nimero de yndios y quitandoles el oro,
plata y otras cosas que tenian.” Minchan
Zaman, vencido y prisionero, fué llevado al
Cusco y ahi el Inca le di6 a su hermana por
mujer. Pero hasta su muerte nunca mas pu-
do contemplar otra vez a la diosa Mar.

13) CHUMUN CAUR, hijo de Minchan
Zaman y de una princesa de la region de
Huaura. Siendo nifio fué traido a Chan-
Chan por orden del Inca para que asumiera
el trono de sus mayores. Su minoridad fué
muy bien aprovechada por los politicos
quechuas para mediatizar y desmontar el
reino Chimu. Dice la Crénica que a partir
de Chumun Caur quedaron estos reyes de
tributarios del Cusco, y con ellos todos los
pueblos norcostefios.

Leyendo entre lineas la documentacion
mas temprana que nos queda de la coloni-
zacion espafiola de la Costa Norte, puede
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policy of territorial expansion. At the time
of his death he held sway from his highland
redoubts to the Chicama, Moche and Viru
valleys and reached as far south as Santa,
whose region seems to have been known by
the name of Mayao. In the north, his
territorial limitations were San Pedro de
Lloc and Jequetepeque.

4.to II. According to the Cronica Ano-
nima of the 17th century, which we
are commenting on, there were seven
hierarchic rulers after Nancenpinco whose
names are now forgotten. The sort of re-
ference to them that one finds is that “seven
rulers followed each other in succession.”
This confused genealogical gap must be
taken into consideration in the future by
Chimuologists —specialists who study the
Chimu culture- if any attempt is: to be
made to come up with a reasonable calen-
drical date for Tacaymano.

12. MINCHAN ZAMAN. This was
the great warrior king, the conqueror of the
coast “from Carabaillo to Tumbez, which
is a distance of two hundred leagues.” This
ruler attained such fame, and accumulated
so much wealth and vassals, that he ended
up by tempting even the devil into envy.
His natural enemies, the Quechuas from
the Cuzco area, recognized his prestige by
attributing to him the name of Capac —the
Chimu-Capac; however, in the end, they
were to preside over his demise. Minchan
Zaman was adored by his people, as though
he were a true child of the gods, and this re-
putation could well have enabled him to

found a Yunga Empire, in order to do so, he
had as a start his personal sacred status in
his favor, as well as immense natural
resources and the blind allegiance of his
people.

But destiny was not disposed to give him

CHIMU.— Botellas representando personaje con di-
ferentes decorados. 22 ¢cms., 21 ¢cms., 20 cms.
CHIMU. — Botella. Personaje con alto relieve repre-
sentando zorros. 22 cms.

CHIMU. Three ceramic globular jars, each with
geometric decoration and surmounted by an effigy
head. Height, left to right 22, 21 and 20 cms.
CHIMU. Globular ceramic vessel with fox designs
surmounted by an imposing human head. Height
22 cms.












CHIMU. — Cabeza de gran calidad con orejeras y tur-
bante. 22 cms,

CHIMU-INCA. — Cabeza con tubo de salida o pac-
cha para ofrendas. 22 cms.

CHIMU INCA. — Personaje sonriente. 17 cms.
CHIMU. - ] . 5
CHIMU.- Personaje Sujetando ostras. 21 cms.
CHIMU. — Personaje sentado con tambor. 33 cms.

CHIMU. Ceramic vessel, portrait of an imposing fig-

ure wearing a turban and ornate ear—plugs. Height

22 ems.

CHIMU. Ceramic hollow portrait vessel, with broad
ar spout that was possibly a “paccha” for

ious offerings. Height 22 cms.

CHIM INCA. Ceramic effigy vessel of a smiling

personage. Height 17 cms.

CHIMU. Personage with headdress. 22 cms.

CHIMU. mic effigy 1 of a personage hold-

ing an oyster. Height 21 cms.

CHIMU. Ceramic effigy vessel of a seated drummer.

Height 33 cms.







pensarse que los amautas, consejeros del
Inca, hubieron de cambiar los rigidos es-
quemas que implantaban a toda nacién
conquistada, creando para esta parte del te-
rritorio algunas variantes inteligentemente
suavizadas. Es posible entenderlo si recor-
damos que las naciones del litoral estaban
compuestas por pueblos cuyos antepasa-
dos habian creado y vivido altas culturas, y
la vision del mundo era en ellos mucho
mas elaborada por la natural decantacion
secular. Tras la conquista incaica parece ha-
ber ido surgiendo aqui una comprension
realista y pacifica con el conquistador por-
que éste en vez de humillar administro. Las
aristocracias regionales fueron respetadas
¥, de hecho, muy favorecidas, los vigjos
dioses quedaron intocados y en su pleno
uso inmemorial las lenguas de cada valle.

Ganada asi la confianza pudo aplicarse
mas facilmente la regla tributaria y la orga-
nizacion demogréfica decimal, en que a-
quella se sustentaba. Tal parece que después
de Minchan Zaman hasta la llegada de
Francisco Pizarro (unos 80 afios, aproxi-
madamente) el reino Chim goz6 de paz, si
descontamos una rebelién que el propio
Huayna Capac domin6 a sangre y fuego, y
la resistencia de los sefiores del valle de Ja-
yanca (Lambayeque), apuntada por Cabe-
llo de Balboa.

Volvamos alos tltimos descendientes de
Tacaynamo: 14) GUAMAN CHUMU.
Dice el cronista que este monarca “governé
toda la tierra.” Pudo haber conocido a
Huayna Capac cuando el Inca estuvo en
Chan-Chan. Algunos documentos inéditos
sobre el cacicazgo de Mansiche difieren del
orden dinastico registrado en la Crénica
Andnima durante el tiempo de Guaman
Chumu.
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time. All the available historical accounts
corroborate one another in recounting that
it was at this highpoint of Chimu glory that
the armies of Tupac Inca Yupanqui swept
down from the southern highlands. They
employed techniques of war unknown to
the Yungas and conquered Chan Chan,
“killing many Indians and taking from
them gold, silver and other possessions.”
Minchan Zaman, defeated and now a
prisoner, was taken up to Cuzco where the
Inca gave him his sister as a wife. But as
long as he lived, he never again could con-
template the Goddess of the Sea.

13. CHUMUN CAUR was the son of
Minchan Zaman and of a princess from the
Huaura region. As a child, he was taken to
Cuzco by order of the Inca in order to take
over the throne of his parents. His youth
was amply exploited by the Quechua politi-
cians as they went about dismantling the
kingdom of the Chimus. The Cronica
tells us that from Chumun Caur onwards,
these kings were mere taxpayers of the Cuz-
€0 government, as were all the northern
coastal peoples.

If we read between the lines in the ear-
liest documentation that is available on the
subject of Spanish colonilization of the
north coast, one can easily think that the
“amautas”, those special advisers to the
Inca, must have changed the rigid govern-
ing formats that they imposed on each con-
quered nation, creating for this part of their
territory varying and somewhat modified
systems. We could understand it if we
remember that the nations of the coast were
composed of peoples whose ancestors had
built up and lived in highly cultural
environments; also, their world— view was
much more developed as aconsequence of
natural secular decantation. After the Inca

CHIMU. — Botella representando dos cilindros, pa-
jaritos en el encuentro con el arco. 19 cms.
CHIMU.— Botella en forma de mazo. 19 cms,

CHIMU.— Botella muy estilizada representando
personaje con vasija. 21 cms.

CHIMU. Stirrup-spout ceramic vessel composed of
two cylindrical shapes, and with two small birds.
Height 19 cms.

CHIMU. Ceramic vessel in form of a mace. Height
19 cms.

CHIMU. Stylized oval-shaped ceramic vessel depict-
ing a personage with a bowl. Height 21 cms.






15) ANCOCUYUCH. Hijo del anterior.
Fué autorizado por el Inca para dividir la
costa en sefiorios por valle. Muri6 inespe-
radamente sin sucesion.

16) CAJA CIMCIM. Hermano de Anco-
cuyuch y su forzado heredero en el mando,
entonces ya muy venido a menos por la

fragmentacion sefiorial del territorio
Chimu. Fstando en el gobierno aparecie-
ron los espafioles en Tumbes.

IT

La caracteristica cultural de la época
Chim esté en la capacidad espléndida de
sus artesanos para manifestarse profesio-
nalmente en los objetos suntuarios con que
se atendia el rito funerario y la manera de
vivir de la aristocracia. La orfebreria, la
ceramica cultista, los textiles especiales, la
arquitecturay las artes menores de lamade-
raylaplastica popular representan en el In-
termedio Tardio lo mejor del esfuerzo
ofrendado a la divinidad.

Herederos del genial naturalismo de
Moche los artistas yungas resumen magis-
tralmente aquella corriente, y la sujetan a
las nuevas ideas originadas en las tierras
altas del sur, resultando de la mezcla algo
nuevo, con ser, sin embargo, tan viejo para
los ojos del arqueologo.

En la metalurgia y, por supuesto, atin
mas en la orfebreria, se puede observar en
los chimu la acomodacion de las tradicio-
nes metalistas de Vicis y Lambayeque con
el disefio de las ideologias serranas. Para las
armas y la parafernalia agrominera aparece
por primera vez en la costa el uso del cobre
templado y del bronce, produciéndose una
verdadera revolucidon en beneficio de la
mejor consistencia y mayor duracion de los
artefactos.
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conquest there appears to have sprung up
in the mind of the conqueror a more realis-
tic and peace—oriented attitude, because
instead of humiliating his subjects, he dis-
played interest in  administering.
The regional aristocracies were not onlv
respected, but even given preferential treat-
ment, the old gods were respected; and the
ancient traditional languages were permit-
ted to be retained in each valley.

Once the confidence of the conquered
peoples had been gained, it was easier to
put into effect the tax system and the demo-
graphic system as it pertained to tithes. To
such an extent, it appears, that following
Minchan Zaman and until the arrival of
Francisco Pizarro (a time span of
approximately 80 years), the kingdom of
Chimu enjoyed a period of peace, if we dis-
count: one rebellion that Huayna Capac
himself put down by brute force; and the
resistance of the lords of the valleys of
Jayanca, in Lambayeque —an event
covered by Cabello de Balboa.

Let us return to the last descendants of
Tacaynamo:

14. GUAMAN CHUMU. The chroni-
cler recounts, that this monarch “governed
the whole land.” He could have known
Huayna Capac when the Inca was in Chan
Chan. Some unpublished documents con-
cerning the chiefdom of Mansiche differ
from the dynastic line of succession record-
ed in La Cronica Andénima during the
period of Guaman Chumu.

15. ANCOCUYUCH was the son of
Guaman Chumu. He was authorized by
the Inca to divide the coast up into
seigniorialties constituted by valleys. He
died unexpectedly, leaving no heir.

16. CAJA CIMCIM. He was the
brother of Ancocuyuch and his obligatory

CHIMU. — Musicos con Antara y flauta traversa. 17
cms.

CHIMU. — Personaje sentado. 17 cms.
CHIMU.— Personaje sentado con tambor. 17 cms.

CHIMU. — Personaje tocando tambor con dos asis-
tentes tocando flauta. 17 cms.

CHIMU. Two stirrup—spout ceramic vessels, depict-
ing seated musicians, one with an Antara and one
with a flute. Height of each 17 cms.

CHIMU. Stirrup-spout ceramic vessel, seated per-
sonage. Height 17 cms.

CHIMU. Stirrup—spout ceramic vessel, seated drum-
mer. Height 17 cms.

CHIMU. Stirrup-spout ceramic vessel of large seated

drummer flanked by two musicians with flutes.
Height 17 cms.






Sobre la obra de los orfebres de esta épo-
ca podria hacerse un extenso y muy ilustra-
tivo trabajo clasificatorio de los fundidos,
vaciados, “cire perdu”, planchados, alea-
dos, pulidos, baiados y recortados que por
suerte aun nos quedan de esta magnifica ci-
vilizacion Chimu. Si hubiéramos de optar
por lo mejor de la técnica metalistica que
comentamos, sin dudar escogeriamos la
manera con que continuaron y mejoraron la
espléndida tradicion orfébrica de Lamba-
yeque, y el manejo del gran horno.

La textileria cultista permite observar
claramente la fusiéon serrano-costefia a que
aludiamos en los acapites iniciales. Técni-
cas en su mayor parte muy viejas ya en la
costa, con una gama refinada del color en-
tero y quebrado; disefios de simbologia
magico-religiosa de indudable filiacion se-
rrana. Aunque el areaen que se han hallado
las mas significativas muestras de la texti-
leria fusional, la de Huarmey, no es can6ni-
camente Chimu, siendo ésta una evidente
heredera del Horizonte Medio recibio de
aquella, segiin parece, el catilogo textila-
rio del disefio, que, bien se vé, estd impreg-
nado del mandato ideolodgico Tiahuanaco-
Huari-Pachacamac, cuya clave esta quizas
perdida para siempre.

A diferencia de las otras producciones
culturales, en la textileria nos parece adver-
tir por fin un rasgo totalmente propio de lo
Chimu. No se encuentra en las técnicas, ni
en la gama del color, forma y utilidad de las
piezas tejidas, sino en el disefio de una re-
presentacion tan bien elaborada como re-
petida, y es cierta figura antropomorfa, de
rostro y cuerpo geometrizados, cuyo toca-
do de la cabeza muestra sobre un gorro
0 corona un par o dos a manera de elitros
que a cierta altura caen suavemente hacia
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heir over a kingdom that was considerably
reduced in size by the fragmentation into
seigniorialties of the Chimu territory.
While he was in the government, the
Spaniards appeared in Tumbes.

II

The cultural characteristics of the Chimu
period reside in the superb capability of its
artisans to display their talents profes-
sionally in the sumptuary objects used for
the funerary ritual, and in the way of living
of the aristocracy. The metalworking, the
cultist ceramic—ware, the special textiles,
the architecture and the lesser arts of
woodwork and molding in clay done by the
people represent in the Late Intermediate
period the best of the outpouring in
offerings made to the gods.

Heirs of the captivating naturalism of
Moche, the Yunga artists sum up that style
in masterly fashion and subordinate it to
new ideas that originated in the southern
highlands. The synthesis from this com-
bination is something new, while at the
same time retaining for the eyes of the
archaeologist its innate ancient quality.

In metallurgy and, of course, even more
in gold and silver—work, one finds in the
Chimu artisans a compromise between the
metalworking traditions of Vicus and Lam-
bayeque, and the iconography of the high-
land ideologies. The use of hardened
copper and bronze in the coast for the first
time had implications for weapons and
equipment used for agriculture and min-
ing. The result was a real revolution in
terms of imbuing the artifacts with better
consistency and longer—lasting qualities.

It would be possible to do an exterisive
and very illustrative study regarding the

CHIMU -Inca. Silbador de doble recipiente. Pico y
asa puente estilo Lambayeque. Representacion de
dos personajes portando hamaca con nifio. 21 cms.

CHIMU-INCA.— Personajes transportando nifio.
20 cms.

CHIMU-INCA.— Personajes transportando nifio.
19 cms.

CHIMU-INCA. Whistling ceramic vessel with ogival
spout and globular base joined to a rectangular base,
on which two porters are carrying a small child.
Height 21 cms.

CHIMU-INCA. Ceramic vessel of two porters bear-
ing an infant. Height 20 cms.

CHIMU-INCA. Ceramic vessel of two personages
bearing a child. Height 19 cms.






el exterior. Esta figura no se ha visto entre
los dioses Chavin, Moche y Lambayeque,
no es del Horizonte Medio y tampoco se
repetira después de la conquista quechua
de Chan-Chan, razon muy de tomar en
cuenta para aislarla y adjudicarla provi-
sionalmente.

Por otro lado, se acostumbra dar al
Chimt de Tacaynamo como senal estilisti-
ca propia la ceramica negra de asa estribo,
decorada naturalistamente, mostrando es-
culturas de facciones unipersonales (ros-
tro, pierna, mano, pie, etc.) 0 paneles rec-
tangulares de simple o compuesta esceno-
grafia. Los autores por lo general indican
en esta ceramica negra el empleo de otras
formas, y entre ellas la del asa-puente con
dos picos troncocdnicos, laterales y diver-
gentes. En la absoluta mayoria de la cera-
mica de asa estribo, hay una pequena figura
escultorica (mono, en abundancia, casa,
simbolo escalonado, sapo, etc.) en el angu-
lo externo que formael gollete al encontrar-
se con el asa. Algunas veces el ceramio es
rojo y, aunque muy escasos, no faltan los
que estan decorados con simples trazos en
blanco o crema.

La adjudicacion privativa al Chimu de
esta ceramica negra tardia, ad-integrum, va
ha producido, desde hace afios, por un lado
cierto cliché de “reconocimiento cultural”,
y por otro, algunas peligrosas confusiones
clasificatorias. Mereceria la pena se revisara
el caso sin prejuicios. No es dable que en
1986 sigan dandose por Chimu los vasos
botelliformes negros, decorados en plano
relieve, bastante barroco, que aparecenen el
area del litoral entre Virt y Lima, y a los
cuales Julio C. Tello llamd “estilo Para-
monga”; ni tampoco las piezas negras
“rey” de Lambayeque, o las muy bellas
que en esta ulluma region salen en niveles
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work of the gold and silver—smiths. Clas-
sifications could be drawn up to cover
smelting, molding, the lost wax technique,
the use of plates, alloys and techniques for
coating metals and making “cut out”
designs, since these are all activitics of the
magnificent Chimu civilization which still

remain. If we had to select the most
accomplished examples of the metallurgy
techniques, we have been discussing, we
would no doubt select the way in which
the extraordinary gold and silver work of
Lambayeque, including the handling of the
large turnace, was continued and improv-
ed.

The cultist aspects of textiles enables us
to note clearly the fusion between the high-
lands and the coast to which we referred in
our initial observations. We find here tech-
niques that were already old for the coast,
with a refined range of solid or fragmented
color, and with designs of magi-
cal—religious symbolism which reflect an
unmistakable connection with the high-
lands.

The area in which the most significant
examples of textile work reflecting this fu-
sion have been found —that of Huarmey—
is not Chimu in the strictest sense of the
definition; but it is evidently an heir to the
Middle Horizon and received from it, it
would appear, the textile inventory of
design. As can be seen, this iconography is
impregnated with the ideological mandate
of Tiahuanaco— Huari—Pachacamac, the
key to which is perhaps lost for ever.

In variation with other cultural produc-
tions, textile art seems to us to give notice,
finally, of a characteristic that is totally
Chimu in nature. Its form and use is not to
be found in either technique or color, but
rather in arepresentitive design that is both

CHIMU-INCA. — Representacion de tubérculos. 21
cms. y 15 cms. 5

CHIMU. — Personaje hechado depilandose. 22 cms.

CHIMU-INCA. Two hollow ceramic globular ves-
sels, each with broad flaring spout and representing
edible roots. Height: left 21 cms., right 15 cms.
CHIMU-INCA. Ceramic stirrup—spout vessel of a
reclining figure removing facial hairs with tweezers.
Height 22 cms.






CHIMU.- Personaje portando recipiente. 22 cms.
CHIMU. — Personaje sentado. 13 cms.

CHIMU.- Personaje sentado con adorno de plu-
mas. 19 cms.

CHIMU.— Personaje portando carga sentado en
actitud de des 3

CHIMU.— Cabeza estilizada zoomorfa. 19 cms.

CHIMU. Ceramic vessel of a figure with a bowl.
cms.

CHIMU. Ceramic vessel, seated figure. Height
13 cms.

CHIMU. Ceramic vessel of seated personage with
feather adornment. Height 19 cms.

CHIMU. Strap-handle essel (profile and
front view) of a personage carrying a load shown in a
position of rest. Height 18 cms.

CHIMU. Hollow globular ceramic effigy represen-
tation of a stylized zoomorphic head. Height 19 cms.







cronologicos anteriores al Chima de Ta-
caynamo, hechas con asa-puente y picos
troncoconicos divergentes.

La tinica ceramicanegraaplicable, provi-
sionalmente, a la época Chimu es la que
también podria conocérsele con el nombre
de “estilo de Truyjillo”, de globulo, asa-estri-
bo, decoracion bastante naturalista, y la fi-
gurita escultdrica (o sin ella) en el encuen-
tro gollete-asa. Es aqui la mas abundante y
sus piezas mejores van escaseando confor-
me se aleja la pesquisa de los valles de Chi-
cama, Moche y Virta. El problema es acep-
tar si esta ceramica debe ser tenida como
exclusivo aporte * cultural de la época
Chimt de Tacaynamo y sus sucesores, 0,
quizas, bastante anterior. En esta Introduc-
cion es impertinente continuar debatiéndo-
lo.

Un sorprendente rasgo de la suntuosi-
dad artesanal Chimu viene a ser su lapida-
ria. Cierto es que el trabajo de las piedras se-
mipreciosas y aun de algunas comunes es
de uso muy antiguo en las culturas del lito-
ral. Desde el Formativo y en todo el Inter-
medio Temprano, para mayor precision, se
produce en la Costa Norte un increible, in-
terminable, feérico mundo de amuletos,
brochas, engastes burilados, colgantes y
chaquiras. El constante uso de estas Ulti-
mas se destina para hacer collares, brazale-
tes, petos, embutidos enjoyas de oroyplata,
y apliqués al vestuario ritual o palaciego.
Siempre ha caido el coleccionismo sobre
estas reliquias documentales como langos-
tas desesperadamente hambrientas, y hace
pocos anos los comerciantes crearon con
gran éxito econémico, y no menos vulgari-
dad, la moda femenina de llevarlas al cue-
llo espectacularmente,

Es sensible que ain no tengamos un
buen trabajo sobre lalapidariaa que me re-
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elaborated and repeated. It is a certain type
of anthropomorphic figure, with face and
body treated geometrically, and whose
headdress depicts one or two pairs of ely-
tron—like forms above a hat or crown;
these forms, at a certain height, fall gradual-
ly outwards. This figure was not evident

- among the deity figures associated with

Chavin, Moche and Lambayeque; it does
not belong to the Middle Horizon, nor will
it be repeated after the Quechua conquest
of Chan Chan. This is a good reason to jus-
tify our identifying it and adjudicating it
provisionally.

On the other hand, one is accustomed to
attribute to the Chimu tradition of Tacay-
mano a characteristic stylistic feature: the
black ceramic—ware with stirrup handle,
which is either naturalistically decorated
with such sculpted unipersonal com-
ponents of one’s physionomy as the face,
leg, hand, foot, etc, or rectangular panels
made up of simple or more composed
scenography.

The artisans in general display in these
black—ware ceramics the use of the other
forms, to include the bridge handle, with its
two spouts with shafts that are conical,
lateral and divergent. In the majority of the
stirrup—handle ceramic—ware pieces,
there is a small sculpted figure on the exter-
nal angle which forms the neck where it
joins the handle; a monkey is a very fre-
quent theme, and there are also houses,
staircase symbols, frogs, and so forth. At
times the ceramic—ware is reddish in
color, and there are also pieces decorated
with simple lines in white or cream; these,
however, tend, to be rare.

The exclusive attribution to the Chimus
of this late period ceramic black-ware has
for years produced on the one hand an

CHIMU.— Pescador sobre caballito de totora. 18
cms.

CHIMU.- Representacion de pescadores sobre ca-
ballitos de totora. 18 cms.

CHIMU. Stirrup—spout ceramic vessel depicting a
fisherman riding a totora fishing raft, or “caballito”.
Height 18 cms.

CHIMU. Stirrup-spout ceramic vessel showing
fishermen aboard “caballitos”. 18 cms.






CHIMU. — Lambayeque. Representacion imitando
metalurgia de figura antropozoomorfa. 18 cms.
CHIMU.- Pufio. 13 cms.

CHIMU.- Botella en forma de mano. 22 cms.

CHIMU-LAMBAYEQUE. Ceramic vessel of a fig-
ure combining anthropomorphic and zoomorphic
attributes and related to metallurgy. Height 18 cms.
CHIMU. Ceramic effigy representation of a clenched
fist. Height 13 cms.

CHIMU. Stirrup-spout ceramic vessel in the form of
a hand. Height 22 cms.







fiero, porque hay muchos problemas cultu-
rales sobre el particular en la prehistoria pe-
ruana; podrian ser, entre otros, la recons-
truccion de laruta del lapizlazuli, desde sus
canteras chilenas hasta la cuenca del Jeque-
tepeque, estupenda proeza establecida ya a
comienzos del Formativo; ylalabradura de
microscopicas cuentas de turquesa, piedra
semipreciosa también exotica al Peru,
segn parece, con diametros inferiores al
tercio de milimetro, ante las cuales se en-
mudece no tanto por la perforacion central,
perfecta, con ser tan grande proeza, sino
por el recorte circular de su exterior.

El Chimu hereda la gran tradicion lapi-
daria, llevandola a extremos impresionan-
tes. Ylo mismo hace con los delicados traba-
jos en concha de perla y nacar.

Aunque en el tratamiento de la madera
para objetos suntuarios no es facil encon-
trar en tiempos posteriores a Moche la pul-
critud refinada con que se hicieron, por
ejemplo, mangos para espejos de obsidia-
na, o en hueso manitos y pequenas caras
humanas, en la civilizacion Chimu hay
buenas muestras de figuras antropomorfas
amanera de totems o genios, muebles (lite-
ras, tinas, respaldo de asientos de cate-
goria, cajas y cajuelas, palas ceremoniales).
Son piezas o bien de fuerza declaradamen-
te expresionista, o si no articulos de suave
consistencia, seguin las maderas: algarrobo,
huarango, balsa y chonta. Por lo comun to-
do esta grecado o contiene figuras de varios
disenos. A esta obra debe unirseel arte de la
taracea, cuya mejor definicion podria ser
dibujos en mosaico embutiendo en la ma-
dera trozos muy pequefios de palos prepa-
rados, concha, ndcares, etc.

Para referirse al arte de la arquitectura
Chimu y susignificado sociopolitico los au-

tores estudian al mas importante de los res-

100

easily recognizable cultural facet, and on
the other several dangerous classificatory
elements of confusion. It is worth while
examining the case in an objective manner.
It is not acceptable that in 1986 one still
keeps calling Chimu those black vessels in
the shape of bottles, which are decorated
with flat relief that is rather baroque, that
were found on the coast between Viru and
Lima and which were called the
“Paramonga style” by Julio C. Tello. Nor
those black “king” pieces which are actually
from Lambayeque; nor the very beautiful
ceramics that appeared in this latter region
well before the Chimu period of Tacay-
namo, and which are made with
bridge—handle and divergent conical
spouts.

The only black ceramic—ware that is
provisionally applicable to the Chimu
period is that which could also be called
“Trujillo style.” It is globular in shape,
has a stirrup—handle, possesses a rather
naturalistic style of decoration and appears
both with and without the little sculpted fig-
ure located at the union of the neck and
the handle. This is the most abundant of
the ceramics, and it is to be noted that its
best pieces become rarer as the search for
them moves away from the Chicama,
Moche and Viru valleys. The problem is to
decide if this ceramic—ware should be
considered as an exclusive cultural contri-
bution of the Chimu period associated with
Tacaynamo and his successors, or perhaps
attributed to an earlier date. In this general
introduction, further examination of this
particular theme is not appropriate.

The lapidary work is a surprising charac-
teristic of the sumptuous level of artisan
work done by the Chimus. To be sure, the
working of both semiprecious and com-

CHUMI.- Triple recipiente representando osos. 28
cms.

CHIMU. - Escenas de personajes bailando y bebien-
do chicha. 16 cms.

