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“Manuscripts are difficult but delicious.” 

-- Giuseppe Campuzano 
 
 

 
Fig. 1 - Alejandro Gómez De Tuddo, La Virgen de Las Guacas, 2007. 

 
 

Pictured in De Tuddo’s piece above (fig. 1) is La Virgen de las Guacas, as 

performed by Giuseppe Campuzano. Campuzano returns to Guacas through a 1553 

Limeño colonial manuscript, which describes a voyeuristic scene at a temple (guaca) 

where “on holidays and religious festivals, the masters and nobles have carnal and 

indecent intercourse with” cross-dressers. As a postcolonial figure returning to the shores, 

the virgin looks glorious in her starry cope, but her face divulges a pained glance towards 

the heavens. She has landed with sorrow from the Andes down to the rocky ocean shore 

where Pizarro and two hundred men arrived centuries ago. It is a diasporic migration. In 
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the postcolonial mantle of this travesti virgin we can discover an alternate universe 

expanding in space and time, in affect and gesture, in intimacy and belonging. This photo 

is a piece included in the “Museo Travesti del Perú,” (The Transvestite Museum of Peru) 

where Giuseppe Campuzano also plays the role of artist, archivist, designer, researcher, 

critic, and historian through his invention of the “museo travesti,” a museum of Peruvian 

transvestitism. He has combed through colonial texts and manuscripts in preparation and 

as he says in the epigraph, from an interview, “Manuscripts are difficult but delicious.” 

My paper will look at where the postcolonial and the queer performative meet.  At 

this point, queering performs a ‘lived’ insurrection of colonial spectrality, temporality, 

and productions of knowledge. Following Foucault's notion of the "insurrection of 

subjugated knowledges, I want to ask how is the queer archive performing alternate 

interventions in colonial history and postcolonial subjectivization in the nation-state? In 

turn, does this insurrection cross over into an alternate and anterior constellation? The 

expanse of this firmament is present in Peruvian artist Giuseppe Campuzano's notion of 

the "museo travesti." The "museo travesti" is at once a commentary on art and cultural 

imperatives of normalization and a reinsertion and spatialization of the travesti in history. 

How do queerness and the postcolonial cross paths in the documentation, art, and 

artifacts of the “museo travesti”? With this crossing, does it perform an alternate 

supplementary space through the temporal and intimate ties to the past? With this project, 

he produces a queer temporality and intimacy through a genealogical grounding in 

indigenous belonging. The “museo travesti” performs a specific act of archiving and in 

doing so it spins an anterior circuit of futurity. 

The "museo travesti" is not an actual space, but an imagined one. It is a traveling 
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museum as a book and a concept. Campuzano’s performative move yields a palimpsest. 

He manages to mark a critique of the Lima art culture and national preservations of 

history, along with their normative affects around sexuality in the postcolonial and 

internal colonializations. In doing so he also reflects and extends new intimacies, 

interfaces, and temporalities with the inclusion of other travesti artists, accumulated 

newspaper clippings, and extensive readings of Andean artifacts, festivals, and colonial 

texts. As he tells it, he was “looking for a gallery, in order to exhibit, when I crashed, 

once again, into the stereotypical war museum: heroic/villain men and victimized 

women.” He developed the museum to not only tell the ‘truth’ but “to transform the 

concept of museum by retelling Peruvian history from the margins, [because] every 

history isn’t absolute.” To him, travesti is also a concept, much like ‘queer’, retained, 

reclaimed, and re-directed. The word points to a void created by colonist logic, where the 

“androgynous became the travesti, the false woman, the peripheral.” Travesti and 

museum interact in Campuzano’s research through “a collage or patchwork” of material. 

