






LB
Can you talk more about your distinctive and oddly specific choice of materials, such as gold leaf, paper removed 
from drywall, dressmaker wax paper, and oak-tag stencils?

RQ
The materials I incorporate represent, include, and offer entry points to the audience I have in mind. The majority of 
them derive from underrepresented forms of manual labor, such as dressmaking and construction. At the same 
time, I’m re purposing those materials in an almost cartographic way. To me there is no division of significance; 
these humble technical materials can be imaginatively and resourcefully transformed. My family history, which 
contained lots of adaptation, embodies this capacity for transformation. My brother tells me that I used to make my 
own toys as a child, and I like that anecdote.

LB
Beyond your biographical family connection to both Ecuador and the United States, your work registers a sense of 
pan-South American solidarity, particularly through Incan antiquity.

RQ
South American antiquity is associated with having been conquered and, thus, a sense that its culture exists in a 
past that is extinct. This is curious to me because when I reference Incan or Wari culture in my work, I’m looking to a 
cultural space and approach whose legacy continues to be influential. This is a conscious decision to resist 
contemporary notions of minimalism and abstraction as apolitical and asymbolic. Precolonial South American 
cultures developed their own visual language of abstraction, one that points to a lineage of thought that exists 
outside of the figurative and the textual, in ways not traditionally acknowledged in the Western art-historical canon.

LB

How do the vectors and traces of human movement in your work relate to aesthetic or political questions of 
absence and presence?

RQ

Your question about absence and presence is also one about erasure. The US metaphor of the melting pot, in 
its fantasy of pure assimilation, erases the multiplicity of identities that its individual citizens embody. My aesthetic 
approach acknowledges, even honors, that multiplicity through processes of searching and rerouting.

LB

The reroutings in your work—in which you scramble maps, diagrams, tiles, grids, and other literal and figurative 
boundary lines—suggest a capacity for agency within fixed structures.

RQ

I think about this tension when it comes to negotiating questions of identity. Identity categories can provide 
recognition and a sense of belonging; however, they can also limit how others perceive you. My work visually 
explores this bind; its rearranged lines and forms suggest the rhizomatic complexity of my roots so as to reclaim 
their various origin points.



Ronny Quevedo, los desaparecidos (the arbiter of time), 2018. Gold leaf, pattern paper, and wax on muslin. 48 x 60 inches. Courtesy 
of the artist and Upfor Gallery. Photo by Argenis Apolinario.

   LB
How do these dynamics play out when it comes to aesthetic categories? All of your work is concerned with 
aesthetic configurations of space, often in an almost architectural way, but some of it takes the form of flat picture 
planes while others are sculptural installations.

RQ
My approach to sculptural installations involves an investigation of space as ritual sites. Games and sport fit well 
within this framework because the spaces on which they take place are culturally familiar. My installations can 
function as an entry point to my drawings, which are about the visual language of space: globes, grids, maps, and 
other units of measure. In a playful, questioning way, the drawings chronicle our attempt to chart time and space 
while also proposing alternative modes to map our existence. This questioning is not a dismissal of mathematics, 
but an expansion of its poetic dimension.

Ronny Quevedo: Every Measure of Zero is on view at Upfor Gallery in Portland, OR, until April 27; Ronny Quevedo: 
Field of Play is on view at Open Source Gallery in New York City until May 11.