CHIMU. Ceramic triple recipient vessel with bear
themes. Height 28 cms.

CHIMU. Ceramic rectangular base on which appear
effigy figures dancing and drinking “chicha”. Height
16 cms. (top and side view)






CHIMU.—-Botella representando pez luna. 22 cms.
CHIMU.- Botella representando sapo. 18 cms.
CHIMU.- Botella representando tibur6n. 25 cms.

CHIMU.- Botella representando tres sapos super-
puestos. 33 cms.

CHIMU. Stirrup—spout ceramic vessel representing
a moon fish. Height 22 cms.

CHIMU. Stirrup-spout ceramic vessel representing
a toad. Height 18 cms.

CHIMU. Stirrup-spout ceramic vessel representing
a shark. Height 25 cms.

CHIMU. Hollow ceramic jar with broad flared spout
and three toads, one on top the other. Height 33 cms.







tos que han sobrevivido a las numerosas
catastrofes seculares de la costa, Chan-
Chan, 1a capital del reino. El conjunto peri-
metral de sus ruinas abarca un bloque no
menor a seis kilémetros cuadrados, dedu-
ciéndose que en época de su auge el ambito
general sobrepaso los dieciocho. De este
esplendor queda mucha prueba indiciaria.

Lo més caracteristico en el extenso plano
de Chan-Chan esti representado por sus
diez unidades o complejos, popularmente
conocidos con el inapropiado nombre de
“ciudadelas.” Los diez complejos llevanen
laactualidad los apellidos de diferentes per-
sonas fallecidas, que en una u otra forma
han tenido que hacer con el estudio de la
impresionante ruina.

Dentro de cada complejo se ve restos de
piramides, cementerios, grupos de cuartos
alineados cuyas filas sugieren celdas o
dep6sitos especiales, plataformas funera-
rias, reservorios de paredes apircadas, posi-
bles jardines o huertas alimentarias, pasa-
dizos, y unos recintos medianos, siempre
decorados al friso, de dificil interpretacion,
bautizados por algunos arquedlogos como
“qudiencias”, aunque bien pudieran haber
servido a cultos religiosos muy particula-
Tes.

La construccion general es en barro ha-
biéndose utilizado varios tipos de adobe.
En algin complejo se ha encontrado restos
de paredes adornadas con hermosos frisos
naturalistas, bien sea con el misterioso gre-
cado costefo, heredado de Moche, bien
con pajaros y cosas de mar. La mejor de es-
tas salas frisadas esta en el lugar de “El La-
berinto”; y el lienzo con relieves barrocos
més notable, en el complejo “Velarde.”
Alin hay otro, no visible, en el “Uhle.” En
Chan-Chan todo parece grandioso: el area,
la capitalidad que tuvo, casi imperial, la
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mon stones has a very old tradition in the
coastal cultures. From the Formative
period, and throughout the Early Inter-
mediate, there was produced on the north
coast an incredible, never—ending,
fairy—like world of amulets, brooches, set-
tings made with burins, pendants and “cha-
quiras.” The consistent use of these latter
decorative pieces was destined to make
necklaces, bracelets and breastplates incrus-
ted with gold and silver jewels, and then
placed on ceremonial clothing related to
rituals or palace formalities. Collectors
have always sought greedily after these his-
torical relics, somewhat like desperately
hungry lobsters, and a few years ago com-
mercial jewellers exploited, with con-
siderable success and no less vulgarity, a
female fashion mode which called for these
pieces to be worn in spectacular fashion
around the neck.

It is noteworthy that even now there is no
available serious” work on the lapidary
styles and techniques that I have been talk-
ing about. In fact, there are many cultural
problems associated with this theme in
Peruvian prehistory. Topics to be
examined could include the route followed
by the lapis lazuli from its Chilean quarries
up to the basin of the jequetepeque river, a
stupendous feat which is believed to have
occurred at the beginning of the Formative
period; or studies could focus on the intri-
cately wrought, microscopically small
beads of turquoise, a semi—precious stone
which is also foreign to Peru. These beads,
it would appear, possess diameters that are
less that one third of a milimeter; one
remains speechless when contemplating
them, not so much for the perfect central
perforation as for the circular exterior cut.

The Chimus inherited the great lapidary

CHIMU.- Camaro6n. 20 cms.

CHIMU.- Botella de arco y pico decorada con sa-

pitos en relieve. 19 cms.

CHIMU.- Botella de 2 picos y asa puente tipo Lam-
bayeque decorada con 10 sapos en relieve. 19 cms.

CHIMU. Stirrup—spout ceramic vessel representing
a shrimp. Height 20 cms.

CHIMU. Stirrup-spout ceramic vessel with small
effigy toads in relief. Height 19 cms.

CHIMU. Double ogival spout and bridge globular
ceramic vessel with reliel decoration of 10 toads
and notable Lambayeque influence. Height 19 cms.






CHIMU. — Botella representando foca. 23 cms.
CHIMU.~ Botella con pico y asapuente representan-
do ave sobre tiburon. 22 cms.

CHIMU.— Botella representando lobo marino. 17
cms.

CHIMU. — Tasa con cangrejo en alto relieve. 7 cms.
CHIMU.— Botella representando pez, 21 cms.

CHIMU. Stirrup-spout vessel with effigy seal.
Height 23 cms.

CHIMU. Ceramic vessel with bridge spout represent-
ing a bird on top of a shark. Height 22 cms.
CHIMU. Stirrup—spout ceramic vessel with a base
conformed by a sea—lion. Height 17 cms.

CHIMU. ceramic bowl with relief design of a crab.
Height 7 cms.

CHIMU. Stirrup—spout ceramic vessel, with fish
design. Height 21 cms.







CHIMU. — Perro con crias. 13 cms.
CHIMU.- Perro tocandose la cabeza. 18 cms.
CHIMU.- Perro en actitud de descanso. 22 cms.

CHIMU.- Perro con crias sobre base cuadrada. 24
cms.

CHIMU. Stirrup-spout ceramic vessel, with bitch
and litter of young atop a rectangular base. Height
13 cms.

CHIMU. Stirrup—spout ceramic vessel, with dog
touching its head with paws. Height 18 ¢cms.
CHIMU. Effigy ceramic vessel of a seated dog.
Height 22 cms.

CHIMU. Stirrup—spout vessel depicting a bitch and
litter of young on a square base. Height 24 cms.







CHIMU.- Perro durmiendo. 17 cms.
CHIMU.- Perro lamiéndose. 24 cms.

CHIMU.- Botella silvador representando perro. 22
cms.

CHIMU.- Botella representando perro en actitud de
descanso. 24 cms.

CHIMU-INCA.— Perro portando plato. 24 cms.

CHIMU. Ceramic representation of a sleeping dog.
Height 17 cms. :

CHIMU. Ceramic vessel, dog lickingitself. Height 24
cms.

CHIMU. Whistling ceramic vessel in form of a dog.
Height 22 cms.

CHIMU. Ceramic vessel, dogresting. Height 24 cms.
CHIMU-INCA. Ceramic vessel, dog carrying a
plate. Height 24 cms.







dramaticidad del paisaje donde la fuerza
del perenne sol quema eternamente las
pampas en contraste con el silencio de la
soledad total.

Los primeros viajeros memorialistas que
en el siglo XIX visitaron el sitio la empeza-
ron a llamar “ciudad”, evidentemene in-
fluidos por una 6ptica europea entrenada
en ruinas grecoromanas. Quedo el término
en uso y esto ha prohijado una copiosa lite-
ratura de estudio. Hasta hoy, toda vez que
ocurre la oportunidad, o los especialistas
en urbanismo prehistdrico se retnen, di-
cha literatura sobre “Ciudad-Chan Chan”
tiende facilmente a aumentarse. Nos pre-
guntamos si acaso no es tiempo de: 1) Re-
cordar el modo de vivir del hombre pre-
histérico peruano, hasta su cambio con las
Reducciones del Virrey Toledo, 6 2) Bus-
carle ala palabra “ciudad”, procedente de la
civitas romana, una nueva acepcion for-
zadamente aplicable al estudio de los
grandes conjuntos arquitectonicos del vie-
jo Pert.

Se debe a los arquedlogos Conrad y
Moseley la teoria mas moderna sobre la
funcionalidad de Chan-Chan. Ellos pien-
san, después de haber excavado y limpiado
el sitio en muchas partes y dibujado una
extensa cartografia especializada, que Chan
Chan no muestra las sefiales de haber sido
una ciudad, sino, precisamente en contra-
rio, nada mas ni nada menos que un desa-
rrollo seriado de grandes mausoleos rea-
les. Para Conrad, cada uno de los diez con-
juntos o complejos en que se divide el pla-
no general, habria sido construido por un
monarca desde el comienzo de su reinado,
usandolo durante su vida de mando como
palacio y oficina capital del reino; y al mo-
rir, recibiria sepultura en su correspondien-
te plataforma funeraria, con sus mujeres y
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tradition, carrying it to new heights of ex-
cellence. They did the same thing with their
delicate objects worked in pearl and
mother-of-pearl.

In terms of wood carving of sumptuary
objects, it is not easy to find in the post Mo-
che periods that sense of refined beauty
with which artisans endowed such objects
as handles for obsidian mirrors or faces and
little hands made of bone. Nevertheless,
the Chimu civilization offers us very fine
examples of anthropomorphic, totemic fig-
ures, articles of furniture, small boxes,
and ceremonial oar blades; they are pieces
which either reveal a feeling of strength that
is clearly expressionist, or are fashioned in
a more delicate manner, according to the
various types of wood that are used: alga-
rrobo, huarango, balsa or chonta. In gener-
al they include designs of Grecian frets or
various types of figures. One should add to
this excellent quality work their artistic use
ofinlays, which can be more accurately de-
fined as mosaic drawings, in which small
pieces of wood, shell, mother—of— pearl
etc, are fitted into the wood.

When it comes to discussing the artistry
of Chimu architecture, as well as its so-
cio-political significance, authors study
the most important ruins which have
survived the numerous secular catas-
trophes which have affected the coast. This,
of course, is Chan Chan. The perimeter of
the overall complex incorporates a large
area of at least six square kilometers,
dimensions which at its apogee probably
exceeded eighteen. A lot still remains of
this splendor to tell us about the site.

The most characteristic aspect of the im-
mense lay—out of Chan Chan is that of the
ten units or compounds, popularly known
by the inappropriate name of “citadels.”

CHIMU-INCA. - Pacchas representando serpientes.
31 cms. y 32 cms. i

CHIMU.-Botella en forma de serpiente enroscada.
23 cms.

CHIMU-INCA. Two effigy ceramic vessels of ser-
pents. Height (left) 31 cms.; (right) 32 cms.

CHIMU. Stirrup-spout ceramic vessel representing
a coiled snake. Height 23 cms.






criados mas fieles, depositandose sus teso-
ros cerca de la tumba, en camaras especia-
les. Entre tanto, el nuevo monarca herede-
ro, empezaba a levantar para si un propio
complejo en el cual pasaria su vida y reci-
biria su muerte.

Otra observacion de Conrad, no menos
fascinante, es que tal sistema sacro-funera-
rio del Chimu pudiera haber sido llevado
por los incas después de la conquista que-
chua y puesto en practica en el Cusco, al
servicio de los emperadores difuntos. Tal
seria el origen de las famosas capillas de las
panacas imperiales. Por cierto, los conquis-
tadores cusquefios también se llevaron a
esa capital algunos tesoros culturales incor-
porandolos a su propia civilizacién. Asi, la
ceramica negra, la orfebreria, quizas el uso
de andenes agricolas, en fin, también una
nueva plastica del color, que luce con dibu-
jos naturalistas en los muy bellos aribalos
tardios del sur. La alusion de Conrad al ori-
gen costeno de las capillas-panacas impe-
riales nadie podria confirmar, ni tampoco
negar, al presente. Mas, sorprende que to-
dos los cronistas estén de acuerdo en decir
de este culto a las momias imperiales (cada
una en su propio recinto y servida ritual-
mente por el propio ayllu de sus descen-
dientes genealdgicos) que aparece flamante
hacia los tiempos finales del Inca Pachacu-
tec, la época precisamente coetdnea ala de-
rrota chim.

I

El cronista agustino fray Antonio de la
Calancha nos dice que los chimt tenian
una propia lengua de dificil y gutural pro-
nunciacion, conocida con el nombre de
quingnam. Agrega que los pobladores de
Pacasmayo y San Pedro de Lloc “hablaron-
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The ten compounds presently are known
by names associated with various deceased
individuals who in one way or another have
had something to do with the examination
of this impressive site.

Within each compound one sees the re-
mains of pyramids, cemeteries, group of
rooms disposed in linear formation which
suggest cells or special storerooms, fu-
nerary platforms, dry stone-walled
reservoirs, orchards or kitchen gardens to
provide fruit or vegetables, corridors and
some medium-sized enclosures; these are
always decorated with wall friezes and are
difficult to explain, having been baptized
by certain archaeologists with the name of
“audiencias.” They may also have served
some function related to special cult
activity. '

The general type of construction is of
mud derived from various sorts of adobe.
In some compounds one has found the re-
mains of walls decorated with beautiful life
~like friezes, either of the mysterious
Grecian fret associated with the coast and
inherited from Moche, or with birds and
marine life themes. The best of these rooms
with friezes is in “El Laberinto” com-
pound, and the stretch of walls that has the
most striking baroque reliefs is in the “Ve-
larde” compound. There is also another,
although it cannot be seen, in the “Uhle”
compound.

In Chan Chan, everything seems gran-
diose: the overall area, the sense of being a
great centre that was almost imperial, the
drama of the landscape where the force of
the perennial sun relentlessly scorches the
flat areas in contrast with the silence impar-
ted by the total feeling of solitude.

The first travellers who recorded their ex-
periences when they visited the site in the

CHIMU. - Cabeza de auquénido. 17 cms.
CHIMU.
CHIMU.— Auquénido cargado. 19 cms.

Auqueénido en estado gravido. 25 cms.

CHIMU. Ceramic effigy vessel in the form of the
head of a camelidae. Height 17 cms.

CHIMU. Stirrup-spout ceramic vessel representing
a camelidae, probably llama, in state of gestation.
Height 25 cms.

CHIMU. Ceramic vessel, llama carrying “costales”.
(saddle blankets), Height 19 cms.












CHIMU.- Botella representando mono. 18 cms.
CHIMU-INCA.— Mono portando plato. 15 cms.
CHIMU.- Representacion de guanabana. 19 cms.
CHIMU-INCA.— Representacion de recipiente
conteniendo choclos. 19 cms.

CHIMU.- Botella representando pepinos. 19 cms.
CHIMU.- Botella representando calabaza. 25 cms.
CHIMU-INCA.— Paccha. Representacion de planta
de maiz. 25 cms.

CHIMU. Stirrup—spout ceramic vessel, monkey mo-
tif. Height 18 cms.

CHIMU-INCA. Effigy ceramic vessel of a monkey
loaded down with a large circular plate. Height
15 cms.

CHIMU. Effigy ceramic vessel of the guanabana
fruit. Height 19 cms.

CHIMU-INCA. Effigy ceramic vessel of a bowl con-
taining corn cobs. Height 19 cms.

CHIMU. Stirrup—spout ceramic vessel representing
pepino fruit. Height 19 cms.

CHIMU. Effigy ceramic vessel with broad spout
representing a calabaza (a type of pumpkin). Height
25

CHIMU-INCA. amic vessel in form of a com
plant and used as a “paccha”. Height 25 cms.













la por conquista”.

Con ser la tinica y brevisima fuente acer-
ca de tan misteriosa lengua, constituye un
elemento cultural de primer orden para
apreciar al pueblo que la hablara. Es de la-
mentar que la absoluta desaparicion de su
uso en los primeros anos del siglo XVII, si
acaso no ocurrio en los tltimos del XVI, im-
pida ir mas alla, pués a diferencia de la len-
gua mochica, con la que tanrepetida como
superficialmente es confundida, de la
quingnam no ha quedado gramatica ni le-
xiko alguno, ni siquiera una lista de térmi-
nos para saber como fue.

Sin material lexicografico, el investiga-
dor podria pensar en servirse de onomasti-
cas y toponimias para comparar buscando
algun filum, mas ocurre que las reliquias de
esta clase procedentes de las lenguas arcai-
cas de la Costa Norte, ademas de estar es-
condidasen la dificil documentacion de los
siglos XVI y XVII, las que atn restan en la
fabla popular como apellidos y nombres de
parajes han sufrido ya un notable proceso
degenerativo durante los Gltimos siglos. El
propio término CHIMU es ejemplo de esta
desnaturalizacion por falta de empleo fun-
cional: al valle donde se levantd Chan-
Chan en la prehistoria se le llamaba
CHEJMER; luego, los primeros escribas
espanoles lo cambiaron a Chimor, y po-
co después a CHIMO, que se utilizo duran-
te todo el Virreinato (“..el valle de Chimo..-
los chimos..el Chimo Capac”). A partir de
la Emancipacion, o sea en el siglo XIX, el
acento grave o llano de esta palabra, propio
de la tradicion linguistica del litoral, pasa a
ser, gratuitamente, agudo, y sale CHIMU,
que bien se ve no es nombre indigena.

Ultimamente, se estudia tratindose de
identificar la lengua quingnam con la pes-
cadora, otra de las prehispanicas formas de
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19th century began to call it a “city.” They
were evidently influenced by an European
vision that had been honed in Greco-Ro-
man ruins. The term stuck, and has given
birth to a copious body of literature dealing
with study of the theme. Up to the present,
every time that an apportunity occurs, or
whenever specialists in urban prehistory
get together, the literature on the city of
Chan Chan tends to grow even more. It is
appropriate to ask if it is not perhaps time
to: 1.Remember the way of life of prehistor-
ic people in Peru, until it changed when
the “reducciones” of the Viceroy Toledo
were initiated; or 2. Find for the word
“city”, which is derived from the Roman
state, a new interpretation that would be
obligatorily applicable to the study of the
major architectonic complexes of ancient
Peru.

We owe the archaeologists Conrad and
Moseley credit for the most modern theory
regarding the functional nature of Chan
Chan. They believe, after carrying out exca-
vating and clearing procedures in many
areas of the site, and after doing extensive
specialized mapping, that Chan Chan does
not demonstrate the symptoms of a city.
Quite to the contrary, they see it to be noth-
ing more nor less than a seriated develop-
ment of great royal mausoleums. For Con-
rad, each one of the ten complexes, or com-
pounds which make up the overall plan,
was probably built by a monarch at the be-
ginning of his reign. He used it as a palace
and central administrative office during the
time of his rule; and when he died he would
have been buried there in his correspond-
ing funerary platform, together with his
women and most faithful servants, His trea-
sures would have been buried in special
chambers close to his tomb. At the same

CHIMU.- Botella decorada con mono agarrando
dos vainas de alverja: 16 cms.

CHIMU.- Botella representando mono comiendo
pacae. 19 cms.

CHIMU. - Representacion de Pacae. 24 cms.
CHIMU.- Botella representando mono. 12 cms.

CHIMU.- Botella representando tubérculo y mono.
17 cms.

CHIMU. Ceramic vessel depicting a monkey grasp-
ing two large pea—pods. Height 16 cms.

CHIMU. Stirrup-spout ceramic vessel showing a
seated monkey eating a pacae. Height 19 cms.
CHIMU. Effigy ceramic vessel in form of a pacae.
Height 24 cms.

CHIMU. Effigy ceramic vessel in the form of a
monkey. Height 12 cms.

CHIMU. ceramic vessel in globular form with broad
spout and flaring rim, and relief designs of a plantroot
and monkey. Height 17 cms.












hablar en estas tierras del viejo Perti; tam-
poco ha quedado rastro alguno de la lengua
Pescadora sabiéndose unicamente que era
la de mas dificil guturacion en el litoral.
Los Chimu, asi como fueron gentes en
su momento oportuno bélicas y dominan-
tes, y sus artesanos realizaron una obra ad-
mirable para la suntuosidad funeraria de su
aristocracia (patron de conducta absoluta-
mente usado en las glebas prehistoricas),
también supieron alcanzar por el esfuerzo
colectivo otras grandes cosas. Es obvio que
dominaron la agricultura, pero no lo es la
genialidad con que crearon los sistemas de
riego mas avanzados de su tiempo.
Desde finales del Horizonte Medio la
parte baja del extenso valle de Moche, o sea
todo el particular valle de Chimo, empez6 a

tener una poderosisima relievancia huma-
na, y su futuro polo sacro-politico fue

Chan-Chan una vez que se fundara el esta-
do chimu entre los siglos X1y XII. El apro-
vechamiento del agua para abastecerlavida
y los cultivos dentro del area de Chimo ha
sido estudiado por especialistas de recono-
cida autoridad profesional y académica
(Farrington, Moseley, Kus, Ortloff, etc.).
Se observa que se emplearon dos técni-
cas para arbitrarse los voliimenes del agua
potable: utilizando las napas fredticas, y/o
estableciendo sistemas de canalizacion. En
el primer caso pudo solucionarse el abaste-
cimiento para los pobladores del gran com-
plejo de Chan-Chan, y en el segundo la ex-
plotacion agricola en los alrededores de es-
te complejo, el puerto de Huanchaco y la
enorme pampa actualmente llamada “La
Esperanza”.
Los resultados de los trabajos asi como son
fundamentales para la historia del riego an-
tiguo en estaregion norcostefia, sirven tam-
bién para componer uno de los mas fasci-
nantes capitulos de la arqueologia chimu.
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time, the new ruler began construction of
his own compound in which he would pass
his life and where he would be destined to
be buried.

Another observation of Conrad, and one
that is no less fascinating, is that this sacred
funerary system could have been appro-
priated by the Incas after the Quechua con-
quest, and then put into use in Cuzco for
the benefit of dead emperors. This would
explain the origin of the famous chapels of
the “panacas imperiales”, that are so well
known. To be sure, the victors from Cuzco
also took with them to their capital certain
cultural treasures, which they subsequently
incorporated into their own civilization.
This would include the ceramic black—
ware gold and silversmith work, perhaps
the use of terracing in agriculture, and last
but not least a new sense of plastic design
and color. This latter attribute shows to
outstanding advantage in the life-like
designs which decorate the very beautiful
late ceramic pieces from the south which
are known as “aribalos.” Nobody can
confirm or deny the allusion that Conrad
makes regarding the chapels of “imperial
panacas.”

What is surprising is that all the chroni-
clers agree regarding the cultto the imperial
mummy bundles —each one in its proper
enclosure and ritually attended to by its
own “ayllu” of descendants from the
genealogical family tree. This cult attains its
apogee towards the final years of the rule of
the Inca Pachacutec, which is the precise
period in which the rout of the Chimus
oceurs.

III

The Augustine chronicler Father Anto-

CHIMU.- Botella representando cuy. 20 cms.
CHIMU.- Zorro. 21 cms.

CHIMU.- Cabeza de loro. 10 cms.
CHIMU.- Botella representando loro. 17 cms.

CHIMU.- Botella representando ave marina sobre
base rectangular. 23 cms.

CHIMU. Stirrup—spout ceramic vessel depicting a
cuy (small rodent). Height 20 cms.

CHIMU. Stirrup—spout ceramic vessel in the form of
a standing fox. Height 2] cms.

CHIMU. Effigy ceramic vessel in the form of a large
parrot head. Height 10 cms.

CHIMU. Stirrup-spout ceramic jar representing a
stylized parrot. Height 17 cms.

CHIMU. Stirrup-spout ceramic vessel representing
a sea-bird reposing on arectangular base. Height 23

cms.












.~ Representacion de ave marina portando
|8 cms.

£ 5.

CHIMU.- Botella rep

CHIMU. - Botella representando pelic

CHIMU.- Botella representando ave

cms.

CHIMU.- Botella representando pato.

CHIMU.- Botella representando Alcatraz. 24 cms.

CHIMU. Stirrup-spout ceramic vessel depicting a
sea—bird carrying cantaros (ceramic jars). Height 23
cms.

CHIMU. Stirrup—spout vessel depicting a bird of
prey seated on arectangular base. Height 25 cms.
CHIMU. Stirrup-spout vessel representing a dove.
Height 16 cms.

CHIMU. Stirrup-spout vessel representing a pelican.
Height 25 cms.

CHIMU. Stirrup—spout vessel in the form of a sea—
bird with outstretched neck. Height

CHIMU. Stirrup—spout ceramic vessel representing
a duck. Height 25 cms.

CHIMU. Stirrup—spout ceramic vessel representing
an alcatraz (a type of bird like and albatross). Height
24 cms.
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Esperanza”.

Los arquedlogos antecitados han ido
descubriendo no menos de 125 pozos arte-
sianos en Chan-Chan. Fueron hechos por
excavacion rectangular y su profundidad
obviamente dependia de la napa, creando-
se asi “pisos” sucesivos. Loshayde2a5o
mas pisos de excavacion, provistos de ram-
pas laterales, por las cuales subian y baja-
ban las gentes utilizando para el transporte
grandes y medianas jarras de barro cocido.

Moseley observa que Chan-Chan fue
construida “hacia atris”, hacia el mar: en
otras palabras, hacia el litoral, donde afluia
en mayor cantidad el agua dulce necesaria
para la vida y el labrado de la ceramica.

En este aprovechamiento de las napas
freaticas hay que considerar el régimen de
las llamadas “chacras hundidas”, o sea la
siembra en pozas de regular extension don-
de afloraba la napa y se mantenia el cultivo
por la constante humedad. Estos son los fa-
mosos “wachaques” junto al mar, algunos
de los cuéles estan en uso atin en nuestros
dias.

Sobre el uso de los canales de riego €l cri-
terio arqueoldgico parece inclinarse a te-
nerlos por invento de la gran cultura Mo-
che. Sus nietos, los chimu, los manejaron
y sofisticaron admirablemente. En el drea
del valle de Chimo han quedado restos de
cinco: 1) La Mochica, 2) Moro, 3) Vichan-
sao, 4) Pampa de Huanchaco, y 5) el gran
canal intervalles.

A este ultimo ha de recurrirse, aunque
sea apretadamente, para juzgar la capaci-
dad de calculo y esfuerzo del gran pueblo
que lo plane6.

El canal intervalles tuvo por objeto au-
mentar el caudal regabletrayendo las aguas
desde el sur del rio Chicama haste el valle
de Chimo, particularmente a los campos
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sembrados de La Esperanza, Rio Seco y
Huanchaco, o sea las tierras al norte y oeste
de Chan-Chan, gran meta lograda s6lo en
parte. La obra parece haberse abandonado
definitivamente, después del terrible alu-
vion del afio 1,100 de nuestra era, cuando
la catastrofe destruyo todos los canales y su
sistema de distribucién. El canal interva-
lles, cuyo trazo abarcaba 70 kildmetros, hu-
bo de ser olvidado para siempre y se desa-
provecharon desde entonces las extensio-
nes ya preparadas al norte del sistema de
Huanchaco.

El gran canal Chicama-Moche es quizas
el primero entre los sistemas de irrigacion
canalizada llevados a cabo durante la pre-
historia de Sud-América. Por el enorme
impulso de su proyecto representa un mo-
numento a la ingenieria Chimu y a cabali-
dad sustenta la frase sagaz de Collier y Ste-
ward calificando a esa naciéon como “una
sociedad hidraulica.”

7

Jorge Zevallos Quifiones

CHIMU.- Vasija representando ave de rapifia.
24 cms.

CHIMU.- Botella representando felino. 15 cms.

CHIMU. Effigy ceramic vessel of a bird of prey.
Height 24 cms.