Gustavo Buntinx and Susana Torres of the MicroMuseo (another traveling museum out 

of Perú) write in their Prologue to the book, “The result is a distinct compilation and 

acute re-inscription of our history and its representations, writings, and glances. (El 

resultado es una recopilación distinta y una reescritura aguda de nuestra historia y de sus 

representaciones, de sus escritos y de sus miradas.)” (12). The "museo travesti" outfits a 

non-alienating space in seeking a travesti essence, an uncontainable, supplementary 

museum outside the walls of national and global narratives. Some have told Campuzano 

that it is a safe and protected space, one that generates and liberates narratives, and as he 

explains,  
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where travestis may retrace their memory but it is not about the past 
it is also a beginning. I decided to fight from where misconceptions 
arise. Travesti and museum, not escaping from words but 
dismantling them, expanding their semantic field, transforming 
them and then use them as a Trojan Horse, infecting everything 
official and meaningless. 

 
Campuzano’s "museo travesti" presents an active topological study and in a 

geographical field in which to explore. The “museo travesti” contains nine sections in the 

gallery collection of works, plus a glossary, newspaper archives, and introductions. The 

introductions include several small articles that serve as a prologue for the universe of the 

“museo travesti.” The glossary at the back includes such travesti related words as 

berdache, chhullu, andrógino, enchaquirado, and maricón retold through Campuzano’s 

analysis of various national archives. I will be your museum docent for today on this 

postcolonial travesti archival exhibit within the "Museo Travesti del Perú." Along the 

way, notice what Ann Stoler refers to as the “tense and tender ties” of the pieces in this 

collection to a history of colonization and the more contemporary expression of the 

social, national, and political intimacies and desires retrieved. I hope to identity some of 

these knots as we go. The galleries in the collection were arranged in a particular 

thematic sequence by the curator, Giuseppe Campuzano. If you want, you can to refer to 

the layout in the directory to transit and choose where you want to go: terapéutica, poder, 

dualidad, plumaria, preceptiva, epopeya, mestizaje, coreografia, revolucion. Of course, 

we don’t have to go in order, but let us continue on to the first section: “terapéutica.” 
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Fig. 2 - Moche, Botella, Museo Larco in Lima. 

 

This section intersects travesti antiquity and therapeutic remedies of Perú. As a 

study, it embodies Foucault’s notion of an “insurrection of subjugated knowledges.” This 

phrase describes both histories “buried and disguised” in other regimes of knowledge and 

perception and those subjugated knowledges that have been “disqualified” as “naïve 

knowledges” (81-82), in this case by colonial discourses. The pieces in this gallery 

engage in a genealogical emergence and connection leading to an alternate archive and 

the tactical performatives put to use today in the exhibit as a whole. Fig. 2 displays a 

Moche receptacle from 500 or 700 AD. The Moche were an early civilization mainly 

located within the boundaries of Perú. Depicted on the pottery are a number of figures, of 

the human and animal worlds, partaking in a ceremony of sorts. On the side facing us, we 

see two figures under a roof, one mounted on top of another lying back with their legs in 
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the air (see fig. 3). With the highlighted drawing of the detail on the pottery we can make 

out what the curator gives an account of: a more masculine figure being taken by a 

“feline hairdo and belt of serpent.” He continues, “they establish berdache, in that the 

feminine and masculine attributes are combined, like the symbolic nexus with the 

magician.” This shamanistic figure is known to mediate between the earth and the 

cosmos, to provide therapeutic powers. The anthropological thesis of the “berdache” 

fleshes out an alternative gender in native societies, a person who carries out a sort of 

other, different from the feminine or the masculine. The travesti in this setting is no 

longer subject to cultural production of a void between pre-colonial and contemporary 

sexualities. Queering artifacts become a “lived” form of both spectral resurrection and 

insurrection of knowledges revealing multiple registers of intimacy and corporeality and, 

in turn, rendering a reversal of the subjectivization process of normalizing narratives and 

regimes of knowledge.  

 

Fig. 3 - Moche, Botella, Museo Larco in Lima (Detail), Drawing by Christopher B. Donnan. 

 

Geneaologies have an “anti” aspect, they are “opposed… to the effects of the 

centralizing powers which are linked to the institution and functioning of an organized 

scientific discourse within society” (Foucault 84). Archiving and forming a collective of 

memory and resistances serve to further the work of genealogies. It becomes a way of 
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countering and attending to marginality and colonialism. As in a museum, Ann 

Cvetkovich notes, “great care must be taken with how they are exhibited and displayed” 

(271). Campuzano’s efforts show care, a rebellious care of transformation, of archival 

affect and animation, of historical knowledges in opposition. To accompany the pottery 

Campuzano includes a sixteenth century colonial text, which he notes as the first account 

of contact with the travesti. It is a colonial ordinance outlining the punishment of those 

caught cross-dressing. The more they are caught, the more their disciplinary public 

punishment worsens. By juxtaposing the two texts together in this display, Campuzano 

makes use of the genealogical force in rendering colonial regimes of truth a site of 

resistance—twisting colonial regimes of knowledge into ways of knowing and belonging. 

He reanimates the sacred, ephemeral, and supernatural and sustains what could otherwise 

become subsumed. Cvetkovich’s own work with AIDS activist archives presents a 

similar case: “these documents of activism are “magical” and “sacred” artifacts, the locus 

of fantasy and emotion, not just historical fact” (266). Along with the newspaper 

archives, which you will encounter more of later, of the travesti representations in the 

Peruvian media provide a social context for a conversation with the art, photo, 

documentation, and research. Campuzano performs the archive in the space of the 

“museo travesti” through a “rediscovery of struggles together with the rude memory of 

their conflicts” (Foucault 83). Crossing the theory and practice divide, Campuzano 

recovers alternate interventions in Peruvian history and we can begin to tease out the 

contingencies of colonial logic and the possibilities of an alternate impression. 

On to the second room: poder (power). In this room we delve further into the 

strategies, procedures, and systems of power produced through colonization. The pieces 
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in this section seek to upturn and redefine assemblages of power relations for the travesti. 

Speaking with Campuzano, he mentions Homi Bhabha as an influence in thinking about 

(post)colonial regimes of truth that produce locations of culture. To further investigate 

the “museo travesti” in relation to queer notions of the postcolonial, I will be employing 

Bhabha’s The Location of Culture throughout the tour. However, before we begin I want 

to define the way in which I am referring “postcolonial” before we continue. The 

postcolonial is a constructed but haunted space of categories, imperatives, and narratives 

that circulate the globe. The haunted aspects contain the processes of colonization that 

still function in their anterior form today. As Ann Stoler posits, they are “domains of the 

intimate” that have permeated the body and “habits of heart and mind” (2). These 

colonialisms shore up in the postcolonial. To name and investigate these intimate ties and 

conditions of power, the hegemonies embedded in the present, and how they affect the 

“microphysics of daily lives” (7) reframes and relocates possibilities outside the forces of 

production. One question the “museo travesti” asks is, how does the past critique the 

present in postcoloniality? Colonialism, Ann Stoler points out, “is a gendered history of 

power” (19) that produces and enforces binaries and differences nationally and globally. 

A postcolonial reading tracks the dynamic and environmental discharge that lingers 

across the globe in a planetary orbit.  Rebecca Romanow reframes this space with a queer 

scope; in essence, the postcolonial “can be seen as inhabiting queer space and time” (7). 

 

Fig. 4 – Cecilia Noriega Bozovich, El Último Brunch  
Proyecto: “Todos Somos Presidenciables,” 2001. 
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It seems apropos then to travel now to the preceptiva room to witness displacements 

of some colonial precepts and rules. Cecilia Noriega Bozovich’s project work with the 

national presidential armchair promotes resistances in art. From Bozovich’s website, “this 

object is transformed into a “traveling social sculpture” that moves and acquires a series 

of experiences in specific places of Lima (este objeto se va transformando en una 

“escultura social itinerante” que se desplaza y adquiere una serie de vivencias en lugares 

específicos de Lima.).” “The Last Brunch” (fig. 4) sets up a collective presidential 

panorama where anyone can situate themselves in the seat of its sovereignty. The actual 

hierarchies in the nation-state become pronounced in this version of the twelve apostles. 