CHIMU. Stirrup—spout ceramic vessel of a standing
feline. Height 15 cms.






nio de la Calancha tells us that the Chimus
had their own language, that was notable
for its difficult, guttural pronunciation, and
which went by the name of Quingnam. I
might add that the inhabitants of Pacasma-
yo and San Pedro de Lloc “spoke it by con-
quest.”

Since this is the only reference, and
a brief one at that, to this mysterious
language, it represents a cultural factor of
considerable importance in terms of
understanding the people who spoke it. It
is a great pity that the total disappearance
of its use in the first years of the 17th
century prevented further study; because in
contrast with the Mochica tongue, with
which it is so often and so superficially
confused, nothing has remained from the
Quingnam language: no grammar, lexicon
or even a simple list of terms to give us
an idea of what it was like.

Without this sortof data base, the research-
er might think to avail himself of other
onomastic or toponimic information per-
taining to names, thereby seeking a rele-
vant filum. However, information of this
type derived from archaic languages from
the north coast, besides remaining buried
in the difficult documentation of the 16th
and 17th centuries, has suffered a notable
degeneration during recent centuries in
their usage as name of people or places.
The term CHIMU is an example of this
disfigurement that has occurred because of
infrequent functional use: in the valley
where Chan Chan was constructed, it was
called CHEJMOER in the prehistoric pe-
riod. Subsequently, the first Spanish writ-
ers changed it to CHIMOR, and a little la-
ter to CHIMO -a term that was used
throughout the viceroyalty period. For
example, one finds references to “the valley
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ofChimo”, “the Chimos” and “the ruler Chi-
mo Capac.” Beginning withindependence,
that is to say in the 19th century, the flat or
grave accent associated with this word and
peculiar to the linguistic tradition of the
coast, suddendly assumes an acute accent
and becomes CHIMU. As can be seen, this
is not an Indian name.

Recently, efforts are being made to iden-
tify the Quingnam language with “La Pes-
cadora”, another of the prehispanic ways of
speaking in this area of ancient Peru. How-
ever, no trace has remained either of “La
Pescadora” language; all that is known is
that it was of the harshest and most guttural
types used on the coast.

The Chimus, then, were people who at
an opportune moment could be bellicose
and domineering, or who could produce
artisans capable of accomplishing admira-
ble work for the sumptuous funeraryrituals
of their aristocracy, a pattern of conduct, in-
cidentally, that was totally characteristic of
the prehistoric glebes. However, these peo-
ple could also mobilize a collective effort to
perform major accomplishments in such
spheres as agriculture. Where they really
stood out, however, was in their develop-
ment of the most advanced irrigation sys-
tems of their time.

Since the final years of the Middle Hori-
zon the lower area of the ample Moche val-
ley —that is to say the specific valley of Chi-
mo- began to support a very powerful hu-
manelement. Once the Chimu state was es-
tablished, between the 11th and 12th centu-
ries, its religious and political fulcrum
became Chan Chan. The way in which
water was most effectively used to support
the life and agriculture of the Chimu area
has been analyzed by such renowned
specialists as Farrington, Moseley, Kus,

CHIMU.- Botella representando construccion de
dos postes y techo, personaje central v dos monos.
21 cms.

CHIMU.- Botella. Representacion de construccion
con techo a 2 aguas. 22 cms.

CHIMU.- Botella representando personaje sentado
bajo construccion. 25 cms.

CHIMU. Stirrup-spout vessel representing an
architectural construction of two posts and a roof,
within which are a central personage and two
monkeys. Height 21 cms.

CHIMU. Stirrup-spout ceramic vessel representing
a building with slanting rool. Height 22 cms.

CHIMU. Stirrup—spout ceramic vessel depicting a
personage situated under a roof. Height 25 cms.






Ortloff, etc. The results of their studies,
besides being of fundamental importance
for the history of irrigation in this northern
coastal area, also contribute towards an
understanding of one of the most
fascinating chapters of Chimuarchaeology.
The results of their studies, besides being of
fundamental importance for the history of
irrigation in this northern coastal area, also
contribute towards an understanding of
one of the most fascinating chapters of Chi-
mu archaeology.

It can be noted that they employed two
techniques to control the supplies of pota-
ble water by using the sheets of under-
ground water, and/or establishing canal
systems. In the first case, a solution was
found for the supply needs of the inhabi-
tants of the large complex of Chan Chan; as
for the second method, it permitted the
agricultural exploitation of the area
surrounding Chan Chan, to include the
port of Huanchaco and the zone currently
known as “La Esperanza.”

The previously mentioned archaeologists
have succeeded in discovering no less than
125 artesian wells in Chan Chan, They
were made by rectangular excavation, and
their depth obviously depended on the un-
derground sheet of water: so successive
“floors” came into being. One finds wells
with 2 to 5 floors, each one provided with
lateral ramps which were used by people
going up and down and carrying large and
medium —sized jars of baked clay.

Moseley has commented that Chan
Chan was constructed looking backwards,
that is to say towards the sea. By facing to-
wards the coast, there was better access to
the fresh water required for daily living
needs and for work with ceramics.

In this system, used to make maximum
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use of the sheets of undergroud water, one
should mention the methods employed to
develop the so—called “sunken fields”
which were sown and cultivated in an envi-
ronment of constant humidity due to the
presence of the water. These are the famous
“wachaques” which are close to the sea and
which in some cases are still in use today.

Regarding the use of the irrigation ca-
nals, the archaeological criteria in effect
tend to attribute their invention to the
innovative Moche culture. Their grandchil-
dren, the Chimus, handled them admirab-
ly and made them more sophisticated. In
the area of the valley of Chimo, five have
remained: 1. La Mochica 2. Moro. 3. Vi-
chansao 4. Pampa de Huanchaco and
finally the great inter-valley canal. .

This last canal must be mentioned, albeit
rapidly, so as to give an idea regarding the
ability of the people who planned it to cal-
culate and demonstrate the effort required
for its construction.

This inter—valley canal’s goal was to in-
crease the flow of water available for irriga-
tion by bringing water from the river Chica-
ma in the south up to the valley of Chimo;
the particular objetives were the cultivated
fields of La Esperanza, Rio Seco and
Huanchaco, that is to say, the land to the
north and west of Chan Chan. It was a ma-
jor challenge that was only partially suc-
cessful. The project seems to have been de-
finitively abandoned after the disastrous
flood of the year 1100 AD, which was res-
ponsible for the catastrophic destruction of
all the canals and their tributary system.
The inter—valley canal, whose course ran
for some 70 kilometers, had to be forgotten
forever, so that those already prepared sec-

tions to the north of Huanchaco could
never adequately be used to advantage.

The great Chicama— Moche canal isper-
haps the first to have been developed to
provide irrigation during the prehistoric pe-
riod of South American history. As aresult
of the enormous scope of its project it re-
mains an epic monument to Chimu engi-
neering, and fully justifies the insightful
characterization of Collier and Steward
that the Chimu nation was indeed a hy-
draulic society. :

CHIMU.— Representacion erética. 15 cms.
CHIMU.- Botella representando escena erdtica.
16 cms.

CHIMU.- Personaje con gran falo. 22 cms.

CHIMU. Stirrup-spout ceramic vessel of an erotic
scene. Height 15 cms.

CHIMU. Effigy ceramic vessel of an erotic scene.
Height 16 ¢cms.

CHIMU. Effigy ceramic vessel of seated personage
with large phallus. Height 22 cms.
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CHIMU-INCA. — Detalle de gran manto tapiz, tipo
Kelim. Decoracién de plumas amarillas estilizadas,
Dimensiones: 175 cms. x 280 cms.

CHIMU-INCA. Detail of a slit tapestry mantle de-
picting stylized yellow feathers on a carmine ground.
Full size, 175 x 280 cms,






LA TEXT

TEXTILES OF TE

LA TEXTILERIA DEL REINO DE
CHIMOR
a) TIPOS Y USOS

Si hay ciertos factores en comun concer-
nientes alos tipos, usos, origen geografico,
iconografia, y caracteristicas técnicas en la
textileria de las diferentes culturas del anti-
guo Pert; también hay facetas que particu-
larizan y singularizan a cada una de ellas.
En el caso del Reino del Chimor, los teje-
dores empleaban una serie de técnicas es-
peciales excepcionalmente halladas en
otras culturas, y confeccionaban cierto tipo
de tejidos que los caracterizaba como tini-
cos. Estos dos hechos combinados son las
facetas claves de laiconografia; nos permi-
ten la identificacion de un tejido Chimu,
aunque su origen no sea del territorio Chi-
mor, sino de la costa central o la costa sur.
Uso

Todas las culturas del antiguo Pert em-
pleaban el arte textil como vestimenta, co-
mo accesorios de ésta, como objetos fun-
cionales y como elementos de decoracion.
En cada una de estas categorias los tejidos
del reino Chimor poseen originalidad, algo
que escasamente se encuentra en la texti-
leria de otras culturas. La novedad, enton-
ces, reside tanto en el uso al cual el tejido
fue destinado, como al tipo de articulo fa-
bricado.

Comencemos con un uso aparentemen-
te poco comun en el antiguo Peru: el de la
decoracion.

DECORACIONES PARA MUROS

Esen lacultura Chimu donde se encuen-
tran lo que evidentemente son los tejidos
de dimensiones fisicas mas considerables
en el PerG precolombino. Estos - tejidos
usualmente estan sobre el algodon Gossy-
pium Barbadense en su estado natural, es
decir, sin tefiir.
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TEXTILES OF THE KINGDOM OF
CHIMOR

PART I. CHARACTERISTICS OF
CHIMU TEXTILES

INTRODUCTION

If there are certain factors of type, use,
geographic origin, iconography and
technique which are common to virtually
all the textile producing cultures of ancient
Peru, there are also specific characteristics
peculiar to each culture. Excavations
during recent years in Chan Chan, amply
described by Michael Moseley and Kent
Day in Chan Chan: Andrean Desert City,
and in the more northern religious center
of Pacatmanu, also well described in the
1986 publication entitled The Pacatnamu
Papers, Volume I, have provided a reliable
archaeological data base for the analysis of
Chimu textiles. The combination of
technical and iconographic information
derived from these and other sources
contribute towards our identification of a
Chimu textile, even though its geograph-
ical provenance may not be the territorial
area conventionally associated with the
kingdom of Chimor, but rather a central or
south coast location.

All the cultures of ancient Peru used tex-
tile art to embellish their clothing, or its
accessories, and to decorate functional ob-
Jects as well as those designed for orna-
ment. In each of these categories one finds
Chimu textiles displaying originality of a
type not always encountered in the textiles
of other cultures. So this originality, which
we shall examine by selecting representative
examples, is derived from the use for which
the textile was destined, the specific type of
object that was made and finally the sort of
iconographic compositions that were
employed.

ERIA DEL REINO CHIMOR
GDOM OF CHIMOR

CHIMU. — Dos paiios de tinica técnica tapiz entrela-
zado. Figuras frontales con tocado elaborado, camisa
imitando piel de felino.*Una de las caracteristicas de
estos personajes es el nimero irregular de dedos de
las manos y de los pies. 85 x 41 y 85.5 x 43.5.

CHIMU. Two panels of a tunic, interlocked tapestry
weave; figures with elaborate head dress and a spot-
ted shirt suggesting feline attributes. Such person-
ages often have abnormal numbers of fingers and
toes. 85 x 41 cms. and 85.5 x 43.5 cms.






El tejido mas reputado de este tipo es el
que ilustra el tema del prisionero. Media
aproximadamente 2 metros de ancho por
35 metros de largo en su estado original, es
decir, antes de ser cortados en 13 panos in-
dividuales. (1) Siete de estos panfos han de-
saparecido, pero quedan seis en coleccio-
nes de museos que permiten analizarlo.

Supuestamente excavado en 1951 en te-
rrenos de la hacienda Mocope, el tejido pa-
rece haber sido el tinico contenido de una
cdmara cubierta con una losa de piedra. En
cada pafio, hay por lo menos una figura
principal -todas antropomorfas, salvo una
que tiene cabeza de ave y cuerpo humano-,
en algunos se advierten personajes libres
con el sexo erecto, y en otros, a personajes
sujetos por una gruesa cuerda alrededor del
cuello. ¢Habra representado este inmenso
tejido algin acontecimiento histérico de
esencial trascendencia -algo como el famo-
so “Tapiz de Bayeux”, que interpretaba una
cronica grifica de la conquista de Inglaterra
por los normandos- en el cual aparecen
cautivos los lideres de un pueblo enemigo?
0O, thabra querido significar este tema -te-
ma que tiene mucho que ver con los moti-
vos que se dan en la cerdmica pintada de la
época Mochica 5- un comentario genérico
acerca de las proezas de los vencedores,
presupuestamente Chimu, y la desgracia
de los vencidos? En este sentido este tejido
suscita cierta evocativa remembranza del
templo del cerro Sechin.

El Dr. Luis Lumbreras, en Arte Pre-Co-
lombino, enfatiza en el uso decorativo de
los tejidos como “alfombras, esteras ylien-
z0s para cubrir muros”, y sugiere que las di-
mensiones de un tejido pueden servir co-
mo criterio de su funcion. Considera que
los tejidos que alcanzaron un ancho de 3
metros 0 mas, y que superaban los 8 y 10
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A good place to begin is with the use of
the textile for probable wall decoration—
something thatappears to be characteristic-
ally Chimu because of the unusually large
dimensions of many of their painted textiles.
A segment of a particularly fine example
of one of these large textiles, which is in
the Puruchucu Museum Collection, has
been described earlier by D. Jimenez Bor-
Ja; like many others, it was painted directly
on to the undyed natural cotton, Gossy-
pium Barbadense.

The best known textile of this type is
probably that which illustrates the
“prisoner” theme. It measured about two
meters in width, and approximately 35 in
length, in its original state, that is to say,
before being apparently cut up into 13
individualpanels (1) Reproductions of these
panels are to be found in Alan Lapiner’s
Pre-Columbian Art of South America, seven
have disappeared, but there are now six
remaining in museum collections.

Supposedly excavated in 1951 in the
Hacienda Mocope, the textile seems to
have been the only object contained in an
underground chamber covered with a slab
of stone. In each panel, there is at least one
principal figure, who is generally anthropo-
morphic, except for one that has a human
body and avian head. Some of the compo-
sitions include individuals with an erect pe-
nis, or with thick cords around their necks.
One wonders if this textile portrayed some
actual historic event of special importance,
rather in the way that the Bayeux Tapestry
recorded the Norman invasion of Britain; if
s0, it would explain the presence of what
were perhaps captured enemy leaders. Or
might this theme, which is quite closely re-
lated to the sort of subject matter that one
finds in late Mochica painted ceramic ves-

CHIMU. — Pafio. Técnica tapiz. Variacién del perso-
naje frontal, truncado a la altura de Ia cintura y ma-
nos. en el Penacho y parte baja destaca la presenciade
cabezas trofeo. 50 x 32 cms.

CHIMU. Tapestry panel; a variation of the frontal
personage, truncated at the waist, trophy heads are
in evidence. 50 X 32 cms.
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metros de largo, no podrian haber sido uti-
lizados como vestimenta. Destaca a un
ejemplar encontrado en la Isla de San Lo-
renzo que mide 1 metro de ancho y 10 de
largo, y que probablemente estuvo asocia-
do con una tumba. Abarca una escena pin-
tada de tal forma que facilmente podria ser
dividido en secciones individuales. (2).

Estos ejemplares de inmensas telas pin-
tadas con categoria muralista contrastan
con otras de gran magnitud que pese a su
gran tamafio si fueron destinadas a envol-
ver un fardo funerario.

UN DOCUMENTO HISTORICO

“El arte del diseno”, comenté Charles
Wiener, “es... el inico que ha permitido a
los indios retratar las escenas completas de
su vida diaria, de su sociedad y de sus cos-
tumbres religiosas.” (3) Si los temas y di-
seflos no brindan en la textileria el amplio
documento histdrico que si ofrece la cers-
mica, nos permiten un cierto conocimiento
acerca de lo que habria sido el transcurso
de la vida en el Reyno Chimor.

La textileria de la costa nortefia que se re-
monta a siglos atras, nos provee de impor-
tante informacion en referencia a los tipos
de tejido usado, los usos a los que fueron
destinados, los temas iconograficos que os-
tentan y la procedencia geografica donde se
originan. Como se observar4, si la textileria
Chimt tiene mucho en comtn con la de
otras culturas peruanas antes de la con-
quista espafiola, también revela ciertas ca-
racteristicas que la distinguen en su origina-
lidad y particularidad.

Regresemos, pues a aquel mundo de an-
tafio para apreciar las caracteristicas del teji-
do Chim en las siguientes esferas:

. Tipos y usos del tejido
. Facetas técnicas
. Iconografia clave

Il
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sels, have been a generic commentary on
the heroic feats of the victors and the mis-
fortunes of the vanquished. In this sense,
the scope of this textile reminds one some-
what of the mood evoked in the very pow-
erful and poignant lithic images of Se-
chin, located near Casma on the northern
Peruvian coast some 400 kilometers north
of Lima.

Dr. Luis Lumbreras, in Arte Pre-Co-
lombino, emphasizes the decorative use of
these large textiles as “carpets, mats and
graphic designs to cover walls”, and sug-
gests that their dimensions constitute a use-
ful criterion for assessing their function.
Lumbreras believes that those textiles
which reached a width of 3 meters or more,
and whose length exceeded 8 or 10 meters,
were not likely to have been used as cloth-
ing. He highlights a piece found on the is-
land of San Lorenzo, which is one meter
wide and 10 meters long, and which was
probably associated with a tomb. Its com-
position is such that it could easily have
been divided into individual sections. (2)

These examples of immensely large tex-
tiles, painted perhaps with mural connota-
tions, contrast with other that are equally
big, that were used as winding shrouds. A
detail from an excellent example in this cat-

egory-what has been called a “queen’s -

mantle”- measures in ifs totality 1.30x 7.50
meters. So these textiles used to wrap
around funerary bundles constitute a
second type of unusually large cloth
composition.

A HISTORIC DOCUMENT

“The artof design,” commented Charles
Wiener, a Frenchman who carried out ex-
cavations on the Peruvian coast in the
1880s, “is the sole one which has enabled

CHIMU.— Fragmento en forma de estandarte. Va-
riacion del personaje frontal en donde se puede ver la
separacion de la parte superior e inferior del cuerpo.
El personaje se encuentra rodeado de cuatro ayudan-
les portando vasos. En la parte inferior figuras zoo-
morfas. 35 x 50 cms.

CHIMU. Tapestry fragment, in which the upper and
lower sections of the frontal figure are separatedinan
unusual variation. Other compositional elements in-
clude four assistants carrying goblets, and
zoomorphic figures. 35X 50 cms.
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Fl tejido como clave de la fecha cronolo-
gica Chimu.
TIPO Y USO

En la categoria de tipo y uso descollan
siete caracteristicas de especial interés que a
continuacion mencionamaos.

El primer punto de interés es la existen-
cia, en la textileria Chimu, de articulos de
ropa que combinan entre si, es decir, que
contienen disefios similares y cuya elabora-
cion técnica es idéntica. Habitualmente, es-
tos conjuntos estan compuestos de tres arti-
culos fundamentales: un unku o camisa
con mangas, un taparrabo y unllantu o tur-
bante. Sin embargo no se puede generali-
zar, porque un gran manto de tapiz con di-
sefios de plumas de ave fue hallado con un
unku grande pero, hasta donde se sepa, sin
taparrabos ni turbante.

El descubrimiento mas trascendente de
estos conjuntos o combinaciones Chima
parece haber acontecido por los aiios 1950.
Subsiguientemente fueron estudiados y
analizados por el reputado arque6logo nor-
teamericano Dr.Junius Bird, Curador de
Arqueologia de América del Sur en Nueva
York. El Dr.Bird identificé diez conjuntos,
cada uno formado por tres piezas, y cuyo
contenido fue exhaustivamente analizado
por Ann P. Rowe.

Siete de estos conjuntos, cada uno con-
sistente en un unku, un llautu y un taparra-
bo, fueron ejecutados en tela de brocado
doble. Rowe define esta técnica como
aquella en la cual “dos superficies comple-
tas de tela, cada una de distinto color, se te-
jen con trama y urdimbre simple y estas dos
superficies intercambian sus caras para for-
mar el disefio.”

TAPARRABO

El taparrabo fue usado con frecuencia
por la sociedad Chimu; probablemente los
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the Indians to portray complete scenes of
their daily life, of their society and of their
religious customs.” (3) The themes and

compositions used in textiles do not
provide the comprehensive historical
document that ceramics do, but they

nevertheless give us a good idea of what -

life was like in the kingdom of Chimor. An
analysis of a textile fragment from the
Major Quadrangle south of Huaca I, at
Pacatnamu, is an excellent example: the
piece, described in detail by Christopher
B. Donnan in The Pacatnamu Papers,
Volume I, on pages 109-113, shows ritual
or ceremonial activity involving the
presentation of a type of goblet within an
environment that is characteristically
Chimu-one in which there is a marked
emphasis upon such architectural features
as roofs, buildings and platforms.

In considering textiles from the kingdom
of Chimu, the following related aspects
contribute to their overall understanding:

TYPES AND USES OF TEXTILES
TECHNICAL CHARACTERISTICS
OF THE WEAVING
CHARACTERISTIC ICONOGRAPHY

In looking at each of these in turn, a clear
idea of what makes up a Chimu textile will
emerge.

TYPES AND USES

In this category, there are seven points of
special interest. _

The first noteworthy point is the existence
of “sets” of textile items, whose technical
construction and iconographic design are
generally identical. Chimu textiles are not
the only ones where this occurs: there are
south coast non—figurative pieces from

the Nazca culture, for example, where

CHIMU.-Pafio. Técnica tapiz. Dos personajes
frontales en que sobresale la presencia de alas y una
cara con grandes ojos redondeados que evocan tradi-
ciones chavinoides o paraquenses. En la frente osten-
{a una diademay se destaca la gran riqueza del color
més tipico en la costa sur. 40 x 17 cms.

CHIMU. Tapestry panel depicting two frontal per-
sonages of imposing presence. The large, round eyes
and extended wings are evocative of earlier Chavin
or Paracas iconography. 40 x 17 cms.
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que tenian mayores dimensiones estaban
asociados a personajes de prestigio.

Dos de los tipos mas destacables de tapa-
rrabos son los de tapiz y los de tejido simple
de brocado en algoddn. Los anteriores, fre-
cuentemente escalonados y decorados con
figuras antropomorfas o zoomorfas tien-
den a un formato triangular. Mas sencillos
son los de tejido simple de brocado en
algodon: asiduamente forman una especie
de rectangulo vertical, a modo de un delan-
tal con tiras a los lados con las que el tapa-
rrabo era atado al cuerpo.

Algunos taparrabos eran tan grandes que
vistos desde atras o de frente daban la im-
presion de ser faldas. Ann Rowe insinua
que estos podrian asociarse arango y presti-
gio, ya que la 'mayoria de reproducciones
de taparrabos Chimu que hoy vemos en la
ceramica muestran un taparrabo comun re-
lativamente pequenio.

BANDAS O VINCHAS LARGAS CON
EXTREMIDADES BIFURCADAS

Las bandas de tapiz que varian en el an-
cho entre 5 y 12 centimetros, y que alcan-
zan longitudes de varios metros se bifurcan
en dos extremidades, como una calle que a
su vez se transforma en dos pasajes. Estas
extensiones mantienen inicialmente la su-
perficie de tapiz decorado de la banda prin-
cipal, para luego estrecharse paulatinamen-
te hasta asumir un contorno redondeado y
mas grueso. La fase final estd constituida
por flecos alargados.

Estas bandas que pueden haber sido vin-
chas para ser usadas como adorno alrede-
dor de la frente, se dan frecuentemente en
el estilo de tapiz kelim (slit tapestry) cuan-
do hablamos de la época de hegemonia
Chimu, o tapiz entrelazado, si nos referi-
mos a la época de ocupacion Incaica.

La iconografia de estas bandas es basica-
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mantles, shirts and “llicllas” with similar
designs are found. However, the tendency
for these sets to exist is especially evident
in the case of Chimu textiles.

Usually these sets are made of three fun-
damental components: a shirt that may or
may not have sleeves, a “tapabarro” loin-
cloth and a “llautu” headband or kind of
turban. However, there are also other com-
binations: for example, the very large slit
tapestry mantle with stylized feathers,
found together with a large, oversized
man’s shirt.

The most noteworthy discovery in this
genre appears to have occurred in the late
1950s, when a group of such sets was
analyzed by the late Dr. Junius B. Bird. He
identified ten main sets, each one made up
of three vestments and accessories, which
were in turn thoroughly discussed by Ann
P. Rowe in the comprehensive catalogue
which accompanied the major 1984 exhibi-
tion at the Textile Museum in Washington,
DC. and entitled “Costumes and Feather-
work of the Lords of Chimor.”

Seven of these sets, each one consisting
of a tunic, turban and loincloth, were wo-
ven of brocaded double cloth. Ann Rowe
defines the technique on pages 37 and 38 of
her catalogue text, which is indisputably
the pioneering reference work for Chimu
textiles, as follows: “In the double cloth
technique two complete layers of fabric,
each of a different color, are woven in plain
weave, and the two layers exchange faces to
form the design.”

THE TAPABARRO (LOINCLOTH)

The tapabarro was used frequently in
Chimu society, and the finest and most var-
ied types of this particular article of apparel

CHIMU.-Pafio de almohadilla. Técnica de tapiz en-
trelazado. Quince persanajes frontales y figuras zoo-
morfas asistiendo a los principales. 58 x 78 cms.

CHIMU. Ceremonial Pillow cover, interlocked
Lapestry, with fifteen frontal personages surrounded
by zoomorphic helpers. The bold composition,
controlled serial imagery design, vivid colors and
sophisticated use of pictorial space are exceptional.
58 x 78 cms.
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mente de figuras antropomorfas o zoomor-
fas repetidas, con variantes al llegar a la bi-
furcacién. Tenemos un excelente ejemplo
de una banda caracteristicaen algodén yla-
na, confeccionada posteriormente en 1450
DC.

GUARDAS ADJUNTAS

Al estudiar el hermoso tapiz con figuras
antropomorfas y venados se observara que,
tanto el borde superior como el inferior po-
seen guardas compuestas por varias bandas
estrechas que han sido adjuntadas al tapiz
en si. Estas bandas que normalmente tie-
nen colores solidos —en este caso, ocres y
verde oliva— estan realizadas en algodén
vy lana. Técnicamente, tienden a la “trama
dominante” con urdimbre retorcida.

Al describir el sistema de “trama domi-
nante” (wefi-facing), Ann Rowe anota que
“en un tapiz se comprime la trama apreta-
damente, para cubrir la urdimbre por com-
pleto. Asi es que la cantidad de trama en
una zona supera notablemente a la de la
urdimbre, razén por la cual la denomina-
mos “trama dominante”. (5)

Aunque hay algunas guardas Chimu que
a primera vista sugieren una atribucion de
la cultura Chancay, Rowe sefiala que las
guardas del norte contienen algo tinico. En
el tejido Chimi, sus terminaciones son de
trama cortada (cut-weft), mientras que las
de Chancay son del tipo lazo (loop). (6)

GASAS DE ALGODON NATURAL

Tanto en la cultura Chancay como en la
de Chimu, surgen gasas de algodén. En la
publicacion previa sobre textileria Chan-
cay, se ha distinguido la labor analitica de
estas gasas llevada a cabo por Rosa Fung Pi-
neda. (7)

DIFERENCIAS ENTRE LAS GASAS
CHANCAY Y CHIMU
Para subrayar la diterencia fundamental,

160

are associated with this north coast culture.
Some tapabarros are large, and some
small; often the latter contain very beautiful
designs, where as some larger pieces con-
tain rather monotonous designs, so it is dif-
ficult to ascribe use of these pieces to
specific ranks of society according to size.
Some of these loincloths are so large that
they resemble skirts, and Ann Rowe has
suggested that these could be associated
with people of prominence, especially as
the majority of Chimu tapabarros shown in
Chimu ceramic-ware are of relatively
small size.

Two of the most noteworthy types of ta-
pabarros are those made of tapestry and
those of plain weave cotton brocade. The
tapestry pieces often have a triangular‘for-
mat, with stepped sides and anthropo-
morphic and zoomorphic figures. The
more simple type are those of plain weave
cotton brocade, which form a sort of
rectangular vertical panel with strings at
the sides to tie them around the waist.
Some of these rectangular pieces have a
large field area of monochrome color, and
then an end panel in gauze and tapestry
weaves with attractive visual highlights
provided by tassels which, when applied,
create an interesting three dimensional
effect.

LONG BANDS

Striking tapestry bands are a distinctive
feature of Chimu weaving, They are usually
between about two and seven inches wide,
and can run several metres in length. Their
ends are often divided into two thinner ex-
tremities, which may either maintain or di-
verge from the designs on the band itself,
These are often embellished with ornate
tassels, which Ann Rowe describes on page

CHIMU. — Pafio de manto. Técnica de tapiz. Tres
personajes frontales cuyas extremidades se convier-
ten en cabezas zoomorfas. 120 x 45 cms.

CHIMU. Tapestry panel, three frontal personages
with appendages terminating in zoomorphic heads.
120 x 45 ¢cms. : " .
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se sintetizaran las caracteristicas de las ga-
sas Chancay:_ Estas estin elaboradas en
algodoén de tejido bordado que es reticular o
amarrado, dejando espacios calados a ve-
ces de amplia magnitud. Su temética deco-
rativa incluye peces, animales, figuras an-
tropomorfas y disefios abstractos, que fre-
cuentemente se sitGan dentro de franjas y
cuadros dentados. Al combinar las dos téc-
nicas, del amarrado y la del bordado, devie-
nen comunmente en disefios geométricos
como el diamante.

En ciertos casos estas gasas logran una
delicadisima superficie afiligranada, lo que
concuerda con la opinion de la Sra. Fung
Pineda quien nota que: “el encaje es una
forma de tejido calado cuya caracteristica
principal es su calidad de ser fino y delica-
do, siendo su funcién esencialmente orna-
mental.” (8) Observa también que en estas
gasas de tejidos reticulares los hilos anuda-
dos y enlazados de trama y urdimbre y del
relleno son de un solo elemento, hilado S
(torsién S), mientras que los de delinea-
miento son hilado Z (torsién Z). Si exami-
namos una hermosa gasa Chimu de am-
plias dimensiones (194 x 194 centimetros),
se notan dos diferencias primordiales res-
pecto a una gasa tipica Chancay. Una se ve
a simple vista, pero la otra de caracter técni-
co mas sofisticada s6lo podra ser apreciada
con la ayuda de una potente lupa.

Al contemplar esta gasa grande, nos ha-
llamos ante un “campo de color” central
formado por tres pafios rectangulares, teji-
dos con una técnica simple de trama y
urdimbre individuales en algodén natural.
Se llama simple porque estamos ante una
técnica bésica; en otras gasas Chimu en-
contramos, por gjemplo, al algodén natural
decorado con tejido de gasa que incluye
urdimbres suplementarias.
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72 of the Chimor catalogue in the following
terms: “The tassels are typical of Chimu
weaving...and consist of multiple tiers,
often of different colors. Usually the lowest
tier is longer than the others. They are ma-
de starting at the bottom with a heavy foun-
dation cord tied around the center of each
bunch of yarns that will form the tiers,
These yarns are then folded down and the
tops wound with another fine yarn, usually
of matching color. The foundation cord
knots itself in the intervals between tiers.”

These bands, which may have served as
ceremonial headbands, are generally made
of slit tapestry, when they are associated
with the period of Chimu hegemony, or of
interlocking tapestry, if they date from the
period of Inca occupation of the coast. 4).

The iconography of these bands is basi-
cally of repeated anthropomorphic and
zoomorphic figures. An excellent example
of a characteristic wool and cotton band,
made following the Inca conquest of the
Chimus in approximately 1460 AD is
illustrated in a color plate.

ADDED BORDER BANDS IN HORI-
ZONTAL STRIPE FORMATS

If one studies the very striking tapestry
tunic with large anthropomorphic frontal
figures surrounded by deer motifs, one
notices that the upper and lower borders
contain a series of additional horizontal
stripe bands which have been added to the
main textile. They are normally of one solid
color -in this case of ochre and an olive
green— and are woven in wool and cotton.
Technically, they tend to be weft faced with
plied warps; the weft—faced tecnique means
that “in tapestry weave, the wefts are packed
down very tightly so that they cover the

CHIMU. — Pafio. Técnica de tapiz. Dos personajes
antropomorfos con extremidades estilizadas remata-
das en cabezas. 20 x 18 cms.

CHIMU. Tapestry panel, two anthropomorphic per-
sonages with stylized appendages which convert into
zoomorphic heads. 20 X 18 cms.






Pero lo que realmente atrae la atencién
es la guarda periféri ca, de 7 centimetros de
ancho, que rodea 1a gran seccidn central se-
pardndola de los flecos de] borde. De inme-
diato se ve que, contrariamente a la ma-
yoria de gasas Chancay que poseen una su-
perficie tactil y visual uniforme esta guarda
esnotoriamente distinta: su textura, debida
a la técnica del brocado, es més gruesa v
estdimbuida de un color blanco més sélido
comparado con aquel blanco didfano de]
gran campo de color central. Este contraste
suele ocurrir amenudo en las gasas Chimu,

La segunda diferencia se percibe al estu-
diar la estructura técnica de tramas y
urdimbres. Se detecta, que aunque la trama
essimple, la urdimbre eg doble, o puestaen
pares. Esta tiltima caracteristica, aunque no
siempre aparezca en la textileria Chimu, es
una técnica muy comuin de esta cultura
nortena, y una no comunmente hallada en
otras culturas del antiguo Per.

b) ICONOGRAFIA

Los tejidos Chimt prescinden de la opu-
lencia de color que caracteriza a los de la
costa sury asi mismo de la magia y fantasia
asociadas a las figuras “compuestas” ni hu-
manas, ni zoomorfas, cuya apariencia su-
rrealista y su profusion de apéndices de to-
do tipo nos cautiva y mistifica. Tampoco
hacen uso generalizado de simbolos y pic-
togramas, como acontece en la textileria
Huari, Tiahuanaco e Inca que nos proyecta
hacia un reto visua] e intelectual.

La temética Chimt es reconocible, son
temas basados en la realidad de a flora y
fauna costefia. Hay una amplia variedad de
animales especialmente felinos, serpientes
aves y objetos y plantas o plumas, Igual-
mente, hay temas geométricos y no figura-
tivos, tanto éstos como los figurativos fue-
ron tratados en telas pintadas y bordadas y
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warps completely. Thus the wefts are far
more numerous than the warps in a given
unit of measurement, and the fabric is said
to be weft-faced.” (5).

These Chimu fringe bands of undyed
cotton combined with camelidae wefts can
be distinguished from Chancay central coast
coast counterparts, Ann Rowe indicates, by
various means. These include studying the
direction of twist in the warp, and by the
fact that Chimu fringe bands have cut weft
ends (while those of the central coast have
loop ends) and weft stripes or tapestry
patterning on them (while those of the
central coast do not). Finally several fringe
bands are superimposed upon each other
in an overlapping manner, “a distinctly
Chimu practice,” (6)

GAUZES

The north coast Chimu textile inventory
includes very high quality articles woven in
white or off-white cotton that are elaborated
in gauze weave and that contain supple-
mentary wefts. Often one finds fabrics that
have been made of plain weave combined
with brocades and complex alternating
gauze and characterized by varying num-
bers of “shots® of plain weave between
gauzed shots,

In technique, structure and iconography
the gauzes of the north coast contrast
notably with those of the central coast
area of Chancay. The latter have been ad-
mirably studied and explained by Rosa
Fung Pineda, whose main Views were pre-
sented in the publication Tecnologia An-
dina and subsequent] ¥y summarized in the
Chancay edition of the At and Treasures
of Peru series published in 1987. (7)

A striking example of a Chimu gauze

CHIMU.— Pafio. Técnica de tapiz. Cuatro persona-
jesde doble tocado, portando armas yelementos fito-
morfos y zoomorfos encuadrados en espacios blan-
cos. 20 x 35 cms,

CHIMU, Tapestry panel, four personages with
double headdress, carrying weapons, and plant and
zoomorphic elements framed against a white back-
ground. 20 x 35 cms.



—

155




CHIMU.— Tres pafios. Técnica de tapiz. Dos per-
sonajes en cada pano rodeados de asistentes, aves v
peces. 23 x 22 cms.

CHIMU. — Pafio. Técnica de tapiz. Dos personajes
lrontales y cuatro menores rodeados de animales y
clementos zoomorfos estilizados. 23 x 22 cms.

CHIMU. Three tapestry panels, in each of which
appear iwo personages surrounded by helpers, birds
and fishes. Each panel 23 X 22 cms.

CHIMU. Tapestry panel. Two frontal personages and
four lesser figures surrounded by zoomorphic motifs.
23 x22 cms.



157



¢

en tapices plumarios.

Acontecen diferentes tipos de escenas,
una donde el tapiz ilustra guerreros o guar-
dianes protegiendo lo que pareciera ser una
fortaleza y otra de un hombre con su llama
cubierta con una manta con motivos
geométricos. Hay escenas que muestran
personajes conducidos en palanquines,
otras en que aparecen junto a temas zoo-
morfos. Donde se aprecian figuras de vena-
dos y ciervos. Es sabido por intermedio del
Padre Cobo que durante las danzas, los bai-
larines usaban cabezas de venado secas,
“con sus cuernos que les sirven de flautas.”

De manera semejante hay una amplia
variedad tematica relacionada con la pesca:
aves con picos sibariticos sujetando pececi-
llos ag6nicos o personajes humanos a hor-
cajadas en caballitos -balsas- de totora que
aun se utilizan en el pequefio balneario de
Huanchaco, a relativamente pocos kiléme-
tros de la ciudad de Chan-Chan.

Retomaremos el tema de los peces
mads adelante.

Para representar la tematica Chimu, se
recurre a elementos de composicion y di-
sefo; a la imagen sobresaliente, las image-
nes en serie, la superficie uniforme de im-
portancia (“all-over”) previamente mencio-
nada en disertaciones acerca de otras cultu-
ras del antiguo Perti.

Si la iconografia Chimu se asemeja a la
de otras culturas del Pert, también es po-
seedora de dos temas —que podrian caer en
un “leitmotiv” por ser tan ubicuos y conti-
nuos- que se imponen de manera tal que
llegarian a ser lo que llamariamos las dos
simbiologias de la cultura Chimu. Nos re-
ferimos al personaje frontal y a la extrafa fi-
gura animal relacionada con la luna, o con
la Diosa de la Luna “Si.”
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is a large piece, measuring 194 x 194
centimeters, which consists of a central
white color field area formed by three
rectangular panels, a peripheral border
which suggests three—dimensional conno-
tations because of the brocade technique
employed, and finally very fine, long white
threads which serve as fringes. If one
studies the structure of the plain weave
cotton panels, one observes that although a
single weft is used. the weaver has disposed
the warps in pairs. The use of paired warps,
although not always manifest in Chimu
textiles, is a technique that is very common
for this northern culture, but less so for
other cultures of ancient Peru. The quality
is indeed finely delicate and ornamental.

(8). ‘
THE FRONTAL PERSONAGE

The most significant thing to note about
this frontal personage is that it appears re-
presented in varving anatomical states.
Most commonly, it is shown as a complete
human figure, whose limbs may be of dis-
proportionate size, but which nevertheless
clearly possesses a head, body, arms and
legs.

At other times, as one can appreciate
from many color plates, the head is sep-
arated from the body, or the body itself
is separated at the waist into two separate
sections, as one can note from the very
striking and unusual piece in which strange
figures with what like bat—claws are shown
aboard totora seacraft. These are the three
main categories, although there are other
slight variations.

This frontal figure displays aseries of typ-
ical features. He is usually symmetrical,
that is to say uniformly balanced, al-

CHIMU. — Pafio. Técnica de tapiz. Personaje frontal
muy estilizado cuyas extremidades se convierten en
elementos zoomorfos y rodeado de peces. 23 x 20
cms.

CHIMU. Tapestry panel. Stylized frontal personage
wilh appendages terminating in zoomorphic
elements, and surrounded by fishes. 23 > 20 cms.
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EL PERSONAJE FRONTAL

Este personaje es representado en la tota-
lidad de su cuerpo como lo muestran la ma-
yoria de ilustraciones; con la cabeza sepa-
rada del tronco, o con el cuerpo trunco, de
manera que puede dividirse en dos seccio-
nes, tal como aparece en la bellisima tela
que muestra extranas figuras con garras se-
mejantes a las de los murciélagos o final-
mente en otras posiciones que esencial-
mente son variaciones de lo mentado ante-
riormente.

Este personaje ofrece una serie de
caracteristicas. Usualmente es simétrico y
en lagran mayoria de los casos un serantro-
pomorfo que extiende los brazos en actitud
de adoracion o de humildad hacia una dei-
dad o hacia un gran sefior cuya estirpe se
mantuvo con el correr de los tiempos. Y
aunque cada una de estas figuras sea posee-
dora de la misma cantidad de dedos en la
mano, este niimero suele variar en algunas:
asi unas tienen manos con cino dedos cada
una, otras con cuatro, y otras con tres. La
posicion que manifiesta la figura puede ser
considerada como de adoracién y stplica
invocando bendicion.

Las piernas se doblan a la altura de las ro-
dillas y tanto éstas como los pies miran ha-
cialos lados. La pose de la figura es deno-
minada estatica, aunque hay casos de figu-
ras claramente involucradas en danzas u
otros rituales. A veces se nota la inclusién
del sexo masculino, como podemos obser-
var en la tela de dos grandes figuras yuxta-
puestas. Estos personajes generalmente
contemplan al espectador en directa forma.
Sus expresiones varian desde lo benigno
hasta lo feroz, con varias gamas de expre-
siones intermedias -sonrisas, miradas pica-
ras, y muecas grotescas que sugieren colera
enojo o ira. Pero no podemos afirmar que
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though occasionally the artist surprises us
by endowing him with a foot in an upraised
position, legs in a profile stance or some
similar visual device. In the majority of
cases, this figure is anthropomorphic, a
figure clearly related to mortals, to humans
who impersonate deities or to gods who
assume a human guise. The arms are
generally outstretched to the sides, as
though in a gesture of adoration or pro-
found respect, And the fingers are extended
laterally; the number of fingers and thumbs
varies, so that although five per hand is the
norm there are frequently other cases with
differing numbers —three or four per hand,
for example.

The legs are bent at the knees, splayed
akimbo, and the feet are normally depicted
sideways, as though the sole was facing
one, so that one can normally identify the
number of toes. As with the hands, this
number tends to vary, although for each
given figure it is always identical.

The posture of these figures is generally
static, although one does come across per-
sonages clearly involved in activities that
connote movement: dancing, for example.
Insuch cases, the foot or feet, or sometimes
sexual organs, are displayed in the form of
a penis protruding downwards: when what
sexual organs are displayed, in the form of a
penis protruding downwards; when what
look like identical figures possess this attri-
bute, while others do not, it may be possi-
ble to read into this the depiction of both
male and female subjects. However, the
artist’s decision to endow certain figures
with the male organ may have other mean-
ings of which we are not aware.

These personages generally confront
the spectator head—on: they look straight
ahead. Their expressions vary from the be-

CHIMU.- Medio Uncu’ Técnica de tapiz. Persona-
Jjesantropomorfos rodeados de elementos fitomorfos
yzoomorfos enmarcados en 24 rectingulos. 55 X 40
cms.

CHIMU. Half-section of an “unku”. Tapestry weave.
Anthropemorphic personages surrounded by plant
and zoomorphic motifs, framed in 24 rectangles. 55
X 40 cms.
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demuestran la emocion o sensibilidad co-
mo la conocemos en el arte occidental: no
denotan compasion, amor, melancolia,
tristeza, etc. o por lo menos no en la mane-
ra en que nosotros lo reconocemos.

Tampoco dieron énfasis ala sombranial
voliimen para subrayar las facetas anatomi-
cas del cuerpo. La perspectiva simple y 1la-
namente no existe; estamos ante la presen-
cia de una figura bi-dimensional cuya di-
mension en relacion con otras figuras no
presenta aquella variacion que podria signi-
ficar cierto cuadro de jerarquia.

En lo que se refiere asu aspecto fisico re-
saltan los tocados y orejeras grandes. De los
diferentes tipos de tocados, aquellos en for-
ma de media luna parecen ser similares a
los “chacrahinca” y “huama” que nos des-
cribe el Padre Arriaga. Durante ceremonias
religiosas, nos informa, los protagonistas
“se ponen los mejores vestidos de cumbi
que tienen, y en la cabeza unas como me-
dias lunas platas que llaman Chacrahinca, y
otras que llaman Huama...” (9)

Estos tocados de media luna de diferen-
tes aspectos, disefios y tamafios, son los
mas comunes, pero hay otros completa-
mente diferentes. En el hermoso tapiz de
los personajes con venados ya menciona-
do, el tocado de los personajes del lado iz-
quierdo tienen gran similitud con la forma
de una montera taurina.

Estos tocados descansan a veces direc-
tamente sobre la cabeza, y en otras ocasio-
nes sobre unaespecie de base en la parte su-
perior de la cabeza. Esta base puede ser
triangular, rectangular o de otras configura-
ciones.

En cuanto al cuerpo de estos personajes,
se les apreciaretratados en un solo color, 0
ataviados con tejidos decorados o piezas
con manchas que pueden ser pieles de pu-
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nign to the ferocious, with a whole range of

intermediate expressions portrayed by
artists who managed to make the same

frontal figure interesting as a design motif

for hundreds of years. So we find laugh-
ter, smiles, whimsicality, expressions that
suggest naughtiness, and sometimes dis-
torted leers which may connote either an-
ger, scorn or contempt. But what these fig-
ures do not display, at least to our western-
ized eyes, are the states of emotion that we
have come to associate with so much major
art: sensitivity, compassion, love, melan-
choly, etc.

Nor did these Chimu artists pay atten-

tion to light or shade, or to the concept of

modelling —manifestly evident in their ce-
ramic work— to develop volume and high-
light anatomical features of thebody. Per-
spective, again as we know it, is non-exist-
tent; we are dealing with a two—dimension-
al figure whose size in terms of this rela-
tion to other figures does not necessarily
follow hierarchic laws of proportion.

What stands out about these figures are
the headdresses and large earplugs. The
most common headdresses, those with a
crescent or half—moon shape, have a cer-
tain similarity to the forms assumed by the
silver cut—out ornaments described by Pa-
blo José de Arriaga and called “chacrahin-
cas” or “huamas.” “During religious cere-
monies”, he tells us, “the protagonists put
on their best cumbi—quality attire, and be-
deck their head with half~moon shaped
pieces of silver called chacrainca or hua-
ma.” (9)

These crescent headdresses of various
shapes, sizes and proportions are only some
of the most common that are worn by
Chimu personages. Sometimes, as can be
seen by looking at the various illustrations,

CHIMU.—- Pano. Técnica tapiz tipo Kelim. Detalle
de ununku. Dos personajes frontales simétricamente
expuestos sobre dos bases como soportes, rodeado
de venados. Tema excepcionalmente raro en la texti-
leria. Dimension del Uncu abierto. 95 x 100 cms.

CHIMU. Details of an “unku”, slit tapestry technique.
Two frontal figures with unusual headdresses are
shown atop daises. They are surrounded by deer, a
rare motif in Chimu textiles. Size of complete piece,
opened up. 95 x 100 cms.
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ma o de jaguar.

No es tarea dificil identificar a este perso-
najey reconocerlo como un “emblema” ca-
racteristicamente Chimd. Lo que es mu-
cho menos claro es la determinacion de su
origen y la naturaleza precisa de su identifi-
cacion. En Suma: équién es, y de doénde
surgio?

Notamos de inmediato que, aunque su
aspecto frontal semeje una atdvica evoca-
cion con los dioses de Chavin, nada tienen
que ver los dioses Chimt con los de la gran
cultura serrana,

Los rostros Chimu tienen tendenciaa ser
dulces y apacibles muy ajenos al caracter te-
mible y aterrador de algunos temas chavi-
noides. Tampoco parecen ligados a temas
iconograficos Mochica.

Mas bien, se diria que nos hallamos an-
te una personalidad que se aproxima mas a
la figura céntrica de la denominada Puerta
del Sol de Tiahuanaco.

(Habria llegado esta imagen a través de
actividades comerciales, de contactos reli-
2i0sos, 0 a causa de la expansion Huari ha-
cia la costa? Cabria también preguntarse si
los chimus asimilaron este concepto visual,
para después interpretarlo a su manera.

Lo ignoramos, y tampoco tenemos la
certidumbre para aseverar de que se trata
del personaje tal o cual. iQué buena fortu-
na la de los egiptologos -punto tocado en li-
bros anteriores- que al contemplar una
obra de arte tenian adjuntos, para su infor-
macion, los jeroglificos que descifraban la
identidad, actividad, fecha, etc. de los per-
sonajes!,

En el caso del personaje frontal Chimu,
su identificacion es -y tal vez sea para siem-
pre-unaincognita. Pero a partir de todas las
fuentes disponibles, podemos llegar a tres
posibles interpretaciones: que se trate de
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these crescent headdresses rest on smaller
bases or supports placed directly above the

head. Sometimes, as in the aforementioned
tapestry of figures with deer, the main
personages wear a head ornament that is
so stylized that, rather than a half—moon
shape, it looks something like the montera
of a bullfighter.

As for the costume worn by these frontal
personages, they appear at times in a one-
color outfit, at others wearing what are
clearly different items of apparel, and on
other occasions in exofic attire: perhaps
a shirt of a jaguar, with its distinctive spot-
ted markings.

Identifying this frontal personage, who
constitutes an ubiquitous and omnipotent
element throughout the duration of Chimu
textile imagery, is a simple matter. What is
much less easy is the determination of his
origin and background. In short, who is
he, and where did he come from?
origin and blackground. In short, who is
he, and where did he come from?

We should note right away, that although
his frontal aspect may suggest an atavistic
evocation of the gods of Chavin, these
coastal Chimu personages have virtually
nothing to do with the highland dieties.
Chimu faces tend to be mild and generally
tranquil in appearance, and thus far
divorced from the fearsome and often awe-
inspiring expressions of the terrifying
Chavin figures.

Nor do they appear to be-related to Mo-
che iconographic themes.

What they do more closely resemble is
the central figure on the monumental gate-
way, more commonly denominated the
“gateway of the sun”, that is undoubtedly
the most salient example of lithic graphic

CHIMU. — Detalle de manto. Técnica de tapiz entre-
lazado.

CHIMU. Detail of a slit tapestry mantle.
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un simbolo genérico para representar una
dinastia de reyes que gobernaron a los chi-
mus como emisarios o representantes de
un poder divino; que describa a personajes
chimus actuando por cuenta propia; o que
personifique a los dioses en actitud de ado-
racioén y veneracion.

Lo mas probable, es que este personaje
frontal haya sido una cornbinacion de las
dos primeras interpretaciones: una imagen
representativa del poder religioso y del po-
der secular. Al dilucidar brevemente los
origenes mitologicos e historicos del Reino
de Chimor, se advierte como laiconografia
podria haber sido utilizada para fines politi-
cos y religiosos.

LOS REYES CHIMUS Y SU PUEBLO

Los chimus, los lambayecanos y los in-
cas son los iinicos pueblos precolombinos
que poseen evidencia de una larga y sucesi-
va dinastia de lideres supremos.

El origen de estos poderes seculares se
incorporasobre todo en sus principios, con
el de los dioses mitolégicos. Lumbreras
menciona que el héroe legendario Namlap
(también escrito Naylamp, Naymlap etc.)
“llegd a las costas de Lambayeque portan-
do un idolo llamado Nam Pallec.” Arribo
en barco desde Ecuador, acompanado de
Ceterné, y habria significado el origen mis-
tico de los chimus, aproximadamente en
1050 D.C.(10) Namlap, entonces, es clara-
mente un personaje de Lambayeque, aun-
que por la proximidad al territorio Chimu
se le asocia con este gran pueblo nortefio.

Desde su fase inicial, se trata en laregion,
de una autoridad constituida y apoyada por
personajes con roles especificos.

La corte de Namlap supuestamente in-
cluia a Pituzofi, el musico; a Nifacola,
maestro de camara; a Ninaguintue, canci-
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design of all the stone monuments of the
Andean world. It is curious to note that
Chimu textile art makes very little use of
profile figures, either running or flying, si-
milar to the forty eight “angels” or “chas-
qui messengers” that appear on the gate-
way; but there is a marked resemblance to
the somewhat benign central figure.

Did this image arrive early on the coast
during the period of Huari conquest and
expansion that preceded the rise of the
kingdom of Chimor? It seems logical thatit
did, brought down by either commercial,
religious or military contacts, If so, its vi-
sual imagery could have been assimilated
by the Chimus and employed by them for
three reasons. They could have seen in this
figure a generic symbol, which perhaps
equated with their own dynastic leadership,
which governed the people as represen-
tatives or emissaries of divine power. Thus,
it could have been a sort of Pharaonic, or
totemic symbol. Secondly, it might have
been oriented to representing specific lead-
ers, which would account to some degree
for the different appearances and character-
istics of many of the figures. Finally, this
figure may have represented either an
actual deity, or perhaps a god-imper-
sonator.

A possible interpretation is that these
frontal figures were a synthesis of secular
and religious power: mortals acting as re-
presentatives of the gods. If so, the diffu-
sion of this graphic image throughout the
kingdom could well have been a subtle po-
litical tool designed to consolidate, enhance
and perpetuate the stability of the ruling
dinasty. In order to consider the viability of
this hypothesis, we need to look briefly at
the ruling dynasties involved in shaping the
Chimu state.

CHIMU.- Pafio. Técnica de tapiz. Personajes super-
puestos con extremidades muy estilizadas. 82 x 75
cms.

CHIMU. Tapestry panel, super-imposed figures with
highly stylized extremities. 82 x 75 cms.
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ller del rey; a Fonga, quien preparaba el ca-
mino para el paso del rey; Occhocalo, el
cocinero real; Xamuchec, camarero de la
pintura facial; Ollopcopoc, maestro del
bano; y Llaplichuli, cuyo rol concerniente a
los plumarios se mencionara méas adelante.
(11)

El cronista conocido como El Trujillano
Anonimo, establece el origen del estado
Chim1 cerca de 1250 DC, es decir, unos
200 afios més tarde. Este nombra a los pri-
meros tres reyes como: Taycanamo, quien
vino del norte; Guacricaur, que subyugé al
valle entero de Moche; y Nancen-Pinco,
que se constituye soberano de los seis va-
lles. No tenemos datos de los siguientes
seis reyes hasta Minchancaméan quien en

1450 DC controlaba unas 600 millas de
costa siendo derrotado por los incas. Fué

llevado al Cusco donde se cas6 con una hi-
jadel inca. Su hijo Chumun Cour asumié
el papel de rey titere por mandato inca yel
hijo de éste, Guaman Chimq, suftié el tris-
te destino de ver sus tierras fragmentadas.