In addition, the project itself highlights the lack of social engagement as well as the rules 

that define Western notions of art and the fetish of colonial and aesthetic regimes. 

Theorist Jacques Rancière outlines how “art and politics are contingent notions” (51) in 

his book The Politics of Aesthetics. The two form interdependent regimes of production 

and class through a global network of aesthetic. He suggests, “the aesthetic regime of the 

arts invents its revolutions on the basis of the same idea that caused it to invent the 

museum and art history” (25). This circulation pulses in the “museo travesti” via an 

outmaneuvering of its inventions. In its performativity, the “museo travesti” demonstrates 

the possibilities and the points where a travesti coup might be possible in a queer 

temporality. Pictured below in an armchair detail, Bozovich embodies and names the 

queer ephemerality in discourses of art and power. 
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Fig. 5 - Cecilia Noriega Bozovich, El Último Brunch  
Proyecto: “Todos Somos Presidenciables” (Detail), 2001. 

 

I want to take us back to the third section, dualidad (in between the duality of the 

masculine and the feminine) to define more of what I mean by “queer.” Campuzano, in 

his effort to re-coup the travesti body that once mediated between the natural and 

supernatural worlds, chronicles how “gender lost its breadth, depth, and elasticity during 

the colonial exchange of beliefs and ideologies.” Although he is specifically addressing 

the travesti, or rather “transvestitism” in general, his methods are “queer.” Lisa Rofel, in 

her recent book Desiring China, comments on how “queer” has “extended in theory and 

practice to reveal the lack of ontological substance in sexual identities and therefore the 

contingent fabrication of gender” (79). Campuzano considers these contingencies in the 

postcolonial context to expose the construction of gender’s limitations and fragility, but 

also the possibilities of queer frame to locate other dimensions and temporalities. José 

Esteban Muñoz argues for this kind of (re)animation of the past as a performative move, 

one that brings “the past to bear on the present and the future” (458). This is when 

alternate temporalities and geographies emerge that supplement or re-circuit a network of 

knowledges. In Haberstam’s In a Queer Time and Place, he uses “queer” to refer to 

“nonnormative logics and organizations of community, sexual identity, embodiment, and 
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activity in space and time” (6). It becomes a process of expansion in itself, a re-definition 

of perceptions and conceptions of a queer postcolonial spectrum. The notion of 

“queerness” converses with and questions gay positivism; this process of working 

through stagnations of positionality and re-working the process itself, however, still faces 

the constant risk of holding up a privileged place of class, nation, and race. In bringing 

the postcolonial into a queer temporality, we are called to displace the historical alibis, as 

Gayatri Spivak argues, “to imagine a planetarity” (81), a constellation of becomings. Like 

queerness itself, the "museo travesti" is a never-ending orbit of open spatiality allowing 

for multiple temporalities, bodies, and wavelengths. 

 

Fig. 6 – Giuseppe Campuzano, La Carlita, 2004. 

 

Fly next door to the “plumaria” salon where queers have wings despite the 

normative precepts and rules at their toes. Fig. 6 shows a piece by Campuzano himself 

entitled, “La Carlita.” This everyday art came from his own collection and provides a 

Benjaminian look at an old and worn pair of silver high heels, a historical linkage that 

ignites imaginaries. As he muses in the book about the ‘lived’ moment she steps out onto 

the pavement in her platforms and “ZZ Top Legs,” he folds issues of labor, criminality, 
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and class into the “museo travesti.” He connects these issues throughout the exhibit, 

especially in the “archives” at the end of the catalog. This area contains all the newspaper 

accounts and primary sources of Peruvian consciousness and media portrayal of the 

travesti. The articles range from scandalizing travesti exposés of street life, hyped up 

stories of being different, to the violence inflicted on transvestites over the last several 

decades. They all provide evidence, but more than that they point to the ways the nation-

state grooms and interpellates a normative sexuality. Jacqui M. Alexander notes, 

“imperial intent hinges on the establishment of heterosexual relations of rule” (198).  