Henos aqui con lo que inequivocamente
fue una dinastia constituida, que establecié
y mantuvo un poder absoluto. Segiin Lum-
breras, fue de la leyenda de Tacaynamo de
donde surgi6 la explicacion filosofica del
estado Chimu, “cuyos reyes justificaron en
ella su capacidad de transmitir por herencia
el poder de gobernar.” (12)

Es probable que su gobierno haya evolu-
cionado desde conceptos establecidos por
la cultura anterior, la de Moche, de la que
los chims son una l6gica extension -algo
parecido a lo ocurrido en la evolucién de
Nasca, mediante la época de transicion de
Paracas a Nasca. La base de la estructura
gubernamental chimi parece haber sido
una combinacion laico-religiosa; lo que
originalmente habria tenido influencia sa-
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Chimu textiles do not possess that opu-
lence of color which drenches Nazca and
Paracas fabrics in multi-hued splendor.
Nor are theyimbued with the sense of mag-
ic and fantasy associated with those “syn-
cretic” beings of Paracas and Paracas —
Nazca transition—those beings which are
neither human nor animal, but which
somehow seem to combine multiple
species into one “composite” personage.
As for symbols and ideograms, the Chimu
weavers make use of characteristic motifs
like the staircase and Grecian fret, but
never approach the complexity, variation
and structural harmony that are found in
the symbols employed by the Tiahuanaco,
Huari and Inca artists.

Chimu themes are easily recognizable.
Contemplating them gives one the impres-
sion of people very much aware of the
coastal flora and fauna, as well as of
extraneous elements whose origin is the
highlands or the tropical lowlands to the
east of the Andes: monkeys, toucans,
macaws, parrots, caymans and great
serpents from the jungle, and llamas
condors and mountain cats from the
Andean range. Plants, vegetables and
flowers are less common motifs — one
might even say rare. And then there are the
geometric motifs to which we have recently
referred, and in which the staircase or step,
the Grecian fret, the volute, various
cross-like shapes, and so forth, are con-
spicuous.

There is a clear relationship between
graphic textile art and architectonic
structures: textiles depict buildings and
scenes associated with them, and also
many of the motifs which appear on the
adobe walls of many Chimu structures.
One finds anecdotal textile representations

CHIMU.- Manto. Bordado en rojo y amarillo sobre
gasa tefiida color marrén. Personajes frontales lleva-
dos en un tipo de anda por ayudantes. 78 x 221 ems.

CHIMU. Mantle, olive-umber gauze weave with fi-
gures embroidered in red and yellow. The theme of
personages borne in litters by bearers symbolizes
Chimu emphasis upon ceremonial pomp. Complete
mantle, 78 x 221 cms.
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cerdotal habria cedido a influencias mas
practicas. Tanto Lumbreras como Kosok,
autor de la obra Land, Life and Water in
Perii, concuerdan en este punto. Kosok
senala que hacia el afio 1250 DC, “el reino
Chimu habiase constituido en un estado
secular desarrollado, dentro del cual el sa-
cerdocio desempenaba ya un papel secun-
dario o habia sido asimilado por poderes
seculares que gobernaban.” (13) Lumbre-
ras capta este cambio mediante un analisis
juicioso y sagaz del arte lirico de un templo
construido originalmente porlos mochicas
y usado después por los chimiis.

Al referirse ala Piramide de la Luna, mo-
numento colosal de adobe ubicado frente a
la Piramide del Sol en las cercanias de la
moderna ciudad de Trujillo, Lumbreras re-
vela que hay indicaciones en los muros que
pueden sugerir alusiones a un culto religio-
s0; “pero en ningln caso los dioses tienen
la ferocidad de los dioses de Chavin. La re-
ligidn no era ya el tinico instrumento de po-
der, o lo era de diferente manera. En cam-
bio la guerra y las armas eran de una sor-
prendente efectividad y una mezcla de am-
bas debid haber generado la imagen del sa-
cerdote-guerrero, que es tan caracteristico
de Moche.” (14)

En sintesis, el estado Chimu fue gober-
nado por una dinastia de reyes que se su-
cedian por herencia, indudablemente apo-
yados por elementos sacerdotales promi-
nentes. Pero no fue un estado teocratico en
si, es decir gobernado por sacerdotes o lide-
res religiosos como representantes del po-
der divino.

No obstante, es probable que estos reyes
herederos por sucesion, se considerasen
emisarios o representantes de ese poder di-
vino. No hay que olvidar, que en Europa el
concepto del “derecho divino de los reyes”
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of what appear to be warriors guarding
some sort of edifice perhaps a temple,
palace or burial pyramid. Other “landscape”
representations transport us into that world
of so many centuries ago. An individual
peers at us over the saddle blanket or
mantle covering his llama (pages 227, 79):
personages are shown being borne aloft in
litters and palanquis —a subject matter, as
Arturo Jimenez Borja and Jorge Zevallos
Quifionez have pointed out, that is espe-
cially characteristic of the sybaritic life of
pomp and splendor led by the great lords
of Chimu and Lambayeque. There are
vignettes associating individuals with totora
marine craft, or with various types of
zoomorphic life. In the previously men-
tioned tapestry which includes deer motifs,
the subject is noteworthy because Bernabé
Cobo informs us that during festivals, the
dancers used head masks of dissected
deer, as well as their horns for musical
DPUrposes.

At the same time, there is a wide range of
subject matter dealing with fishing and
with marine life —both freshwater and
ocean varieties, as Dr. Jimenez Borja has
pointed out in discussing the Puruchuco
painted textile. There are birds with sharp
beaks grasping wriggling fish, fish of all
types depicted as generic motifs and fish in-
volved in scenes with fishermen. The totora
reed boats used by fishermen in these
textile compositions are essentially the
same, it is interesting to note, as those still
used today by such north coast fishermen
as those in the little village of Huanchaco,
near to Trujillo.

The theme of the fish will be discussed in
more detail further on.

Chimu themes are depicted by artists
who make use of the conventional artistic

CHIMU. Pano. Técnica de tapiz entrelazado. Tres
personajes frontales, borde de flecos. 32 x 43 cms.

CHIMU. Tapestry panel, interlocked tapestry, depict-
ing three characteristic frontal figures with fringe bor-
ders. 32 x 43 cms.
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existio hasta hace pocos siglos, y que céle-
bres pensadores y fildsofos como Hob bes,
Bossuet y Bodin vindicaban este concepto
en sus obras. ¢No es entonces mas plausi-
ble que en el antiguo Perti con su énfasis so-
bre los lazos sinergisticos entre dioses y
mortales, no solamente los incas sino los li-
deres de culturas anteriores encarnaran po-
deres divinos?

El segundo punto clave en la sociedad
Chim es que era una sociedad de clases,
con una gran diferencia manifiesta entre lo
que Lumbreras llama “los urbanos”, que
vivian en los centros ceremoniales, y los
campesinos. El Dr. Lumbreras expone que
la vida urbana era muy estratificada, y que
era plena de actividades recreativas: una de
cllas pudo ser la caza de venados, en que los
urbanos eran ayudados por “batidores” a
manera de sirvientes. (15)

¢Estaria ligada esta actividad al bello ta-
piz enel cual la composicidn esta constitui-
da por personajes frontales elegantemente
ataviados con ricas vestiduras cerca a nu-
merosos venados?

Se trata aqui de una clara escala jerarqui-
ca, advierte Lumbreras, en la que los sacer-
dotes guerreros debieron ser los mas pode-
rosos. La cabeza era el “gran sefior”, al pa-
recer llamado genéricamente Ci-QUIC,
que formaba la casta del poder con los caci-
ques llamados ALAEC... v con una suerte
de cortesanos llamados PIXLLA. Lumbre-
ras prosigue demostrando que inferiores a
ellos eran los campesinos, cuyo jefe era el
Paraeng, y finalmente los esclavos que eran
llamados Yana. Lumbreras concl uye sena-
lando que “la explotacion del hombre por
el hombre estaba muy cerca de lo queenel
viejo mundo se llamo esclavismo.” (16)

Hallamonos aqui, entonces, con un esta-
do Chimu hereditario y jerarquico -en bre-
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device which characterizes so much of
pre—Spanish textile iconography: the use
of a large dramatic, at times Ooverpowering
image; serial imagery of various types; the
emphasis upon the “all-over” decorative
surface, in which there is no central or
otherwise notable focal point; the combi-
nation of figurative and non—figurative
motifs in the same composition; and finally
the emphasis upon one or more character-
istic graphic leitmotivs.

In the case of Chimu, these frequentlyre-
presented and very typical motifs are the
frontal personage and the stange animal
related with the moon, or goddess Si, and
consequently called the Moon Animal.
Each merits examination.

THE CHIMU KINGS AND THEIR PEO-
PLE

In pre-Columbian Peru, it is only the
Lambayeque, Chimu and Incastates which
have left us with evidence of long and suc-
cessive ruling dynasties.

Early Chimu origins are tied to the
Lambayeque culture, which the Chimus
conquered, and to an either real or legend-
ary hero of the neighboring valley of Lam-
bayeque: Namlap, whose name is also writ-
ten Naylamp, Naymlap, etc. Luis Lumbre-
ras mentions that the legendary hero Nam-
lap “arrived at the coast of Lambayeque
carrying an idol by the name of Nam Pa-
llec.”(10).

There is a tendency to confuse this per-

sonage with Tacaynamo, who symbolizes
the mystical origins of the Chimu in about
1050 AD. Namlap, then, is clearly a person-
age from the Lambayeque state, although
the latter’s geographical and historical ties
to the Chimu explain why he is identified as
asortof generic north coast leader of real or
mythological dimensions,

The court of Namlap interests us, be-
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CHIMU.- Uncu. Técnica de tapiz. Pieza dividida en
ocho fajas horizontales. En la méds ancha cuatro per-
sonajes frontales portando cetros fitomorfos y en las
restantes fajas figuras zodmorfas y antropomorfas. 80
x 70 cms.

CHIMU. Unku, tapestry weave divided in eight
horizontal bands. In the widest, four frontal per-
sonages can be seen carrying scepters with plant
motifs; in the remaining bands appear zoomorphic
and anthropomorphic figures. The muted color
scheme is of great beauty. 80 x 70 cms.






ve, lo que el Dr. Lumbreras categoriza co-
mo “despético.” Los lideres de estos esta-
dos, en cualquier parte y época del mundo,
tienden a desear la diseminacion de suima-
gen lo que se llama el “culto a la personali-
dad”y a la propagacion de sus ideas. Es im-
prescindible hacerlo para asegurar que la
autoridad absoluta encarnada por el rey y
su estado “I’etat c’est moi” dijo Louis XTIV
de Francia- no sea cuestionada. Los
chimus no disponian de medios de comu-
nicacién como diarios, radios, television o
de afiches con retratos de sus lideres; pero
dominaban el arte del tejido y es altamente
probable que lo empleasen como un instru-
mento politico-sicoldgico. Al insistir que se
retratara constantemente una imagen, la
del ser frontal, darian aesta figura laimpor-
tancia de un simbolo genérico de la presen-
cia divina-porque el rey chimu personifica-
ba esta presencia, tal cual sucedia con el fa-
raén en el antiguo Egipto.

EL ANIMAL DE LA LUNA

La segunda imagen sobresaliente en la
iconografia textil chimi es la de un extrafio
animal, figura similar al “dragén” chimu
que se encuentra representado en las pare-
des de adobe del Templo del Dragén en
Tryjillo.

Este animal generalmente sentado y de
perfil figura en composiciones chimu co-
MO una imagen grande, o repetida en serie
multiples veces. Es dificil relacionarlo con
algo reconocible: tiene frecuentemente
una piel con manchas que sugiere la de un
caiman y una larga proboscis, una lengua
parecida ala de las lagartijas ala caza de una
mosca. Asi mismo tiene cierta similitud
con la iguana, animal fantastico de origen
prehistérico con cresta ycolaespinosa. Fs-
tas referencias al caiman valaiguanaseven
reforzadas por el animal en posicién supina
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cause it was evidently redolent of the sort of
pomp and ceremonial activity which come
to characterize certain Chimu textile com-
positions. The best known members of his
court were the musician Pituzofi; Nifaco-
la, head of the royal household; Ninaguin-
tue, the king’s chancellor; Fonga, preparer
of the royal way; Occhocalo, the royal chef:
and Llaplichuli, whose role related to feath-
er textiles will be mentioned later.(11).
The chronicler known as the Anony-
mous Author from Trujillo establishes the

origin of the Chimu state in about 1250
AD,that is to say some 200 years later than
the aforementioned figure. He names the
first three kings as being Tacaynamo, who
came from the north and whom we have re-
cently mentioned: his son Guacricaur, who
subjugated the entire Moche valléy; and
Nancen-Pinco, who set himself up as sov-
ereign of the so— called six valleys. We have

no information regarding the following
seven kings; our-next recorded figure is
Minchancaman, who by about 1450 AD
controlled some 600 milles of coast until
being conquered by the Incas, He was sub-
sequently taken to Cuzco, and married one
of the Inca’s daughters, His son Chumun
Cour became a puppet ruler by Inca man-
date, and then his son, Guaman Chimu,
suffered the sad fate of having his lands
fragmented into smal| holdings.

So what we have here is quite unmista-
kably a dinasty that established and main-
tained its absolute power, at least until after
the Inca conquests. It was the legend of Ta-
caynamo, the Peruvian archaeologist Luis
Lumbreras tells us, which was responsible
for the philosophical raison détre of the
Chimu state: its rulers used it to justify their
capability to create and perpetuate a heredi-
tary line of royal succession. (12)

The Chimus probably derived many of

CHIMU.— Pano. Técnica de tapiz. Personaje central
rodeado de aves y mono.

CHIMU. Panel, tapestry weave, with a central per-
sonage surrounded by birds and a monkey
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arriba y debajo del dragén; también provo-
ca una fuerte sensacion de estar relacionada
con los animales de la prehistoria: caima-
nes, cocodrilos, lagartijas e iguanas.

En la costa norte se han encontrado
continuas evidencias de la selva amazéni-
ca: el mono y el tucan, por gjemplo, son te-
mas repetidos en la ceramica mochica.
Ademis, el culto al caimén y a la iguana a
pesar de su significancia ha sido hasta hoy
en dia poco estudiado.

¢Qué representa este animal, o dragon?
Segiin Rowe, goza de una larga historia en
la costa nortefia, haciendo su aparicion por
vez primera en el estilo Recuay, entre los
300 y 100 AC. En el estilo Moche desde
aproximadamente 300 hasta 600 DC., se
apreciaen forma de medialuna y con circu-
los radiales detras, presumiblemente un
simbolo para representar a la luna y las es-
trellas. Por consiguiente ha sido denomina-
do el Animal de la Luna. (17)

La Divinidad de la Luna fue Si, diosa re-
lacionada al mar y a las islas y protectora del
inapreciable guano; y como hace patente
Rebeca Carrién Cachot de Girard, la uniéon
de laluna con el sol significaba fertilizacion
y produccion agricola. (18)

Es por lo tanto verosimil, que este animal
haya representado una especie de simbolo
cosmico ligado a la naturaleza asumiendo
un papel protector. Se le puede atribuir po-
deres especiales, porque como el personaje
frontal, lleva casi siempre tocados drama-
ticos en forma de “tumi” o media luna.

EL PEZ

La iconografia Chimu hace uso extensi-
vo de aquellos temas zoomorfos que figu-
ran constantemente como tema grafico en
las culturas del antiguo Perti: felinos, mo-
nos, serpientes, cuyes, zorros, aves de dife-
rentes especies y una gran variedad de pe-
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their ruling concepts from their Moche pre-
decessors, of whom they are alogical exten-
sion—rather like what occurred with the
evolution of the Nazca culture during the
Paracas—Nazca transitional phase. The
base of the Chimu state seems originally to
have been a joint secular and religious rul-
ing system, with the clergy gradually ced-
ing to more practical influences. Both
Lumbreras and Paul Kosok, author of
Land, Life and Water in Ancient Peru, are
in agreement on this point. Kosok indicates
that towards 1250 AD, the Chimu kingdom
had become a developed secular state,
within which the priesthood now either
occupied a secondary role, or had been
assimilated by the governing secular
powers.(13).

Lumbreras notes this change by a de-
tailed analysis of the lithic art of a specific
temple that had originally been constructed
by the Mochicas, and which was subse-
quently used by the Chimus.

In referring to this structure of the Pyra-
mid of the Moon, a colossal adobe temple
which is located opposite the Pyramid of
the Sun on the outskirts of the modern city
of Trujillo, Lumbreras indicates that there
are indications on the walls which could
allude to areligious cult; in no case, howev-
er, says Lumbreras, “do the gods possess
the same ferocity as those of Chavin.” The
point is that religion now was manifested in
different ways. In contrast, military activi-
ties appear to have assumed the predomi-
nant role of importance. so that one can as-
sume that a combination of both probably
contributed to the evolution of the priest—-
warrior, who is so characterictic of Mo-
che.” (14).

Itis relevant to consider the type of gov-
ernment and the nature of the rulers in
analyzing what iconographic designs relat-

CHIMU.— Pafio. Técnica de tapiz. Personaje frontal
con gran atuendo y tocado, enmarcado y decorado
con un motivo de orlas. 31 x 30 cms.

CHIMU. Panel. Tapestry weave. Frontal personage
with an elaborate headdress and vestment decorated
with scroll motifs. 31 x 30 cms.
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ces. Estos ultimos de preponderante im-
portancia para el pueblo Chim, dado el rol
que desempenaba la pesca en su vida coti-
diana. De esta actividad se deriva la celebra-
cion que le rindieron al pez mediante la
confeccién de tejidos hermosos y llenos de
gracia. Vale destacar un tapiz muy aprecia-
do por su rareza y extraordinaria belleza, en
el cual surgen grandes imdgenes de un pez
con la apariencia de un lenguado. Tal vez
sea el Unico tejido conocido del antiguo
Perti que festeja de manera tan visual la
tematica del pez.

Examinemos, pues, el concepto del pez
en la vida de los chimus.

El pez es un simbolo apreciado y valori-
zado casi universalmente. Fue el simbolo
clandestino de la cristiandad hasta su lega-
lizacién, cuando Constantino el Grande,
Emperador Romano desde 306-337 DC y
fundador de Constantinopla, adopt6 el

simbolo de la cruz -expresién de la reden-

cion- en su lugar.

El Reino de Chimor abarcaba un exten-
so territorio costefio de cientos de kildme-
tros de médanos aridos; debido a la falta o
escasez de carne -la familia auquénida es
esencialmente oriunda de la sierra- conta-
ban con la pesca como indispensable fuen-
te de alimentacién. Cieza de Ledn cuenta
que “por toda la costa matan mucho pesca-
do para proveymiento de la ciudad.” (19)

En los tejidos Chimu aparecen persona-
jes abordo de pequefias balsas llamadas
“caballitos de totora” que siguen utilizan-
dose en la actualidad en el puerto de Huan-
chaco a 7 kilémetros de Chan-Chan. En el
mismo Chan-Chan, la ciudadela Velarde
contiene el detalle de un pez atrapado en
una red, escena tipicamente pesquera.

Fotografias de Chan-Chan tomadas por
la Sra. Seler-Sachs antes de las lluvias de
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ed to personages may mean. The Chimu
state, although not theocratic in the true
sense —thatis to say, with priests governing
as representatives of divine power—appar-
ently included a strong religious presence
at court just as the “divine right of kings”
existed in Europe until comparatively re-
cent times, being vindicated until a few cen-
turies ago by such authors as Hobbes, Bos-
suet and Bodin. Is itnot therefore reasona-
ble to assume that in ancient Peru, where
synergistic ties between gods and mortals
were accentuated in such a pronounced
manner, not only the Incas but also rulers
of preceding cultures would consider
themselves emissaries of their chosen dei-
ties?

If so, then images of such figures as the
frontal personage would synthetize reli-
gious and secular power. Additionally, au-
thoritarian states with class structures need
to remind their subjects constantly of who

the masters are.
The Chimu state was undoubtedly a

class society, with a clear distinction be-
tween what Lumbreras calls the “urban

dwellers” associated with the ceremonial
centres. Lumbreras sees urban life as very

stratified, and full of such recreational
pastimes as deer hunts, the sort of subject
that may be related to the very beautiful
slit tapestry textile that we have previousl y
discussed. (15)

There is clearly hierarchic organization,
avers Lumbreras, with powerful priest war-
riors. The head was the “Great Lord”,
whose generic name was apparently Ci-
Quic, who formed a power caste with chiefs
“Alaec” and whose court attendants were
called “alaec” and whose court attendants
were called “pixlla.” Below them in this
status were the peasants, whose chief was
the “Paraeng”, and finally came the slaves

CHIMU. — Paiio. Técnica de tapiz. Personaje frontal
vistiendo tinica con mangas decorada con motivo de
orlas. 31 x30 cms.

CHIMU. Panel, tapestry weave. Frontal personage
wearing atunic with sleeves decorated with scrollmo-
tifs. 31 X 30 cms.






1917, muestran anchas bandas como si fue-
sen olas repletas de peces 'y cangrejos com-
parables aescenas que figuran en los tejidos
hallados en las tumbas de los pescadoresen
Pacatnamu. (20) .

El Inca Garcilaso de la Vega, al hablar de
las yungas o pueblos costenos, comenta
que: “adoraban en diversas provincias y re-
giones al pescado que en mas abundancia
mataban en aquella tal region, porque
decian que el primer pescado que estabaen
el mundo alto (que asi llaman al cielo), del
cual procedia todo el demas pescado de
aquellaespecie de que se sustentaban, tenia
cuidado de enviarles a sus tiempos abun-
dancia de sus hijos para sustento de aquella
tal nacion; y por esta razdn en unas provin-
cias adoraban la sardina, porque mataban
mas cantidad de ella que de otro pescado,
en otras laliza, en otras el tollo, en otras por
su hermosura al dorado, en otras al cangre-
jo y al demas marisco...” (21).

El hecho de que los dos de estos tejidos
provengan del valle de Lurin, es decir, cer-
ca del gran centro religioso originalmente
llamado Ychma, y subsiguientemente de-
nominado Pachacamac por los incas, es
significativo por dos razones. El énfasis
puesto en la actividad de la pesca encuentra
un eco en las tumbas encontradas en Pacat-
namu, en la parte norte del territorio Chi-
mor. Al describir las excavaciones realiza-
das, Ubbelohde Doering comenta que
“habia una multitud de tejidos con vivos
colores. Adentro de las ofrendas habia
cuerda de pescar, especialmente redes con
gran variedad respecto al tipo de nudos.”
Tanto los tapices como las telas pintadas re-
velaron temas relacionados con la pesca.
Hay “remadores en caballitos de totora,
pescadores cruzando la reventazon de las
olas...” “los remadores”, continia Ubbe-

180

called “yana.” Lumbreras concludes by
asserting that “the exploitation of man by
his fellowman was very close to what was
called slavery in other civilizations.” (16)
What we have here, then, is a hereditary,
hierarchic and, in Lumbreras’ words, “des-
potic” state. Now the leaders of such states,
in whatever time period or continent it may
be, tend to look for ways to disseminate
their image to the people, and to propagate
their ideas. In actual fact, they have to do
this so as to assure that the absolute author-
ity incarnated in the ruler and his state
—the “I’état, cest moi” philosophy of Louis
XIV of France- not be questioned. The

Chimus did not have modern means of

communication: newspaper, radios, tele-
vision, posters. et al., that so effectively pro-
claim the cult of personality of a modern
leader and mobilize public opinion in his
or her support —but they did have textiles.
And textiles were in every way an
admirable psychological tool to implement
socio-religious and political precepts
throughout the kingdom.

It is, therefore, possible that the frontal
personage in textile art served the sort of
role that the above ideas outline.

THE MOON ANIMAL

The second characteristic motif that
stands out in Chimu textile iconography is
a figure very similar in a appearance to
what is conventionally called the Chimu
“dragon” which is to be found represented
on the adobe walls of the huaca, or temple
which bears its name in Trujillo.

It is difficult to relate this animal with a
specifically recognizable creature. It nor-
mally appears in a seated position, in
profile, with a large extended proboscis—

CHIMU. — Chuspa. Técnica de tapiz. Figuras antro-
pomorfas enmarcadas en perfiles zoomorfos. 30 x 28
cms.

CHIMU. Chuspa, or small bag, tapestry weave, con-
taining anthropomorphic motifs. 30 x 28 cms.
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lohde Doering, “no son humanos, sino se-
res con atributos de pajaros, sus cabezas co-
ronadas con los grandes cascos de plumas
caracteristicos de estos ultimos siglos.” (22)
OTROS TEMAS

Respecto a los otros temas que encontra-
mos en los disefios Chimu los que despier-
tan mayor interés tal vez sean los de las ca-
laveras y esqueletos, y de plantas, sobre to-
do si se trata del cactus. Estos dos temas
tienen mucho que ver con el misticismo y
brujeria.

La imagen del esqueleto tiene una larga
tradicion en el arte de la costa norte: se le
encuentra frecuentemente en numerosas
ceramica de la cultura moche, incluso en
aquellas de indole sexual. En la textileria
Chimu, como en la de la costa sur, encon-
tramos no solo imagenes de esqueletos, si-
no también varias de cabezas trofeo. Los
dos temas estan relacionados a conceptos
misticos de vida, muerte y renacimiento.

En su ensayo titulado E! Tema del Sha-
man Estdtico en los Tejidos Paraquenses,
Anne Paul y Solveig A. Turpin examinan el
tema del esqueleto y la calavera en el anti-
guo Peru de manera original. (23)

Los autores dirigen su atencion hacia el
Shaman paraquense, pero muchas de sus
ideas son aplicables alas otras culturas pre-
colombinas del antiguo Perti. Una con-
cierne al prestigio del muerto devuelto a la
vida. La resureccion de los huesos, sefialan
los autores, es un tema comun en mito-
logias enraizadas en la tradicion shamanis-
ta, porque justamente la esencia de la vida
esta contenida en los elementos mas dura-
deros del cuerpo. Reducirse o convertirse
en un esqueleto subraya el aspecto sobre-
natural del personaje, y equivale a un rein-
tegro al vientre de esta vida primordial, es
decir, a unaresurreccion total que constitu-

3

182

WV

<t

| |

Crrod [ Tl
E1 LB Iz [_LE
e ] S
O %

yfﬁ

£ N
HENERER
Ef)._l [_:E
8
(BUW
i
WEENALE

s ]

like snout and a tongue that suggests that
of a lizard looking for insects. A curved tail
is often formed in a continuous step,
spiny—type format, and the animal nor-
mally wears a crescent—shaped headdress.
Frequently, iteither reveals askin with cay-
man markings or jaguar-like spots, or is
dressed in such a skin.

There is a clear similarity to the igua-
na, a fantastic creature of pre—historic ori-
gin, which has a crest and spiny tail, and al-
so to the cayman.

There is a textile which reinforces this
possibility by including, above and below
the moon animal, a creature in a supine
position which is clearly related to the
cayman, iguana o lizard family.