Many of the news clippings cover the deliberate murders of at least forty transvestites by 

right wing groups in Lima “known as ‘mata cabros’ or ‘kill faggots’” in the early 1990s 

During the same time, the leftist revolutionary group, MRTA (Tupac Amaru 

Revolutionary Movement), used this platform for legitimizing their beliefs that lesbians 

and gays were “products of bourgeois decadence” and their visibility or efforts at 

activism were a threat to the revolutionary cause. Ironically, in the context of Campuzano 

piece above and genealogical work of the “museo travesti,” Túpac Amaru II is well 

known as the indigenous Incan leader who fought to drive the Spanish colonizers out in 

the sixteenth century. Javier Sotomayor’s prints (fig. 7) plaster a colonial rendition of 

Tupac Amaru the second, as played out by the MRTA and another ‘hypocritical’ 

revolutionary movement in Uruguay called the Tupamaros, and re-dress him as pop 

culture icons in a satirical act of resistance and revolt.  
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Fig. 7 – Javier Sotomayor, Original II: Farrah-Amaru and Original II: Dina-Amaru, 
part of a series entitled “La Falsificatión de Las Tupamaro,” 2006-2007. 

 

Located on the coast, Lima, as I often heard critiqued, has spent much colonial and 

postcolonial years operating in a vacuum from the Andean spaces that take up most of 

Peruvian state. This is another challenge taken up by the “museo travesti” to confront the 

ways in which indigenous populations in Perú are set against the metropole of Lima. 

There are over 43 languages in Perú and tourism to the Andes is the grand product. 

Between 1980 – 2000, a period known as Manchay Tiempo (time of fear), there were a 

couple revolutionary movements (lead by educated limeños) that spoke to prevalent 

oppressions and took up residency, fervor, and manpower in the Andean regions. Many 

in Lima were unaware of the genocidal actions of the Peruvian military within multiple 

Andean regions during that time period, which included the fighting that went on 

between them and these revolutionary groups as well as later “terrorist” campaigns by the 

Fujimori dictatorship. These national and regional struggles seem to be working outside 

“queer” notions while bringing them in at the same time. In looking at these tensions I 

want to bring in Gayatri Gopinath’s work with “regionalisms.” Redefining an essentially 

transnational and transregional term of globalization, Gopinath seeks to identify alternate 
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narratives in a regional framework, as opposed to national ones. She argues, “regionality 

can be a useful concept through which to explore the particularities of gender and sexual 

logics in spaces that exist in a tangential relation to the nation, but that are simultaneously 

and irreducibly marked by complex national and global processes” (343). Is “queer” a 

category, or is it a means of working out Western categories and formations? The 

regionalisms that don’t fold neatly, the expressions of queer regionalisms have existed for 

centuries, as Campuzano stresses in this exhibition. Here, we find “queer” means of 

belonging and the travesti moving through the “coreografia” space of the museum. 

Campuzano turns to current regional Andean festivals (fig. 8) that usually occur during 

harvest time. Particularly in fiestas related to the cosmos, these cross-dressing gestures of 

being and circuits of regionalisms themselves redefine “queer” belonging. 

Antihegemonic in expression, yet claiming their own Peruvian nationalism (as 

Campuzano does) the travesti appears in crucial roles during the fiestas. In the Fiesta de 

Compadres below, the travesti leads a gang through various areas of region dancing and 

playing pranks on residents, like stealing little things or misplacing them. The photos 

included in the "museo travesti" speak to the temporalities that Roderick Ferguson talks 

about and “the ways in which normativity attempts to close off [these] prior critical and 

sexual universes” (193). The men dress as women in deer antlers and the women dress as 

men and throw a symbolic boy dolls into the mountain. These festivals in Campuzano’s 

"museo travesti" demonstrate the small liberties and practices of revolt against 

coloniality. 
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Fig. 8 – Fiesta de Compadres, Santiago Apóstol Comunidad de Santa Maria, 
Huachocolpa District, Tayacaja Province, Huancavelica Region, 2001. Photo: Harold Hernández. 