The north coast of Peru is replete with
evidence of Amazonian presence, as we
have already mentioned; and the icono-
graphicreferences to tropical animals, birds
and snakes, probably reached the Chimu
through highland contacts. Certainly the
relationship of the Chavin de Huantar cul-
ture to the tropical lowlands has been al-
luded to by various authors, including Alan
Lapiner in his Pre-Colombian Art of South
America, on pages 22 and 23. What is still
needed is a study of the cult of the cayman
and the manner in which it may have been
related to ancient Peruvian cultures.

What is the meaning of this Moon Ani-
mal, that one finds in Chimu textile art de-
picted as a large imposing image, or as
small motifs in all—over compositions of
serial imagery format? The most detailed
study to—date is Karen Olsen Bruhns 7he
Moon Animal in Northern Peruvian Art and
Culture, published in 1976 by the Institute
of Andean Studies in Berkeley, California.
Her very comprehensive analysis of the ori-
gin and evolution of this creature has been

e
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e

CHIMU.~— Pafo. Técnica de tapiz. Personajes fron-
tales superpuestos y en hileras verticales, flecos en la
parte baja.

CHIMU. Panel, tapestry weave. Superimposed fron-
tal figures are shown in vertical bands, with fringes in
the lower area.
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ye un renacimiento mistico.

El tema del renacimiento surge también
en la representacion constante de cabezas
de trofeo. Poseerlas significaba no sola-
mente la expropiacion de los poderes del
enemigo, sino también un simbolo de cre-
cimiento persistente del nucleo de la
energia vital de una persona.

PLANTAS: EL CACTUS
ALUCINOGENO

Es poco frecuente la ilustraciéon de plan-
tas en la textileria Chimu, y no siempre esta
claro, si el tema esta relacionado con el tri-
go, el algoddn o el cactus. En una tela, nota-
mos que el personaje frontal esté flaqueado
por dichas plantas.

En el norte del Pery, la brujeria y el cu-
randerismo aun juegan un rol importante
en la vida diaria de los pueblos costenos;
podemos imaginar por ello cuanto mas
habra influido en la época Chimu. Durante
su estudio sobre el papel del cactus aluciné-
geno San Pedro, utilizado por curanderos
modernos para ocasionar trances de éxtasis,
Douglas Sharon, y Christopher Donnan re-
calcan la probable antiguedad de su uso al
identificar representaciones artisticas del
cactus en varios estilos importantes del arte
del Pert antiguo.

El tema del cactus nos deriva a otra acti-
vidad frecuentemente retratada en la texti-
leria: el baile ceremonial o ritual. Paul y
Solveig comentan “ya sea que el objetivo
fuese el ascenso a la esfera celestial, o la
bajada hacia el mundo subterraneo, se lle-
ga a destino mediante un trance inducido
por la danza, por los sonidos mondtonos
de lamusica, de alucinégenos o de otros in-
toxicantes poderosos.” (24)

c) FACETAS TECNICAS DE LA
TEXTILERIA CHIMU
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cited by Ann Rowe, who points out that on
the north coast it first appears during the
Recuay period between about 300 and 100
BC; “in the Moche style”, she notes, “da-
ting to ca. 300—600 AD, itis shown on a
crescent shape and with radiating circles in
the background, presumably meant to re-
present moon and stars, as a result of
which it is often called the Moon Animal.”
17
( )Tne Goddess of the Moon was Si. She
was related to the sea and to the offshore
isles, and inevitably was considered as the
protectress of the guano that was so indis-

pensable for coastal agriculture. In fact, as
Rebeca Carrion Cachot points out, the
moon was also involved in a union with the
sun which symbolized fertility and agricul-
tural production. (18) )

It may be that the Moon Animal also ful-
filled a sort of protective role, in its guise as
a kind of cosmic symbol that was related to
nature. The fact that it is generallyendowed
with some variation of the crescent head-
dress may also signify special prestige or
power; as one looks at Chimu textile art,
one finds relatively few examples of zoo-
morphic creatures wearing this headdress,
which appears to be mainly reserved for the
frontal deity. One other case is that of the
human figure, with avian mask of head: a
“birdman” figure, which sometimes wears
this ornate headdress.

THE FISH

Themes of fresh—water and ocean fish
were compelling subject matter for Chimu
textile artists. They rendered fish in every
conceivable style and manner, as several re-
presentative color plates in this publication
effectively illustrate; of particular note are

CHIMU. — Pafio. Técnica de tapiz. Figuras antropo-
morfas y zoomorfas entrelazadas. 60 x 77 cms.

CHIMU. Panel, tapestry weave. Combined
anthropomorphic and zoomorphic designs. 6077
cms.






INTRODUCCION: UN ENIGMA
ANALITICO

Es improbable que halla otra cultura del
Pera antiguo donde las caracteristicas téc-
nicas jueguen un rol de tanta trascendencia
como en el caso del Reino de Chimor. Fn
gran parte, es gracias a estos atributos técni-
Cos que se puede no solo identificar un teji-
do Chimu, sino también establecer la fecha
aproximada de su creacion.

La terminologia técnica es ‘frecuente-
mente dificil de entender para los no espe-
cializados en textileria, y aunque existan
excelentes estudios generales sobre el te-
ma, su orientacion hasido inevitablemente
hacia un grupo de lectores relativamente li-
mitado,

En las primeras décadas del siglo XX,

M.D.C. Crawford y P.A. Means aplicaron
por vez primera un proceso analitico a la es-
tructura de trama y urdimbre de la textileria
peruana. En los anos 1930, Raoul d’Har-
court produce su obra clasica Les Tissus
se I'Ancient Peru, repleta de ilustraciones
y dibujos gréficos. Mas tarde Junius Bird,
Mary Elizabeth King e Irene Emery trata-
ron el tema, esta Gltima en su obra pionera
The Primary Structure of Fabrics.
- Aunque existiesen datos técnicos recopi-
lados de éstos y otros estudios, no se habia
enfrentado la tarea de aislar las caracteristi-
cas técnicas del tejido Chimt. Como con-
secuencia habia mucha confusién e incerti-
dumbre. Por gjemplo los tejidos excavados
por Max Uhle en la costa norte revelaban
aspectos técnicos similares a otros encon-
trados en el valle de Chincha.

El Dr. Lumbreras puso los puntos sobre
las fes, al observar que “Fstamos frente a
una época en la que muchos tejidos de una
zona como la de Trujillo pueden ser con-
fundidos con los de Chincha, y éstos a su
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the delicately rendered painted textile, with
a Vneck that suggests Inca presence and a
group of dolphin—like figures or “bufeos”
portrayed in a serial imagery format; and
the magnificent slit tapestry tunic from the
Pachacamac area, one of the rarest of all in
design since hardly ever are large fish-
es portrayed in so much graphic detail
(color plate).

Ifwelook at the fish theme in Chimulife,
itis evident that its roles as a source of food
for the coastal inhabitants, and as guano to
fertilize the sporadic Pacific coast river val-
leys, imbued it with special significance. In
actual fact, the fish has traditionally been a
highly esteemed symbol. It was the clan-
destine symbol of Christianity until that re-
ligion was officially legalized, at whith time
the Emperor Constantine, ruler of the Ro-
man Empire from 306 to 337 AD, adopted
the cross, the symbol of redemption, in its
place.

Both Arturo Jimenez Borja and Jorge
Zevallos Quinones have amply covered the
extensive coastal territory of the Chimu
kingdom. Much of the coastal area con-
sists, even now, of arid sand dunes— hardly
an area suitable for abundant agricultural
products. The camelidae family, which
might on occasion provide meat, was not
indigenous to the coast, being essentially of
highland origin. So what this meant, as
Cieza de Leon tells us, is that “all along the
coast they catch great quantities of fish for
the benefit of people living in the city.” (19)
Fishing scenes are Prevalent in Both wo-
ven and painted Chimu textiles. There are
figures aboard totora boats involved with
fish, a detail in the Velarde compound of
Chan Chan of a fish caught in a net, and a
remarkable series of photographs of Chan

.Chan prior to the torrential rains of 1917

CHIMU.- Fragmento de manto. Técnica de tapiz.
Tres personajes frontales portando cetros. 37 x 23
cms.

CHIMU. Segment of a mantle, tapesiry weave, with
three frontal personages carrying scepters. 37 x 23
cms.
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vez con los de Chancay. Telas con disefios
que recuerdan motivos grabados en los
muros... se encuentran en la costa sur y
central, y tejidos que uno aseveraria que
son de estilo Chimu resultan proceder del
valle de Lima o del valle Chancay.” (25)

No se archivo suficiente informacion
precisa y fidedigna sobre la procedencia de
los tejidos Chimu. Esta laguna se debi6 al
hecho de que muchos tejidos de aspecto
Chimu no fueron excavados por arqueolo-
gos, sino informalmente. La situacion se
complicaba alin mas porque el salitre de la
costa nortena impedia la conservacion y
preservacion de los tejidos del norte -esta es
la razon principal de la escasez de tejidos
Mochica- resultando que tejidos con carac-
teristicas Chimu tendian a hallarse mas en
la costa central y sur del pais que en su zona
de origen.

En suma, existieron muy pocas bases de
procedenciayen general las de importancia
se remontaron a muchos afios atras.

El resultado, como afirmé Ann Rowe,
curadora de textiles del Textile Museum
de Washington, Estados Unidos, era que
“hasta 1981 no existian criterios fidedignos
para distinguir una tela Chima de una de
los otros estilos relacionados.” (26)

LAS AVISPAS

Esta barrera ha sido rota gracias a las ex-
cavaciones llevadas a cabo durante 1970
por Thomas G. Pozorski, mediante el Pro-
yecto Chan-Chan/Valle Moche. En la pla-
taforma funeraria denominada Las Avis-
pas se encontré una serie de tejidos, mu-
chos de los cuales estaban doblados o ple-
gados, como si hubiesen representado, no
vestidos o elementos para fardos funera-
rios, sino ofrendas independientes. (27)

Al llevar a cabo el analisis correspon-
diente se pudo apreciar una similaridad de
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by Mrs. Seler-Sachs. These show broad
bands, which may be waves, filled with
fishes and crabs and which bear a certain
resemblance to some of the textiles men-
tioned by Heinrich Ubbelohde Doering
and found in the fishermen’s tombs at Pa-
catnamu. (20).

Garcilaso de la Vega, in writing about the
Yungas and the customs of the coastal peo-
ples, comments that: “in different provin-
ces and regions, they worshipped the fish of
which they caught the greatest quantities...
because they said that the first fish to
exist...which was the progenitor of subse-
quent species took care to send them an
abundant number of his sons for their ali-
mentary needs; and so in some provinces
they worshipped the sardine, in others the
skate and the spotted dogfish.” (21).

The flat, diamond shaped fishes with
spots shown in Pachacamac textiles do not
conform with Garcilaso’s description, and
appear to be more closely related to the
lenguado, or sole, a fish which remains
today an active inhabitant of the Pacific
Ocean off the Peruvian coast.

The fact that the two textiles illustrated as
color plates both come from the Lurin val-
ley area, near to the great religious center
originally called Ychma and subsequently
named Pachacamac by the Incas, is signifi-
cant.

This empbhasis on fishing is echoed, as
we have suggested, in textiles excavated at
Pacatnamu, and described by Ubbelohde
Doering as follows: “...there was a wealth
of bright textiles. Among the grave offerings
there was almost invariably fishing gear,
especially nets with a great variety in the
types of knotting. We have called the burials
“graves of the fisher folk.”

The author goes on to mention that both

CHIMU.- Tunica con.mangas. Técnica: bordado
sobrealgod6n. Dos personajes frontales por lado con
motivos zoomorfos en los espacios libres. 70 X 140
cms. (con mangas extendidas).

CHIMU. Embroidered cotton tunic with sleeves,
depicting two frontal personages with zoomorphic
motifs in the open spaces. 70 x 140 cms. (with sleeves
fully extended).






facetas técnicas de tejidos excavados por
Max Uhle en Chan-Chan y Cerro Blanco, y
categorizar por primera vez las facetas so-
bresalientes de la textileria Chimu. Se con-
cretd en una exposicion en el Textile Mu-
seum en Washington, DC, con el titulo
Costumes and Featherwork of the Lords of
Chimor, organizada por Ann Rowe, cura-
dora de tejidos del museo. En un brillan-
te catdlogo, que en adelante serd probable-
mente considerado como la obra maestra
acerca de las facetas técnicas de la textileria
Chim(, Ann Rowe logré aclarar por vez
primera las normas y criterios referentes al
arte textil de este pueblo. A ella le debemos
la sintesis siguiente de las facetas técnicas
de la textileria Chimu -una sintesis que ha-
ce hincapié en las caracteristicas sobresa-
lientes, y que se han simplificado al maxi-
mo para que la terminologia no parezca
esotérica al lector en general.
CARACTERISTICAS
SOBRESALIENTES

URDIMBRES EN PAREJA

En primer lugar, como ya hemos visto al
hablar de la gran gasa tejida en algoddn,
comunmente tienen las urdimbres (es de-
cir las hebras verticales) en pareja y las tra-
mas (hebras horizontales) individuales. Pa-
ra Ann Rowe, “esta faceta técnica es proba-
blemente la clave mds importante para
identificar los tejidos Chim1.” Ademas, se
usa en tejidos simples, en los que tienen de-
coracion de trama suplementaria; en telas
pintadas y aquellas embellecidas con plu-
mas y objetos de metal.

Esto no excluye que algunos tejidos Chi-
mu sean confeccionados con trama y
urdimbre individuales.

HILOS SIMPLES DE ALGODON

Los textiles en la mayoria de los casos

fueron tejidos con hilos simples y no torci-
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tapestry textiles and painted fabrics depicts
themes related with fishing: rowers in reed
boats, fishermen crossing the surf, etc.“The

rowers”, Ubbelohde Doering continues,
“are not human fishermen, but spirits
dressed as bird people with the great
characteristic feather helmets, fighting their
way to the unattainable ‘beyond’ of ancient
Peruvian thought.” (22)

OTHER THEMES

Of the other specific motifs in Chimude-
sign, two that are of particular interest are
skulls and skeletons, and various types of
plants, especially the cactus. There is a cer-
tain connection between them that is relat-
ed to mystical concepts of life, death and
rebirth.

In their eassy entifled The Ecstatic Sha-
man Theme in Paracas Textiles Anne Paul
and Solveing A. Turpin examine the theme
of the skeleton and the skull in ancient
Peru in a novel manner. (23) Although
the authors direct their attention towards
the south coast shaman concept of Paracas,
several of their fundamental points are
relevant to other cultures and areas of
ancient Peru. One in particular concerns
the prestige of the dead personage returned
to life. The resurrection of the bones, the
authors contend, is a common one in
mythologies rooted in shamanist tradition,
precisely because the essence of life is
contained in the most durable parts of the
body. To become askeleton underlines the
supernatural aspect of the personage, and is
equivalent to re—entering the womb of
primordial life — a sort of total resurrection
that constitutes mystical rebirth.

This idea of rebirth is extant in the con-

CHIMU.- Fragmento de manto. Técnica: bordado
de lana sobre algodon. Representacion de dos perso-
najes frontales masculinos y figuras zoomorfas muy
estilizadas. 75 x 140 cms.

CHIMU. Segment of a cotton mantle, embroidered
inwool, with representation of two frontal figuresand
stylized zoomorphic motifs. 75 X 140 cms.
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dos. Como senala Rowe, esto significa que
unavez que las hebras han sido torcidas pa-
ra formar el hilo, ya no se les somete a pos-
teriores etapas de torsion antes de ser te-
jidas. Al contrario, en la costa central y su-
refia, se tejen muchos tejidos con hilos de
algodon compuestos de dos hebras torci-
das juntas, un proceso que brinda mas fuer-
za y uniformidad al hilo. La conclusién
irrebatible de Rowe: “Si un textil es tejido
en hilos de algodon torcido (plied cotton
varns), no es Chimu.” Y para compensar la
inevitable finura de los hilos simples, Rowe
demuestra que los tejedores Chimu los
torcian apretadamente para darles mads
fuerza. (28)
HILOS DE LANA DE DOS
DOBLECES

Si los hilos de algod6n generalmente son
individuales, los de lana son frecuentemen-
te de dos dobleces. Ademas, “son torcidos
y doblados en la misma direccion, ascen-
diendo hacia arriba a la derecha como el
centro de la letra Z, en la direccion en que
se doblan, y como el centro de laletra S en
la direccién de doblez. Como los de la costa
central, estos hilos son siempre de dos do-
bleces, hecho que ha causado inevitable-
mente una cierta confusion entre los dos es-
tilos; (29) dado posiblemente porque los
hilos de lana se extendieron por toda la cos-
ta desde lasierra, zona oriunda de lalana de
alpaca y vicuiia. Fueron estos animales los
que suministraron, como sabemos gracias
al Padre Cobo, el material m4s fino usado
en tejidos destinados a una élite. Estas he-
bras de lana se utilizaron primordialmente
para decoracion en textiles Chimu, y figu-
ran pocas veces con un rol utilitario o como

urdimbre propiamente dicha.
TAPIZ
En los tapices Chima como ya hemos
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stant representation of trophy heads in
textile iconography. Possessing them
meant not only appropriating an enemy’s
powers, butalso acquiringa symbolic proof
of a person’s vital energy.

PLANTS: THE HALLUCINOGENIC
CACTUS

The depiction of plants, vegetables and
fruits is not common in Chimu textiles,
and at times identification of the articles of
flora that are shown is not fully clear.

In northern Peru, practices of faith-
healing and witch-doctor magic continue
to play an important role in the daily life of
people from the coast and foothills of the
Andes; in ancient Peru, as one can imagine,
its importance would have been propor-
tionately greater. Douglas Sharon, in a
series of compelling publications, has
focused upon the subject, with special
emphasis upon such “curanderos” as Don
Eduardo Calderdén, of Trujillo. In their
analysis of the hallucinogenic San Pedro
cactus, which is used by contemporary
witch-doctors and faith-healers —whom
we can generically call “curanderos” —to
induce ecstatic trances, Douglas Sharon
and Christopher Donnan focus on the
probable antiquity of its use by identifying
various artistic depictions of the cactus in
ancient Peru.

The theme of the cactus, and of trances
and euphoria, leads us to another related
theme which appears in Chimu textile
design: the dance, of a ceremonial and
ritual type. Paul and Solveig comment that,
whether the objetive be ascent to a heaven-
ly sphere or descent to the underworld, one
arrives there through a trance indiced by
dancing, by the monotonous rhythm of the

CHIMU.— Manto. Técnica: bordado en lana sobre
algoddn. Seis personajes frontales. 137 x 152 cms.

CHIMU. Mantle, cotton embroidered with wool,
with six frontal personages. 137 x 152 cms.
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visto, se uso la técnica de trama dominante,

mediante la cual se comprime apretada-
mente la trama que ejerce presion contra la
urdimbre. Enel caso de Chimt esta técnica
se diferencia de la cultura Chancay de dos
maneras.

1. La trama en un tapiz Chimu es gene-
ralmente de torsién S y doblez Z, mientras
que las de Chancay son usualmente de tor-
sion Z y doblez S.

2. La trama en un tapiz Chimu ocasio-
nalmente puede ser de tres dobleces en lu-
gar de dos, mientras que la trama Chancay
casi siempre posee solo dos dobleces.

TRAMAS SUPLEMENTARIAS

Los usos de la técnica de tramas suple-
mentarias son especificamente Chimu y no
se encuentran en tejidos de la costa central.
Segun Rowe, “la técnica mas comin usada
ensuperficies de disefio es la de intercalar la
trama suplementaria sobre un nimero im-
par de urdimbre basica -5, 7, 9 y a veces
mas- después debajo de una urdimbre, o
pareja de urdimbres, encima del mismo
numero impar; abajo de uno etc. En este
momento se inserta en el tejido simple una
trama basica, encima de una urdimbre y
debajo de otra. La proxima trama comple-
mentaria se inserta del mismo modo que la
primera salvo que se intercala la ubicacion
de los flotante (como se hace con una pa-
red de ladrillos).”(30)

Dado que casi todo el hilo suplementa-
rio aparece en la parte frontal de la tela, se
economiza hilo; asi mismo se ahorra tiem-
Do, si se usan largos “floats”, hilos pesados
y disefios grandes, cosa que ocurre en los
tejidos Chimu de la época tardia.
MANEJO DE LA TRAMA PARA
CREAR DISENOS EN TAPICES, Y EN
EL ACABADO DE ESTOS.

En la creacién del disefio y en el acabado
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music, and by hallucinogens or other
powerful intoxicants.” (24)

TECHNICAL FACETS OF CHIMU TEX-
TILES

INTRODUCTION: AN ANALYTICAL
ENIGMA

. Itis unlikely that there is another ancient
Peruvian culture where technical character-
istics play such a role of significance as
they do in Chimu textiles. Itis in large part
as a result of these technical attributes that
one can often not only identify a Chimu
textile, but also establish an approximate
date for its creation.

Technical terminology is frequently dif-
ficult for those people who are not archaeol-
ogists, museum curators or specmh sts in
weaving, and although much excellent
technical literature is available—indeed, it
appears to have been that facet of ancient
Peruvian textiles which has most interested
archaeologists —its orientation has inevi-
tably been towards a very limited public. It
is for this reason that several publications in
recent years, either dealing with textiles in
general, or with one specific culture, have
made an important contribution in clar-
ifying many of the confusing terms and
technical concepts. In the case of the Chi-
mu culture, this clarification has been espe-
cia)ly welcome because of the relevance of
technical facets to historical and chronolog-
ical considerations.

‘Numerous writers, archaeologists, and
weaving specialists have discussed the tech-
nology of ancient Peruvian textiles: Wen-
dell C. Bennett, Junius B. Bird, Jane P.
Dwyer, Lawrence E. Dawson Fausto
Burgos and Maria Elena Catullo Rosa
Fung Pineda, Raoul d’Harcourt, Rafael

CHIMU.— Fragmento de pieza mayor. Técnica de
tapiz. Plantas de maiz y dos personajes enfrentindo-
se.

CHIMU. Segment, tapestry weave, with comn plants
and {wo personages facing one another.
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de un tapiz, se pueden subrayar dos dife-
rencias entre un textil Chimu y uno de la
costa central. Rowe describe asi esta técnica
de trama de tapiz no entrelazada: “Fn la
creacion del disefio para un tapiz se usan
tramas de diferente color; cada una regresa
al borde de la zona deseada, cada vuelta su-
cede alrededor de urdimbres adyacentes
ocasionando la formacion de una abertura
enel caso de que el disefio cambie paralelo
a las urdimbres.

En los tejidos Chimu, cualquiera de es-
tas aberturas por largas que sean son nor-
malmente cosidas en una hilera de punta-
das envolventes, una vez acabado el tejido.
En los tejidos de la costa central, opuesta-
mente, se impiden estas aberturas porque
ocasionan el tener que voltear de vez en
cuando las tramas alrededor de una urdim-
bre comun.

En lo concerniente al acabado de un ta-
piz Chimu, la trama asiduamente se deja
correr al revés de la tela desde el final de
una zona de disefio hasta el comienzo de
otra del mismo color. Fsta técnica contras-
ta con la de la costa central donde se acaban
todas las terminaciones de las tramas al
revés de la tela, para que ambos lados de la
superficie textil posean la misma belleza.
CONCLUSION

La discusion anterior acerca de los tipos
y usos de los tejidos, y de las facetas carac-
teristicas de la estructura de la trama y
urdimbre, ha permitido ilustrar una de las
maneras de como identificar un tejido
Chimu. Ahora podemos ir mas adelante, y
demostrar como ciertas caracteristicas pue-
den proveer una indicacion de la fecha cro-
noldgica del tejido. Tres casos nos serviran
de ejemplos.

EL TEJIDO COMO INDICACION
DE LAS FECHAS CRONOLOGICAS
CHIMU
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Larco Hoyle, William J. Conklin, M.D.C.
Crawford, Irene Emery, Mary Elizabeth
King, Lila M. O’Neale, Alfred Kroeber,
Ann P. Rowe, John Howland Rowe, Alan
R. Sawyer, Julio C. Tello and Eduard
Versteylen are those who have perhaps
most extensively published in the field.
General works of special note are M.D.C.
Crawford’s early works on Peruvian
Textiles and Peruvian Fabrics, Raoul d’Har-
court’s pioneering Textiles of Ancient Peru,
and their Techniques and Irene Emery’s
The Primary Structures of Fabrics.

No one, however, had tackled the
challenge of successfully identifying and
isolating the technical characteristics of
Chimu weaving. As aresulta certain confu-
sion was inevitable. For example, textiles
excavated by Max Uhle on the north coast
revealed technical characteristics which
were clearly similar to other textiles found
in the Chincha valley far to the south.

Luis Lumbreras summed up this situa-
tion by noting that “we are dealing with a
period in which many textiles from aregion
like Trujillo can be confused with those of
Chincha, and these in turn with those of the
Chancay valley. Textiles with designs
which make one think of motifs on north-
ern walls are found on the central and
south coasts; at the same time, textiles
which one would consider Chimu are
found to have come from the Chancay or
Lima valleys.” (25)

The problem was compounded by the
fact that many Chimu textiles were not
excavated by archeologists, but by informal
sources who did not maintain accurate data
regarding provenance. Other pieces found
in the north coast desert sands had suffered
damage, as had those of the Moche culture,
from the plentiful saltpeter deposits in the

CHIMU. — Fragmentos de pieza mayor. Técnica ta-
piz. Personajes frontales sobre bases con decoracion
entrecrusada y enmarcados con un motivo de orlas.

CHIMU. Segments of a larger piece. Tapestry weave,
frontal personages atop daises and framed with a
scroll motif.
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CHIMU

Si queremos establecer la fecha en que
fue realizado un tejido Chimn, y si carece-
mos de lainformacion arqueolégica corres-
pondiente no podemos esperar gran ayuda
en laiconografia. Enel caso de Paracas, por
ejemplo, o de las primeras épocas de Nas-
ca, los tejidos nos brindan inequivocas
guias visuales que sirven paraindicarnos la
cronologia aproximada. Este no es el caso

en la textileria Chimu. _
Mas bien, son dos hechos -ciertas facetas

técnicas y cierto tipo de vestido- los que nos
sirven como guia cronologica.

Hay que recordar que relativamente son
pocos los tejidos Chimu que provienen del
norte mismo: muchos habrian sido destrui-
dos por lo que la arqueologia sugiere que
fue una gran inundacién en la segunda mi-
tad del siglo XV, y otros han sido victimas
de la fuerza corrosiva del salitre.

Ademas, muchos tejidos Chimu han su-
frido serio deterioro a causa de la presencia
de lo que probablemente fue un mordente
de hierro usado para lograr el color negro.
Asi mismo, el algoddn tefiido de color no-
gal ha sufrido graves percances, de manera
que el fondo color castafio sobre el cual se
han bordado muchos disefios Chimu tiene
tendencia a desintegrarse.

Paraentender como fueron a pararlos te-
jidos Chimu al valle de Chincha y como es-
te hecho nos descifra las fechas de su crea-
cion, hay que vislumbrar lo que sucedio
cuando los incas conquistaron la costa mas
o menos entre 1450 DC.
CONTINUACION DE LA TRADICION
CHIMU DESPUES DE LA
CONQUISTA INCA.

La tradicion de la textileria Chimu con-
tinda durante el sojuzgamiento inca, y es
evidente que los incas guardaban respeto y
admiracion hacia los talentosos tejedores
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ground. Thus, there were relatively few
Chimu textiles with accurate provenance
with the result that “until 1981 there were
no reliable criteria for distinguishing Chi-
mu textiles from other related styles.”(26)

LAS AVISPAS

A breakthrough occurred in 1970 as a
consequence of the excavations carried
out by Thomas G. Pozorski under the aus-
pices of the Chan Chan/Moche valley ar-
chaeological project. In the funerary plat-
form by the name of Las Avispas, a group of
textiles were found, many of them being
folded up as though they might have repre-
sented independent oflerings, rather thau
objects of clothing or accessories for funer-
ary bundles. (27)

Subsequent technical analysis revealed a
certain technical and structural similarity

" between these textiles and those excavated

decades before by Max Uhle in Chan Chan
and Cerro Blanco. The next step was re-
liably to categorize the outstanding techni-
cal facets of Chimu textiles. This was done
in a major exhibition at the Textile Mu-
seum in Washington DC, in 1984. that was
titied “Costumes and Featherwork of the
Lords of Chimor.” In a brilliant catalogue
which accompanied the exhibition, Ann P.
Rowe, Curator of Textiles of the Western
Hemisphere at the Textile Museum, clari-
fied for the first time the norms and criteria
of Chimu textile art. Itis to her that we owe-
the following synthesis of the main techni-
cal facets of Chimu weaving —a synthesis
which focuses upon the principal points,
and simplifies much of the technical lan-
guage for the benefit of the general reader.
Let us consider each of these characteris-
tically Chimu weaving facets in turn:

CHIMU.- Detalle de manto. Pintado sobre algodon.
Personajes frontales y elementos fitomorfos. Dimen-
siones del manto entero, 126 x 630 cms.

CHIMU. Detail of a mantle, with frontal figures and
plant motifs painted on natural cotton. Dimensions
of complete mantle, 126 x 630 cms.
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avasallados, a tal punto, que hicieron uso
extensivo de los tejidos Chimu en regiones
no antes alcanzadas por el comercio
Chimt. Aunque Pachacamac probable-
mente fuese el punto surefio de mas trafico
comercial del pueblo Chimu, hay numero-
sas indicaciones arqueologicas que de-
muestran que durante la ocupacion Inca se
enterraron tejidos Chimu en zonas surefias
como Chincha hasta Yauca. En su tajante
analisis Ann P. Rowe sefiala que “es proba-
ble que cualquier tejido Chimu provenien-
te de la costa sur sea atribuible a la ocupa-
cion inca, y probablemente a la época des-
pués de la reorganizacién del Imperio Inca
en 1485 DC.” (31)

Esta importante conclusion servira para
resolver nuestra incertidumbre acerca de la
procedencia cultural de tejidos encontra-
dos en la costa sur. Un tipico ejemplo es un
tejido con técnica de tapiz en el que predo-
minan los colores rojo, naranja, amarillo,
blanco y negro, y donde el tema es frecuen-
temente un personaje frontal cuyas extre-
midades inferiores y superiores se convier-
ten en cabezas de ave, serpiente o llama.
TRES INDICACIONES

Pero, icudl es la base didactica, laeviden-
cia empirica para vindicar esta conclusion?
La primera indicacion es la de asociaciones
arqueoldgicas, cuando un tejido Chimu ha
sido hallado junto a otros objetos definiti-
vamente atribuibles a la ocupacion inca.
Por ejemplo, Max Uhle excavo una tumba
en el valle de Ica donde hall6 tejidos Chimu
junto a cerdmicas que eran del estilo pro-
vincial Inca o de directa influencia Inca.
(32)

La segunda clave para desentrafar el
enigma de los tejidos Chimi en la costa
sur esta basada segun el tipo de vestido de
que se trate. Una vez mds, fué Ann P. Rowe
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PAIRED WARPS

It is worthwhile to recall Irene Emery’s
definition of warp and weft, as explained on
page 74 of her classic work on The Primary
Structure of Fabrics:

WARP: Essentially parallel elements
that run longitudinally in a loom or fabric,
crossed at more or less right angles and
interworked by transverse elements.

WEFT: The tranverse elements in afab-
ric (generally parallel to each other and to
the terminal edges or ends of the fabric)
which cross and interwork with the warp
elements at more or less right angles.

In noting that Chimu cotton textiles
most commonly have paired warps and sin-
gle wefts, Ann Rowe comments that this
technical feature, probably “the most im-
portant and obvious way of identifying Chi-
mu textiles”, is “not found in central or
south coast textiles, apart from those found
by Uhle in Chincha.” Its use extends to a
wide range of differently structured textiles:
“itis used”, says Rowe, “not only for plain
fabrics and fabrics that are plain except for
bordering weft stripes, but also for fabrics
with supplementarv—weft decoration, or
with painted decoration or with applied
featherwork.”

This does not exclude, that some Chimu
textiles have single warps and wefis.

SINGLE PLY YARN

The yarns in Chimu textiles that are
mainly made of cotton are “virtually all sin-
gleyarns”, says Rowe. This means that once
the basic fibers have been twisted into
yarn, or spun, the yarns are woven without
further twisting. On the central and south
coasts, however, two single yarns are twist-
ed together, or plied, to give the yarn great-

CHIMU.— Detalle de manto. Pintado sobre
algodon. Personaje sobre base en U, 50 x 48 cms.

CHIMU. Detail of a mantle, with a personage on a
U-shaped base painted on natural cotton. 50 x 48
cms.






quien sefialé que el largo de ciertos vestidos
puede indicar una fecha de post-conquista
Inca. En general las tinicas Chimu sola-
mente llegan hasta la cintura, por el mero
hecho de que fueron elaboradas para ser
usadas con grandes taparrabos elegante-
mente decorados, y que representanuna de
las caracteristicas sobresalientes de la texti-
leria Chimu. Las tanicas Inca, por el con-
trario llegaban hasta la rodilla, el taparrabo
en cambio, era insignificante en tamafio y
diseno porque su funcion era la de ser usa-
do como ropa interior. (33)

Una tercera manera de averiguar si un te-
jido con iconografia propiamente Chimu
data de la ocupacion Incareside en la técni-
ca especifica empleada en el tapiz. Los
chimis, observa Ann P. Rowe, favorecian
la tapiceria abierta (slit tapestry) como se
ve en el tejido con figuras frontales y vena-
dos, mientras que los incas empleaban una
técnica de tapiceria entrelazada. En la tapi-
ceria entrelazada las tramas individuales se
enlazan mutuamente entre las urdimbres
mientras cambian de direccién en los bor-
des de las areas de disefio; en la tapiceria
Kelim no lo hacen. (34)

Por consiguiente, si un tapiz posee temas
iconograficos netamente Chim, y si la téc-
nica claramente es de tapiceria entrelazada
se trata de un tejido Chim1 realizado des-
pués de 1450 DC.

I1I. LA TEXTILERIA CHIMU COMO
ARTE

&Qué es, lo que transforma una ilustra-
cion o decoracion al nivel de “objeto de
arte”? Han pasado casi cien afos desde
que el pintor francés Meurice Denis, y el es-
critor Albert Aurier, plantearon por prime-
ra vez laseparacion didactica de una pintu-
raanecdotica y de una que existe exclusiva-
mente por sus propias cualidades intrinse-
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er strength and evenness. “Chimu weavers
tended to compensate for the relative thin-
ness of their single yarns,” says Rowe, “by
twisting them to impart greater strength:”
The significant conclusion reached by
Ann Rowe, and one important as an aid to
identification, is that “if a textile is woven
of plied cotton yarns, itis not Chimu.”(28)

CAMELIDAE TWO-PLY YARNS

Just as cotton yarns tend to be single,
those of camelidae fibers are always 2-ply.
They are “always spun and plied with the
same direction of twist, slanting up to the
right, like the center of the letter Z, in the di-
rection of spin, and like the center of the let-
ter S in the direction of ply.” Rowe further
points out that the camelidae wool yarns
found in central coast textiles are so similar
to those from the north coast Chimu area
that understandable confusion has resulted.

The explanation for this probably lies in
the fact that wool yarns of the two most fa-
vored sources, the alpaca and vicufia, came
from the highlands; they probably reached
the coast through trade, and thus would
have been found in a variety of areas. Rowe
makes the interesting observation that cam-
elidae fiber yarns “are used mainly for deco-
rative purposes in Chimu textiles, and are
very seldom found as warps.” (29)

TAPESTRY: A VARIANT OF PLAIN
WEAVE

Chimu tapestries use the “weft—faced”
technique whereby a greater number of
wefts than warps are so closely spaced to-
gether as a result of being “beaten down
that the weft tends to cover up and hide the
warp. This technique, when used in Chimu

CHIMU.— Detalle de manto: Pintado sobre
algodon. Figuras antropomorfas y zoomorfas en es-
calonados en zig zag y en diagonal.

CHIMU. Detail of a painted cotton mantle, with
anthropomorphic and zoomorphic figures depicted
in diagonal step and zig-zag patterns.






cas. Exigieron ciertas normas: la organiza-
cién del color, una estetizacion planificada
y la exageracion, atenuacion y distorsion
segun los requisitos de laidea que el artista
quiere expresar. (35)

Es probable que a Denis y a Aurier les
hubiese fascinado el arte textil Chimu por-
que este arte concuerda con la filosofia de
sus normas. Hay exageracion, distorsiéon y
lo que Robert Goldwater ha denominado
“realismo intelectual” —la tendencia a au-
mentar el tamafio de ciertos elementos, por
ejemplo lacabeza— paraenfatizar suimpor-
tancia sicologica y también estilizar formas
y organizar meticulosamente el color.(36)

La “idea” domina: es decir, si lo que les
interesa es un simbolo de adoracion o res-
peto, lo representan de modo totémico, co-
mo una imagen de tamafio sobresaliente o
en formas repetidas asociadas con la ima-
gen en serie. Al tejedor no le interesaban las
consideraciones clasicas y tradicionalistas
que dominaron el arte en Europa hasta que
ocurrieron los cambios radicales que co-
menzaron en 1870.

Denis y Aurier encarnaban estas nuevas
ideas revolucionarias que eran la antitesis
de actitudes tradicionales respecto al arte.
Al contrario, Charles Wiener, quien fuera
encomendado por el Emperador Napole6n
III a una mision en el Per(, en los anos
1870, habria adoptado una actitud hacia la
que Denis y Aurier se rebelaban: la del
hombre europeo, culto y educado segin
las costumbres de Grecia y Roma. Si bien
Wiener, reprodujo numerosos ejemplares
de la textileria Chimu en su libro Perou et
Bolivie no sorprende que no la considera-
se como “arte”. Los indios, comenta, “no
tienen nocion alguna de la perspectiva, de
la sombra o de luz. Sus disefios tienen una

sola dimensi6n y carecen totalmente de re--
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weaving, is differentiated from that of the
Chancay culture in two ways that are fully
explained by Anne Rowe:

1. The weft in tapestry woven fabrics of
the Chimu culture are generally S —spun
and Z— plied, while in the central coast
area centered around the Chancay valley
tapestry warps are usually Z -spun and S-
plied.

2. The weft in a Chimu tapestry woven
fabric may sometimes be 3—ply, instead of
2-ply, while that of Chancay is almost al-
ways 2—ply.

SUPPLEMENTARY WEFTS

The various uses of the technique of sup-
plementary wefts, Ann Rowe points out,
are specifically Chimu and are not found in
central coast textiles to the south of the
kingdom of Chimor. According to Rowe:
“The most common technique, used in
design areas, is to float the supplemen-
tary weft over an odd number of ground
warps, 5, 7, 9, or sometimes more, and then
under one warp (or warp pair), then over
the same odd number, under one, etc.
Then a ground weft is inserted in plain
weave, over one and under one warp. The
next supplementary weft is inserted in the
same way as the first except that the
placement of the floats is offset from the
first, as in brickwork.” (30).

Rowe goes on to point out that since all
the supplementary yarn appears on the
front of the textile, thread is saved; the use
of “long floats, heavy yarns and large de-

signs” not only creates patterns of large
images but also saves time. CHIMU.— Borde con flecos. Técnica de tapiz. Figu-
ras antropomorfas superpuestas. 120 x 16 cm.

CREATION OF PATTERN IN

> / CHIMU. Border segment with fringe, tapestry weave,
TAPESTRY WOVEN PIECES with anthropomorphic figures. 120X 16 cms.






lieve.” (37)

A la vez, Wiener interpreta la geometri-
zacion y estilizacion (que hubiesen embe-
lesado a Denis y Aurier) como consecuen-
cia de dificultades y limitaciones técnicas
inherentes a la textileria. Para él, “las difi-
cultades técnicas impedian el libre desarro-
llo de la linea. La curva fue reemplazada
por una linea cien veces rota, que sigue el
angulo de noventa grados. Es asi como la
cabeza se convierte en una piramide escalo-
nada, el gjo en un romboide, la nariz en
tridngulo y la boca en rectangulo.” (38)

Descripcion precisa y tajante: con estas
palabras claves, Wiener ha dado de inme-
diato en la clave de laiconografia textil, ela-
borando lo que plausihlemente fue el pri-
mer andlisis de disefio grafico. Ademas,
Wiener experimentaba una gran admira-
cion por el color y el estilo pictorico de los
tejidos peruanos.

Wiener turbose en lo que a colorido se
refiere: “en la textileria, los tejidos mues-
tran contrastes violentos y tonos directos, y
laimpresion estética goza del caracter “cha-
toyant” de los tapices orientales con su in-
comparable riqueza de tonalidades.” (39)
Le entusiasmé asimismo el efecto decorati-
vo de los tejidos, que juzgd: “muy notable
para cualquier criterio.” Observo que cuan-
do las dificultades materiales no obstruye-
ron la labor del artista, sus disefios asumen
un agradable y elegante aspecto, como en
los perdidos frescos de siluetas sobre las
murallas de Paramonga.”

Para Wiener, el criterio de la excelencia
es la cualidad del realismo, (por ejemplo
una nariz no puede ser un triangulo, sino
que debera ser representada en todos sus
contornos, sombras, iluminacién y vold-
menes humanos). Wiener puede comentar
incisivamente sobre las “abreviaciones” en
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Tapestry, as Irene Emery has clearly ex-
plained, is in essence a variant of plain
weave. When a weaver using the tapestry
technique wishes to create designs and pat-
terns, he or she uses differently colored
wefts, which turn around and back at the
edge of the planned color area. There is a
significant difference in how this technique
is used on the central coast, and on the
north coast Chimu area.

In both areas, there is one common char-
acteristic: the turn of the weft yarns occurs
around adjacent warps so that where the
design changes parallel to the warps aslit is
formed. The difference, as Ann Rowe
meticulously explains on page 27 of Cos-
tumes and featherwork of the Lords of
Chimor, occurs in the following manner:
“In Chimu textiles, any such slits that are
very long are usually sewn up with an
overcasting stitch after the weaving is com-
pleted, while in central coast pieces, occa-
sional dovetailing of wefts (turning them
around a common warp) is the preferred
method for preventing long slits.” In addi-
tion, it is commeon in Chimu tapestry for
the weft to be carried on the back of the
fabric from the end of one design area to
the beginning of another that is of the
same color, while in central coast tapestry,
usually all the weft ends are neatly finished
off on the back so that bothsides of the fab-
ric are equally beautiful.

CONCLUSION

This very brief summary of the principal
technical characteristics of the Chimu
textile can be amplified, for the specialist
who desires more detailed and comprehen-
sive explanations, by thorough study of
Ann Rowe’s 1984 publication. These

CHIMU. — Detalle de pieza mayor. Técnica de tapiz.
Figuras antropomorfas de perfil con gran atuendo'y
tocado.

CHIMU. — Pafio Técnica Tapiz. Dos escenas de per-
sonajes sobre balsa, peces y aves alrededor.

CHIMU. Detail, tapestry weave; elaborately attired
anthropomorphic figures with imposing head--
dresses are shown in a profile stance.

CHIMU. Panel, tapestry weave, depicting figures on
atotora-reed craft, with fishes and birds surrounding
the principal motifs.






laiconografia textil -vale decir de lasimpli-
ficacién de un tema llevado a su formato
elemental y basico— pero nuncallego a con-
siderarla como una “obra de arte.”

Pero en el transcurso de un siglo las co-
sas han cambiado totalmente. Wiener es-
cribia en 1880, antes de que los célebres
artistas del siglo XX como Joan Mirg, Paul
Klee, Jean Dubuffet, Victor Brauner, Karel
Appel y Jean Michel Basquiat reconociesen
esta misma abreviacion y simplificacion.
Estos artistas, por mas que sean conocidos
como intérpretes de diferentes “escuelas” o
“movimientos” comparten ciertas carac-
teristicas ¢ intereses estilisticos.

En primer lugar, esta la faceta que sugie-
ren los disefios graficos realizados por nifios.
Estos disefios elogiados por el pintor Kan-
dinsky porque le parecian “una expresion
intuitiva y directa de la esencia interior de
las cosas”, muestran trazos de caligrafia
subjetiva, proporciones corporales defor-
madas o arbitrarias, y una falta de interésen
la anatomia y perspectiva tradicional.

En segundo lugar, notamos también,
una exageracion y tension en cuanto a los
temas visuales -especialmente en el arte de
Dubuffet y Mir6- directa o indirectamente
conectada con los enfermos mentales o de-
mentes.

Finalmente, existe el elemento que en
nuestra época llamamos “surrealismo”
(algo que es frecuentemente inherente alos
tejidos pintados de Chim).

EL ARTE TEXTIL CHIMU Y SU
PERSPECTIVA

La iconografia textil Chimu no es cere-
bral como la de Huari, ni compleja como la
de los incas que estructuraban por medio
del tocapu numerosos ideogramas. No en-
contramos en su tematica a aquellos perso-
najes “compuestos” -extrafias combinacio-
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techniques provide the basis for identifying
a Chimu textile; they can also contribute to
establishing an approximate chronological
date of provenance, as the following three
examples illustrate.

THE TEXTILE AS AN INDICATION OF
CHRONOLOGY IN THE CHIMU
PERIOD

If we wish to establish the approximate
date at which a Chimu textile was woven.
the iconography per se is of relatively little
assistance. The case is quite different in cer-
tain south coast textiles: in the case of Para-
cas—Nazca Transition textiles, specific de-
sign features, as Jane P. Dwyer has elu-
cidated in various publications, provide
indispensable visual aids to assessing time
periods of their creation.

We do not in general encounter suffi-
cient iconographic clues to indicate varia-
tion of a temporal nature in Chimu textiles.
What do tend to serve as more reliable
chronological guidelines are certain techni-
cal facets and also the use of specific types
of clothing at given periods.

It should not be forgotten that the
amount of Chimu textiles which have sur-
vived from the north coast is limited. Many
were destroyed by what archeology sug-
gests was a major inundation in the second
half of the 15th century, and others have
been victims of corrosive inroads of the
saltpeter which is so prevalent in the area.

In addition, many Chimu textiles have
suffered serious deterioration because of
the presence of what was probably an iron
mordant used to obtain the color black. In
fact, dark colors in general have not tended
to hold up well on the north coast. Over and
over again, one sees textiles in which um-

CHIMU.— Manto Técnica de tapiz. Pieza profu-
samente decorada con motivos que pueden represen-
tar construcciones figuras, figuras antropomorfas y
zoomorfas. 80 x 120 cms.

CHIMU. Mantle, tapestry weave, depicting struc-
tures which may be fortresses or temples surrounded
by human and zoomorphic motifs. 80><120 cms.
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nes de animal, ave y ser humano- que se
lanzan en estaticos vuelos de fantasia subli-
me en los grandes mantos de Paracas. Tam-
poco hay, salvo en algunos casos, la opu-
lencia de color que nos brindan los tejedo-
res nasquenses.

Pararesumir, el textil Chimu es directo y
simple en su mensaje visual. No es un de-
safio intelectual.

Lo que si logra, es conmovernos a causa
de su monumentalidad que se manifiesta
mediante colosales telas pintadas o de per-
sonajes o animales cuyas “imagenes sobre-
salientes” de perfil imponen su presencia
por el mero hecho de dominar la superficie
grafica del tejido. También, a causa del te-
ma simplificado, abreviado, reducido a lo
fundamental: puede tratarse de un perso-
naje que baila retratado con algunas lineas
escuetas, una especie de silueta con los bra-
zos extendidos como espantapajaros, para
lograr una sencilla forma geométrica.

O, mejor dicho, nos emociona, porque
toda representacion grafica debe poseer
una calidad intangible de magia, algo que
nos afecta, a veces sin que sepamos por qué
y otras por qué esté ligada a una vision que
nos cautiva.

El arte de los nifios nos deleita porque es
puro; porque representa una vision nacida
de la inocencia y del subconsciente. Los
nifios, dijo el pintor Kandinsky, construyen
directamente del interior de sus percepcio-
nes, y de la expresion intuitiva de la escen-
cia interior de las cosas

Nuestro siglo, el del sicoanélisis y de la
sicologia es diferente aaquel de la grandeza
del ambiente imperial de Wiener. Como ha
expresado el pintor francés Henri Matisse:

“Nacemos con la sensibilidad de una
época dada de la civilizacion. Nosotros no
somos duenos de lo que se produce, sino
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ber is the dominant color literally crum-

bling in one’s hands. )
This is because cotton dyed with what 1o-

cal people call “nogalina” or “noguera”-a
sort of walnut stain— does not “take” the
color well.

So if we want to find the most plentiful
Chimu textiles, and those in the best state
of preservation, it is rather in the central
and south coast areas that one has to look.
In order to understand how and why Chi-
mu textiles ended up on the south coast,
and how their presence there is a
chronological guidepost, we need to look at
what happened when the Incas conquered
the Pacific coastal area between
approximately 1450 and 1460 AD.

CONTINUATION OF THE CHIMU
TRADITION AFTER THE INCA CON-
QUEST

Chimu weaving traditions appear to have
continued relatively intact during the pe-
riod of Inca hegemony on the coast. It
would appear that the Incas showed a
healthy respect for the weaving skills of
their vassals, going as far as to make use of
their textiles'in areas hitherto not reached
by Chimu weaving.

One way in which one can appreciate the
continuation of Chimu weaving during the
Inca period is through association of Chi-
mu textiles with established Inca ritual sac-
rifices like the Capocha, in which small
children were suffocated. The chroniclers
document such events in detail, and discov-
eries on the coast have shown bodies of
small children who were evidently victims
of this rite dressed in small textiles which
are clearly Chimu in structure, design and
application of accessories —cotton shirts,

CHIMU.-Detalle de pieza mayor. Técnica de tapiz.
Personaje frontal con alas sobre base en forma de
balsa. Dimensiones del manto entero: 75 x 150 cms.

CHIMU. Detail, tapestry weave, frontal personage
with wings, or bat-like claw appendages, above a
“caballito” boat. Dimension of complete mantle,
which contains six such figures: 75 x 150 cms.






que esto se impone sobre nosotros,” (40)

Es por esto que cierta pintura de nuestro
siglo, por m4s que se asemeje ala de la épo-
ca Chima, nace en un ambiente distinto y
se inspira en fuentes disimiles,

CONCLUSION

Las silentes y polvorientas murallas de
Chan-Chan nos acompanan como mudo
testimonio de las glorias de €pocas arcaicas.
-El hombre a Ia blsqueda de tesoros, el
tiempo inclemente y hasta el mismo cam-
pesino regando sus parcelas- todos, a su
vez, han contribuido al desgaste de este
monumento de tanta magnificencia. Percy
Bysshe Shelley, muerto en 1822 a la tem-
Prana edad de 30 afios, se di6 cuenta de la
vulnerabilidad del hombre, de Io efimero
de sus mas ambiciosas obras y monumen-
tos, y asi concluyd su poema Ozymandias:

“Look on my worls, ye Mighty, and despair!

Nothing beside remains. Round the decay

Gf that colossal wreck, boundless and bare

The loose and level sands stretch far away.”

Si Chan-Chan ha sufrido cambios, victi-
mas de la fugacidad de] tiempo, el 4rea te-
rritorial Chimg ha variado poco desde |a
descripcion dada hace mas de 400 afios por
Cieza de Ledn: “Todo €s arenales y pedre-
gales sequisimos y por ellos no se ve cosa
viba ni nascida, hierba ni arbol, sino son
algunos paxaros ir volando.” (41)

Yen Huanchaco, a pocos kilometros de
la periferia de aquella gran necropolis: atin
se ven los caballitos de totora con pesca-
dores montados en sus lomos partiendo del
puerto al amanecer.

Enlaluz crepuscular, las siluetas de las
murallas de Chan-Chan, esplendor de una
epoca ya pasada, se levantan lugubres, soli-
tarias solemnes, macisas con el sol desli-
zandose bajo el horizonte. ¢Donde estan
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for example, with feather and silver repou-
ssé medallions. _

Althrough Pachacamac was probably
the most southern point reached by Chimuy
commercial activity, there are numerous
archaeological indications which show that
during the Inca occupation Chimu textiles
were buried in areas as far south as Chin-
cha and Yauca. In an incisive analysis,
Ann Rowe points out that such examples as
the presence of Chimuy textiles in graves in
the Ica valley, where provincial Inca and In-
ca—influenced ceramics were found, sug-
gests that Chimu textiles excavated on the
south coast are probabl] y “datable to the In-
ca occupation period, probably specifically
to the period after the reorganization of the
Inca empire about 1485 AD.” (31) *

This sort of exambple highlights once

‘again the Mdispcnsab@g}y of archaeological

evidence. A Chimu textile from the south
coast, by itself, may mean relatively little in
a historical or chronolpgical sense; howey-
er, its association with Inca or Chimu-Inca
ceramics provides a new frame of ref-
erence.(32) An example of a Chimu
textile with this sort of clear south coast
brovenance is illustrated in color on page
153, where one sees the traditional frontal
personage in a somewhat different con-
text: his hands and feet now terminate as
zoomorphic heads of what may be birds,
serpents or llamas.

THREE INDICATIONS OF
CHRONOLOGICAL PROVENAN CE

Archaeological evi dence, then is the first
significant didactic and empirical basis for
assessing the approximate chronological
origin of a Chimu textile which in the above
mentioned case could be traced to the

CHIMU.- Paiio, técnica de tapiz. Escena de gran mo-
vimiento, posiblemente de pesca con profusion de
animales marinos, 42 x 15 ems.

CHIMU. Tapestry fragment depicting a possible
fishingscene, with “caballito” boats and seacreatures,
42 x 15 cms.
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aquellos personajes de la corte del rey,
aquellos sacerdotes simbolos de poder
teocratico, resplandecientes en sus reales
vestiduras, ya sean dignatarios chimus o
lambayecanos como Llaplichuli, Fonga y
los demas? Anhelar una evocacion de este
magnifico esplendor es tan ilusorio como
el personaje que desea para si los vestidos
celestiales, en el poema del gran poeta,
irlandes W.B. Yeats. Todo lo que podemos
permitirnos es contemplar lo que atin per-
dura del ilustre pasado del Reino Chimor:
su grandiosa textileria y dejarnos llevar por
las lineas del poeta irlandes como si fuera
un recuerdo proustiano del mundo de si-
glos atras:

¢No habran experimentado estos lideres
la misma lirica que captd tan elocuente-
mente W.B. Yeats en el siglo XX?

“De mi cancidn hice un vestido embelle-
cido con adornos de vigjas mitologias...”
(42)

Las viejas mitologias Chimu y sus perso-
nificaciones han quedado suspendidas en
épocas pretéritas. Pero en las vetustas rui-
nas de Chan-Chan podemos sentir la pre-
sencia evocativa de estas figuras miticas
que inspiraron e impulsaron al tejedor
Chimu arealizar sus obras mas grandiosas.
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Inca occupation period of the coast.