Many of the festivals create and incorporate a myriad of máscaras (masks) that 

allow for endless identities and gender play. The masks exhibited in fig. 9 have been used 

for centuries and parody the features of the colonizers. According to Campuzano they 

pass on the postcolonial queer temporality and highlight colonial logics of class and race. 

They exist as a collective idea, a satirical freezing of memory and function. They also 

perform a parodic reversal of Homi Bhabha’s notion of mimicry linking to the 

postcolonial. Mimicry works like a partial process of normalization, much like 

normalization of sexuality in the postcolonial nation-state, but with mimicry there is, 

ironically, a constructed ambivalence that “must continually produce its slippage, its 

excess” (122) to work as a mode of inscription and marginality all at once. The colonizer 

becomes a “partial presence” that does not conceal its ambivalent aims behind a mask, 

but at the same time produces a “subject of difference that is almost the same, but not 

quite.” These festival masks perform this “partial presence” and echo the hierarchies 

generating from Lima (the metropole) that are based not only on sex and gender, but also 

race and class. And here we have the “mestizaje” (mixed race) room—frequently 
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overlooked. In relation to the travesti Campuzano remarks on the diversity of race that 

the Spaniards themselves managed to produce and construct strategies of surveillance 

over their bodies. In an interview he points to his idea about the ‘chaotic’ body, used like 

‘travesti,’ which is “an indigenous body or other non-Spaniard body brought to the 

republic from Africa and China interpreted as ‘chaotic’ through the process of 

colonization. Similar to Bhabha’s notion of mimicry, this ‘chaotic’ body becomes “a 

mestizo/travesti body struggling between complement and opposition. These two realities 

within us are the struggles and richness of we Peruvians.” The illustrations in this section 

of the “museo travesti” link these migrations with alternate identities in Perú. 

 

Fig. 9 – Artesanos Huancaínos, Máscaras para Chonguinada y Tunantada, 2004-2006. 

Piecing together the genealogical fragments into an epic textuality, we come to the 

“epopeya” section of the museum along the queer horizon. Campuzano’s concept of the 

‘chaotic’ body is reflected in the intersections and topological grid landscape: a 

generative body of art, infinite queer travesti bodies, archival body of knowledge, the 

postcolonial landscape. This palimpsest grid performs a shift in dismantling the power 

fulcrums through the collective queer travesti relations. If Foucault, in the “Truth and 
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Power” interview finds that “sex is located at the point of intersection of the discipline of 

the body and the control of the population” (67), then the space and time of the “museo 

travesti” moves that hinge off its centered position.  

Finally, we arrive, continuously perhaps, to the last room, “revolucion.” Rather than 

a space of normalization and clinical stagnation, this is a space of futurity that exhibits its 

own space of belonging. Belonging is something Giorgio Agamben addresses in relation 

to the idea of ‘bare life’—a body that is included but excluded at the same time (22). As 

with postcoloniality, belonging is correlative to notions of both the example and the 

exception. However, in the process of normalization, the example of what does not 

belong can never be included, due to its ineffectual normalization, and the exceptions to 

the rule are suspended in a space of non-belonging as well. Can we imagine some form of 

belonging that manages to lie outside the space of normalized exclusion from the inside 

by some break into a supplementary space of belonging? Perhaps it is an anteriority that 

works like the “museo travesti” in redrawing the frontiers from the bottom up. As Homi 

Bhabha argues, this “supplementary strategy suggests that adding ‘to’ need not ‘add up’ 

but may disturb the calculation” (222). This is not a temporary exhibit nor is it summing 

up a teleological totality, the travesti archives are meant to live on. The last photo in the 

exhibit for now is the image we started with, “La Virgen de Las Guacas” on the shore 

(Fig. 1). In Perú, Campuzano relayed a story about the day this photo was taken. A man 

and woman spotted his capped Virgen figure on the rocks from afar. They excitedly and 

curiously began to approach him, but when they realized she was a he, they quickly 

departed, afraid to stand on the shore and face the horizon with “La Virgen de Las 

Guacas.” 
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