The second key resides in the type of
clothing article that is found. Ann Rowe
tells us that the length of certain vestments
is an indication that such a Chimu textile
was probably made in the period after the
Inca conquest of the coast. In general,
Chimu tunics generally reach only as far as
the waist: that is to say, if one looks at a
series of characteristic Chimu tapestry
shirts, they often seem inordinately wide in
relation to their dimensions from top to
bottom. Such short tunics left ample space
for the wearer to show off the often striking-
ly decorated taparrabo loincloths. Inca
tunics, on the other hand, came down as
far as the knees of the wearer; this meant
that an elegant taparrabo would be largely
superfluous, since it would not be seen but
would merely serve as an article of under-
clothing. (33)

A third way of ascertaining if a textile
with characteristically Chimu iconography
dates from the Inca occupation period is to
examine carefully the specific tapestry tech-
nique employed. The Chimus, observes
Ann Rowe, favored slit tapestry, of the type
that is clearly evident in the textile of the
frontal personages and deer to which we
have previously referred, The Incas, on the
other hand, preferred the technique of in-
terlocked tapestry weave, whereby “the in-
dividual wefts turn around each other be-
tween warps as they change direction on the
edges of design areas, while in slit tapestry,
they do not.” (34)

Consequently, if a tapestry possesses
iconographic characteristics that are un-
mistakably Chimu, and if the technique is
interlocked tapestry weave, we are almost
certainly dealing with a Chimu textile
which dates to the post 1450 AD Inca

CHIMU.- Thnica con mangas. Técnica de tapiz.
Franjas con decoracién de plumas y aves. 100 x 60
cms.

CHIMU. Tunic with sleeves, tapestry weave, depict-

ing bands containing feathers and birds. 100 x 60
cms.
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occupation period.
CONCLUSION

Chimu weaving ofters singularly fasci-
nating opportunities to co-relate techni-
cal and historical/chronological aspects;
as such, it affirms its importance as a ma-
jor indicator of cultural patterns and ideas
in the north coast area during the Late
Horizon period.

As one views archaeological objects of
this type, from different continents and
from different time periods, it is clear that
some are significant primarily because of
their historical significance. Others, how-
ever, possess an additional dimension:
they are also great works of art, a fact which
enhances their universal status. As we shall
now see, this is clearly the case with Chimu
textile art.

PART II: CHIMU WEAVING AS ART

What is it, one may ask, which trans-
forms an illustration or decorative object
into a “work of art?” Almost one hundred
years have elapsed since the French painter
Maurice Denis and the writer Albert Au-
rier drew a clear dividing line between the
painting as anecdote, or descriptive ele-
ment, and the painting as a work of art de-
pendent only upon such intrinsic artistic
norms as color, arrangement of the deco-
rative surface, and exaggeration, attenua-
tion and distortion of form according to the
subjective idea that the artist wished to re-
present. (35)

It is true Chimu textile art was largely
anecdotal, and that there was probably little
scope in the hierarchically structured and
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absolutist political structure for subjective
displays of individuality by weaving artists.
Nevertheless, Denis and Aurier would
probably have been fascinated by certain

Chimu textiles, whose compositions,
designs and treatment of individual motifs
frequently conform in an uncanny manner
with their criteria of a work of art. One finds
exaggeration, distortion and what the
North American art critic Robert Goldwa-
ter has called “intellectual realism” — the
tendency to (1) increase arbitrarily the size
of certain anatomical components, such as
the head, in order to emphasize its psycho-
logical importance, as well as to (2) outline
forms with stark lines and subject them to
pronounced stylization. (36)

In Chimu textile art, the idea is* domi-
nant: that is to say, if what interests the
weaver is asymbol of particular veneration,
then that particular motif is portrayed in a
totemic sense, either as a large dramatic
image, as an image with inordinately large
anatomical features of one type or another
or as a theme that is repeated over and over
again in the same composition in a serial
imagery format. One has the impression
that the ancient Peruvian weaver was really
not interested in depicting his subject
matter with the degree of classic realism
which was generally abtained in the western
world, at least until the late 19th century
when Denis and Aurier were articulating
their views.

The new and revolutionary artistic ideas
of these two men were the direct antithesis
of traditional attitudes, such as those of the
celebrated French traveller Charles
Wiener. Wiener went to Peru in the 1870’s
on an official mission for the French
government, and spent considerable time

CHIMU.- Pafo. Técnica bordado de lana sobre al-
godon. Representacion muy rara de peces de diferen-
tes tamafios. 112 x 135 cms.

CHIMU. Cushma, tapestry weave, exceptionally rare
representation of stylized fish motifs, with borders
containing zoomorphic heads and with ocher fringes
112 x 135 cms.






engaged in archeological excavations in the
central coast area. The results of his so-
journ in Peru and Bolivia are detailed in a
remarkable book entitled. Pérou et Bolivie
which is notable, not only for the first hand
accounts of daily life, but also for the ex-
cellent illustrations: of a total of about
1100, almost 150 are directly related to tex-
tile, and the majority of them to those of the
Chimu and Chancay cultures.

Wiener was a cultured, urbane and so-
phisticated European, educated in the clas-
sic tradition of Greece and Rome. In spite
of reproducing many examples of ancient
Peruvian architecture, ceramics, textile,
wood and metal works and similar items,
he never really considered them to be “art.”
The Indians of ancient Peru. he remarked,
“have no idea of perspective, light and dark,
or shadow. Their drawings have only one
dimension, and are totally lacking in depth
and perspective.” (37)

At the same time, Wiener interprets the
geometlricization and stylization which are
so characteristic of Chimu textiles - and
which would undoubtedly hace intrigued
Denis and Aurier - as a consequence of
the technical restrictions imposed by weay-
ing. For Wiener technical difficulties im-
peded free development of linear design.
The curve was replaced by a line that
appeared broken in one hundred places,
and which conforms with 90 degree angles.
Thus it is that the head is transformed into
a pyramid made up of step designs, the eye
into a rhomboid, the nose into a triangle
and the mouth into a rectangle. (38)

Wiener’s description is right on the
mark: his was probably the first elaborated
analysis of the graphic structure of coastal
textiles, for although other authors dis-
cussed and illustrated ancient Peruvian tex-
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tiles in 19 th century publications, no one
devoted such detailed attention to the
subject in the last century.

Although Wiener was not enthusiastic
about the artistic merits of these textiles, he
had a high regard for their color and picto-
rial style. “In their textiles”, he writes, “one
notices violent contrasts created by the use
of pure colors, and the overall aesthetic im-
pression is akin to that provided by the opu-
lent color patterns of oriental carpets”. (39)
The overall decorative impact of ancient
Peruvian weaving also enthused him, and

he considered it to be “outstanding by any
criterions.” His observation was that when

practical difficulties do not obstruct the
weaver, his work assumes an “elegant and
agreeble aspect, as in the now vanished
frescos silhouetted on the walls of Para-
monga.”

For Wiener, realism was the criterion of

excellence. For example, he feltthatanose,
rather than being a triangle, should be re-
presented with the conventional emphasis
on line, volume, light, color and shade. He
is able to comment incisively on the “ab-
breviations” which characterize textile
iconography - that is to say, the simplifi-
cation of a theme until it is reduced to its
most elemental shape - yet he never viewed
this as a work of art.

But Wiener was writing more than one
hundred years ago. Things have changed
dramatically since then, and in the last de-
cades a multitude of highly talented artists
have made abbreviation and simplification
one of the bases for their art, Joan Miro,
Paul Klee, Jean Dubuffet, Victor Brauner,
Karel Appel and Jean Michel Basquiat are
some of the most salient figures, whose
graphic style bears often uncanny resem-
blance to the art of ancient Peruvian weav-
ers.

CHIMU.- Pafio. Pintado sobre algodén. Representa-
cion de estrella de mar. 100 x 175 cms.

CHIMU. Cotton panel painted with central starfish
motif. 100 x 175 cms.
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Many of these artists have derived their

inspiration from children’s art, and from

the drawings of the mentallyill: people who
strip off the superfluous and lay bare the es-
sence of their suject matter. Other artists, to
whom the attributions of “expressmmst”
has been accorded, resort to notable distor-
tions and exaggerations to create subject
matter which echoes their individual sub-
Jective emotions, or Angst. This tendency,
as well as that we have come to call in our
century “surrealist” art, manifests itself in
Chimu textile most notably in the painted
textiles. The artist seems on occasions to es-
cape from the generally structured philo-
sophical and iconographic confines of his
or her composition to indulge momentarily
in flights of magical fantasy that are
rendered with spontaneous lines sketched
with unerring certainty on to unprimed
natural cotton.

CHIMU TEXTILE ART IN
PERSPECTIVE

Chimu textile iconography is not cere-
bral, as is that of Huari; nor is it complex,
like Inca design which is largely structured
on the basis of “tocapus” containing
numerous ideograms. One does not find in
Chimu figurative imagery those highly
complicated “syncretic” or “composite” per-
sonages which combine anthropomorphic
and zoomorphic attributes in the great
mantles of the Paracas and Paracas-Nazca
transition period. Nor is there that splendor
of blazing color, except in some cases, that
we find in south coast Nazca weaving,

Chimu weavers prefer relatively sub-
dued colors: blues, greens, purples, magen-
tas - these and other exotic hues are rare.
More common to the Chimu weaver’s col-
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or palette are combinations of red, yelld
ochre, black and white. with strong in
tions of umber and sienna. The feather t
tiles, evidently are as exotic in their brill
plumage as those of other cultures.
In summary, Chimu weaving is di
and simple in its visual message. One dq
not expect to encounter an intellect
challenge in the design, although int
pretation of such enigmatic personages
the frontal figure and the Moon Ani
constitute a continual stimulus to on
imagination.
‘What this art does offer is a certain mc
umental quality manifested through
immense painted textiles to which we ha
referred earlier. Large images also impos
dramatic presence. especially when t
are reduced to an abbreviated or distort
format, and when they dominate much
the surface composition. Many of the f
ures display a certain whimsical quality,
guises of dancers or captivating persona
ties with arms stretched wide like a sca
Crow.
Many of these themes arouse a speci
type of emotion, at times intangible and d
ficultto define, and atothers clearly attrib
table to the purity and almost child-like
sion with which the Chimu artist seems
contemplate the universe. Children’s
enchants us to a large degree because of
innocence; children, said the painter Ka
dinsky, construct their compositions ¢
rectly from their interior perceptions,
from the intuitive expression of the interi
essence of things.
Our century, that of psychoanalysis
psychology, is a very different one from th
in which Charles Wiener lived. It was
French painter Henri Matisse w
remarked that “we are born with






sensibility of a given epoch of civilization.
We are not masters of what is produced; it
is imposed upon of us.” (40)

It is for this reason that so much of the
painting of our century, however similar it
may appear superficially to the art of the
Chimus, has been born in and inspired by
different ideals, attitudes and environ-
ments.

PART III: CONCLUSION

The silent, crumbling walls of Chan
Chan evoke the glory of long ago. The trea-
sure hunter, the inclement weather and
even the local farmer irrigating his crops on
its outskirts, have all in turn contributed to
the decay of this great architectural monu-
ment of so much magnificence. The En-
glish romantic poet Percy Bysshe Shelley,

dead in 1822 at the early age of thirty,
grasped only too well the ineffable vulner-
ability of man, and the transience of even
his most ambitious projects. Chan Chan is
like Ozymandias, of whom Shelley wrote:

“Look on my works, ye Mighty, and despair!
Nothing beside remains. Round the decay
Of that colossal wreck, boundless and bare
The loose and level sands stretch far away.”

If the man-made structures of Chan
Chan have been subjected through time to
numerous changes, the territorial area of
the once great kingdom of Chimor has
varied little since Pedro de Cieza de Leon
described it 400 years ago. “It is all sand
dunes and stony ground”, he wrote, “so dry
that you see no living thing, not even grass
or trees, except for an occasional bird in
flight.” (41)

Over in the little fishing port of Huancha-
co, a few kilometers away from the periph-
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ery of that great burial center, the fisher-
men can still be seen cresting the waves in
their elongated totora craft; one watches
them, just as did the Chimu who captured
their activities in tapestries and evocatively
painted fabrics.

In the crepuscular light of evening. those
monumental walls of Chan Chan, mute
testimony to the splendor of a bygone age,
tower in almost mournful solitude, their
massive silhouettes looming against a great
orange sun slipping below the horizon.
Where are they all now, those personages
from the courts of the Chimu king Tacay-
namo or the Lambayeque ruler Naymlap,
those colorful court attendants like Fonga
and the others? To evoke this splendid past
is as illusory as the goal of the man in Yeats’
poem who wanted to make a song of his
coat, and then embellish it with old mytho-
logies. (42) All that we can do is to contem-
plate with awe the superb forms of artistic
expression of the kingdom of Chimor, and
especially its magnificent weaving

So it is that ancient Chimu history, its
events and its real and mythological per-
sonages, have all gone. But in the ruins of
Chan Chan one cannot help but feel the
presence of that pageant of historical opu-
lence and religious majesty which inspired
the Chimu weaver to feats of grandiose elo-
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/ CHIMU. — Unku. Técnica de tapiz. Felinos estiliza-

dos superpuestos y en bandas verticales. 158 x 70
cms. 175 x 158 cms.

CHIMU. “Unku,” tapestry weave, with motifs of sty-
lized felines in vertical band configuration. 175 x 158
cms.
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CHIMU. — Taparrabo en forma escalonada, tapiz ti-
po Kelim con tipicas figuras frontales.

97 cms. x 60 cms.

CHIMU.- Manto. Técnica, figuras de felinos en
cuadros formando damero. Bordes con decoracién
en diagonal. 125 x 138 cms.

CHIMU. Stepped triangular taparrabo, slit tapestry,
with characteristic designs of frontal anthropo-
morphic figures. 97 x 60 cms.

CHIMU. Mantle, tapestry weave, with feline figures
in squares forming a checker—board composition and
with borders decorated with diagonal motifs.
13099 cms.






CHIMU. — Pafio. Técnica de tapiz. Cuatro figuras de
{elinos muy estilizadas y terminando la cola en figu-
ras zoomorfas. 89 x 42 cms.

CHIMU. — Fragmento de pieza mayor. Técnica de
tapiz. Personaje frontal entrelazado con figuras zoo-
morfas. =

CHIMU. Panel, tapestry weave. Four highly stylized
felines whose tail ends in zoomorphic figures. 89
cms.

CHIMU. Tapestry segments, depicting a frontal per-
sonage combined with zoomorphic figures. He
appears behind a llama covered with a blanket (cos-
tal) decorated with geometric motifs.
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CHIMU.- Fragmento de manto (colcha) bordado
sobre algoddn. Representacion de dos figuras zoo-
morfas de aspecto mitico - posiblemente “dragones”
llevando cabezas de trofeo invertidas. 60 x 150 cms.

CHIMU.- Detalle de manto. Técnica: bordado de
lana sobre algodon. Representacion de felino ram-
pante

CHIMU. - Tanica con mangas. Técnica de tapiz. Per-
sonaje central acosado por dos aves. 80 x 56 cms.
CHIMU.— Detalle de tunica de algodon. Figuras
zoomorfas estilizadas.

CHIMU. Segment of a large embroidered cotton
mantle, padded so as to form a “colcha”. The two
motifs are mythical .creatures, perhaps “dragons”
carrying inverted trophy heads in their mouths.
60 x 150 ems.

CHIMU. Detail of a mantle, depicting an ornate
feline embroidered in wool on a cotton ground.
CHIMU. Tapestry tunic with sleeves, with a central
personage pressured by birds. 80 x 56 cms.

CHIMU. Detail of a cotton tunic, with stylized
zoomorphic figures.
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CHIMU.-Unku, tapiz de la zona de Pachacamac.
La representacion es de 48 extrafias figuras zoomor-
fas de doble cabeza. 75 x 85 cms. (en posicion abierta)
CHIMU.~ Pafio. Técnica de tapiz. Figuras zoomor-
fas superpuestas.

CHIMU. — Detalle de pieza mayor. Técnica de tapiz.
Aves estilizadas en bandas horizontales.
CHIMU.-Pafio. Técnica de tapiz. Figuras zoomorfas
en bandas, representando al animal de la Luna.
40 x 57 cms.

CHIMU. “Unku,” tapestry, from the Pachacamac
Lurin valley area, depicting 48 strange two-headed
zoomorphic figures. 75 x 85 cms. (opened up).
CHIMU. Tapestry panel, with zoomorphic figures in
bands.

CHIMU. Detail of a tapestry mantle depicting sty-
lized birds in horizontal bands.

CHIMU. Tapestry panel, with zoomorphic motifs.
The theme is the Moon Animal. 40 x 57 cms.






CHIMU.- Unku. Técnica de tapiz. Decoracion
geométrica en bandas diagonales. 90 x 70 cms.
CHIMU.- Taparrabo. Técnica de tapiz. Decoracion
de figuras zoomorfas y borde escalonado. 80 x 42
cms.

CHIMU. “Unku,” tapestry weave, with geometric .
motifs in diagonal bands. 90 x 70 cms.

CHIMU. Taparrabo, tapestry weave, with designs of
zoomorphic figures and step border. 80X42 cms.
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CHIMU.- Unku. Técnica tapiz. Decoracion muy
lilizada en bandas diagonales. 92 x 70 cms.
CHIMU.- Pafo de algodon conteniendo disefios
repetidos de la escalera.
CHIMU-HUARL.- Paiio. Técnica de tapiz. Decora-
n en bandas con figuras que pueden representar
casas o elementos arquitectdnicos. 80 x 64 cms.
CHIMU.- Mitad de camisa de algodon adornada con
plumas; la otra mitad es de plumas sin disefo.
Dimension de camisa entera: 52 x 134 cms.
CHIMU.- Unku Técnica plumaria. Decoracion
zoomorfa en bandas horizontales. 102 x 68 cr

CHIMU. “Unku,” from the Pachacamac Lurin valley
area. The motifs are highly stylized zoomorphic
heads arranged in a diagonal format. 92 x 70 cms.

CHIMU. Cotton panel containing repeated step
motifs.

CHIMU-HUARI. Tapestry panel, consisting of
bands with motifs which may represent houses or
architectonic structures. 80X 64 cms.

CHIMU. Front half of a cotton tabard with applied
feathers, and depicting four frontal figures. The
other half contains plain feathers: 52 x 134 cms.
CHIMU. Cotton tabard with applied feathers,
containing zoomorphic motifs disposed in a hori-
zontal format. 102 x 68 cms.
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CHIMU.- Capa ceremonial de algod6n, con aplica-
cion de plumas, que cae sobre la espalda cubriendo
los hombros y atada en el cuello. 50 x 75 cms.
CHIMU.- Pafio de algodén, con aplicacion de
plumas para representar a un personaje frontal.

CHIMU.- Pafio. Técnica plumaria. Zorros en fila.
CHIMU.- Pequeiia tanica de algodén con aplicacion
de plumas y placas de plata. 33 x 65 cms.
Fragmento. Chim. Algodén con aplicacion de
plumas, representando 4 personajes parados 80 x
40.5 cms.

CHIMU. Cotton panel with applied feathers. The
piece is a ceremonial cape made to be tied around
the neck and hang down, the back over the
shoulders. The bold horizontal bands, combined
with the superimposed longer feathers, create an
eminently “modern” design. 50 x 75 cms.

CHIMU. Cotton panel with applied feathers, with a
frontal personage. -

CHIMU. Cotton panel with applied feathers, re-
presenting foxes.

CHIMU. Infant’s cotton tunic decorated with rec-
tangular repoussé medallions of silver, and with
three rows of differently colored applied feathers. The
lower border contains hanging decorative silver
bangles. 33 x 65 cms.

Fragment. Chimu. Cotton with feathers, representing
4 standing figures. 80 x 40.5 cms.
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.— Técnica plumaria Pendientes en forma de

CHIMU.- Madera. Mascara funeraria con aplica-
cion de peluca de lana redecilla yhonda. 32 x 80 ¢ms.
CHIMU, — Balanza de plata y redecilla de algodon.
11 x 24 cms.

CHIMU.— Arte plumario, aplicacién de vestuario.
25 x 18 cms.

CHIMU.— Arte plumario. Abanico. 30 x 28 cms.
CHIMU.— Arte plumario. gorra. 28 x 20 cms.

CHIMU. Earrings with appliqué feathers and head
motifs.

CHIMU. Funerarymask of paintedwood, embellished
with hair strands, net and sling. 32 x 80 cms.
CHIMU. Weighing-scale of wrought silver birds,
motifs and netting, 11 x 24 cms.

CHIMU. Natural cotton with applied feathers,
25X 18 cms.

CHIMU. Fan of natural cotton with applied feathers,
30 x 28 cms.

CHIMU. Cap of cotton decorated with applied
feathers, 28 X 20 cms.







METALURGIA Y ORNAMENTOS
METALLURGY AND ORNAMENTS

CHIMU.- Plata Aplicacion para vestuario. 14 x 15
cms.

CHIMU. Silver clothing adornment. 1415 cms.












CHIMU.— Oro. corona y cuatro plumas. Téc
martillada y cincel 40 x 46 cms.

CHIMU. — Oro. Pectoral con lentejuelas. Té
martillado, recortado y cincelado. 37 x 28 cms.

CHIMU.— Oro. Dos orgjeras. 10 ¢ms.

CHIMU.— Oro. Collar’y pulcera. Técnica martilla-
do.

CHIMU. Gold crown and four feathers. 40 x 46 cms.
CHIMU. Breastplate with thin circular disks of gold
that has n beaten by hammering, cut-out and
chiselled. 37 x 28 cms.

CHIMU. Two gold earplugs. Height 10 cms.
CHIMU. Necklace and bracelet of hammered gold.







CHIMU. — Plata dorada. orejeras. Técnica martilla-
da calado y cincelado. 7 cms.

"HIMU. Plata. Orejeras. Técnica: martillado y repu-
jado. 7 cms.

CHIMU.— Oro. Representacion de arana en escultu-
ra. Técnica: martillado, repujado y soldado. 3.5 cms.
CHIMU, — Oro. Vaso. Técnica: Martillado y repuja-
do. Decoracion de figuras antropomorfas.

CHIMU. Silver earplugs of beaten and repoussé
silver. Height 7 cms. (Two pairs)

CHIMU. Effigy figure of a spider in beaten and
repoussé gold. Height 3.5 cms.

CHIMU. Beaker, beaten gold, repoussé tenhmquc
with amhropomorphu. figure designs.
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CHIMU. — Pano. Técnica de tapiz con aplicacion de
placas de plata. Representacion de plantas y figuras
zoomorfas. 51 x 118 cms.

CHIMU.- Oro. Vasija. Técnica: Martillado y
burilado. 16 x 14 cms.

CHIMU.— plata. alfileres o prendedores. Técnica:
Fundicion 20 cms. c/u.

CHIMU. Tapestry panel with applied silver medal-
lions and designs of plants and zoomorphic figures.
51X118 cms.

CHIMU, Beaker of beaten gold with burin engrav-
ing. 16 x 14 cms.

CHIMU. Silver pins shaped by the annealing pro-
cess. Height of each 20 cms.
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CHIMU. — Plata, Vaso nica: Mart lado y repuja-
do. Hermosa decoracion de esferas en alto relieve. 18
x 13 cms.

CHIMU, — Plata. vasija. Técnica: martillado y repu-
jado. Representacion de personajes antropozoomor-
fos. 12 x 14 cms. 1

CHIMU. — Plata. Vasija. Técnica: martillado y repu-
jado. Representacion de venado en posicién de des-
canso. 13 x 18 cms.

CHIMU.— Plata. Disco martillado y repujado de fi-
guras zoomorfas en bandas concéntricas. 24 cms.
CHIMU. — Plata. Céantaro de doble recipiente. Téc-

de mono sentado con fruto en las manos. 18x 14 cms.

CHIMU. — Plata. Vaso. Técnica: Marti llado y repuja-
do. Representacion de personaje en cuclillas. 18 cms.

sphere motifs in high relief. 18 x 13 cms.

CHIMU. Effigy vessel of beaten and repoussésilve
depicting personages with anthropomorphic and
zoomorphic characteristics. 12 x 14 cn

CHIMU. Effigy vessel of beaten and repoussé si
representing a deer resting. 13X18 cms.
CHIMU. Beaten and repoussé silver disc showi
zoomorphic figures disposed in concentric circles.
Height 24 cms.

CHIMU. Double (spout) v of beaten, repoussé
and soldered silver depicting a monkey with fruit in
its hands. 18X 14 cms.

“"HIMU. Beaker of beaten and repouss

picting a squatting personage. Height 18 cms.







CHIMU.— Plata. Vasija en forma de pez. Técnica:.
Martillado y repujado. 27 x 11 cms.

CHIMU. — Plata. V: en forma de pieza cerimica
con arco y pico. Ti : Martillado, repujado y sol-
dado. Personaje tipico en alto relieve. 20 x 15 cms.
CHIMU. — Plata. Disco con decoracion de aves. Téc-
nica: Martillado y repujado. 26 cms.

CHIMU. Effigy vessel in the form of a fish of beaten
and repoussé silver. 27X 11 ¢ms.

CHIMU. Vessel of beaten, repoussé and soldered
silver in the shape of a ceramic piece with bridge and
spout, and with a characteristic personage in high
relief. 20 x 15 cms.

CHIMU. Disc of beaten and repoussé silver with
avian decoration. Height 26 cms.







CHIMU.— Ap n de vestimenta con representa-
cion de personaje, técnica: martillado, repujado y re-
cortado. 15 cms.
plicacion de vestimenta con rep
> personaje y motivos zoomorfos, lentejuelas.

a de baston. Figuras antro-
‘ascabeles en forma de cabe-
icion a la cera perdida. 16 x
14 cms.

CHIMU. Clothing accesso
cut-out silver depicting a

CHIMU. Clothing accessory with designs of a per-
sonag omorphic motifs and discs. 14 x 12.5 ems.
CHIMU. Bronze finial of a ceremonial staff, lost wax
technique, with designs of anthropomorphic and
zoomorphic figures and spheres in the form of trophy
heads. 16 x 14 ¢













CHIMU.-Final de cetro, cobre fundido, representa-
cion de venado. 7 cms.

CHIMU.-Madera, porta- jo (reverso), con repre-
sentacion de personaje ves > Unku. 24 cms.
CHIMU.— Madera. Representacion de personaje
sentado. 90 x 45 cms.

CHIMU.- Madera. Personaje de pie. 80 x 32 cms.
"HIMU.— Madera y mate. Felino tallado con apli-
acion de conchas. 36 x 14 cms.

CHIMU. — Madera Portaespejo. Anverso y reverso.

33 x 14 cms.

CHIMU. Bronze finial of a ceremonial staff, de-
picting a deer. Height 7 cms.
CHIMU. Wood mirror-holder (reverse view), de-
picting a figure wearing an Unku. Height 24 cms.
CHIMU. Wood mirror-holder (reverse view), de-
picting a figure wearing an “unku.” Height 24 cms.
CHIMU. Wood, seated personage, 90 x 45 cms.
CHIMU. Wood, standing person 0 x 3: S.
IMU. Wood “mate” consisting of a carved feline
with appliqué shells. 36 x 14 cms.
CHIMU. Wood, or-holder, front and back view,
33 x 14 cms.
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CHIMU.- Madera baulitp tallado en dos piezas. 20 x
13.5 cms.

CHIMU. - Madera Postaespejo. Ansverso y Reverso.
30 x 12 cms.

CHIMU. Wood, miniature trunk carved in two parts.
20><13.5 cms.

CHIMU. Wood, mirror—holder, front and back view,
3012 ¢ms.
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