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A Sonic Air  
 
 

 Abstract  
 
This sound installation offers a fragment of Quito’s 
contemporary reality, oscillating between the intimate 
and the public. 
How do crisis, subject, and subjectivity (Pichon-Rivière, 
1970) relate to one another? Through which fragments 
of matter do they interfere with each other? These 
questions guide this sonic essay on urban life and 
perception. 
Sounds evoking scenes of intimate life—couple 
arguments, children playing on a Sunday afternoon, 
neighbors’ dogs barking—interweave with sonic traces 
of the outside world: workers, urban maintenance, 
distant voices, and echoes of a society in tension. The 
dissociation, the lack of synchronicity and simultaneity 
within the sonic layers, seeks to create a void that 
allows the participant-listener to find their own form of 
public intimacy. The spatial distance between these 
auditory events is meant to be proportional to the 
interior space that opens up within the listener. The 
installation is completed with a logbook space that 
invites reflection and response. 
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SONIC AIR 
Artist Statement 
I. Listening to Displacement 
 SONIC AIR is a sound installation composed as a fragmentary essay on urban life and perception in 
contemporary Quito. It emerges from a deep listening practice rooted in the tensions between crisis, subject, and 
subjectivity—drawing from the psycho-social theories of Enrique Pichon-Rivière, particularly his triadic formulation 
of those concepts as relational and constantly in motion. This installation explores how sonic fragments of everyday 
life—sometimes familiar, sometimes dissonant—can illuminate the underlying structures of tension and dislocation in 
the city. 
At the center of the piece is a question: through which fragments of matter do crisis, subject, and subjectivity 
interfere with each other? The answer is approached through listening. Rather than telling a story, the installation 
unfolds as a shifting sonic landscape where the interior and exterior bleed into each other. These sounds are not 
organized by chronological or narrative logic. Instead, they are juxtaposed in ways that evoke simultaneity and 
disruption, intimacy and estrangement, presence and absence. 
Sounds of domestic life—couples arguing, children playing on a Sunday afternoon, barking dogs—collide with 
sonic traces of the city: distant traffic, the rhythm of manual labor, political murmurs, maintenance noises, and 
mechanical resonance. These layers are not synchronized; the dissociation between them is intentional. It creates an 
acoustic void that invites the listener to engage actively, emotionally, and perceptually. The spatial and temporal 
gaps in the composition allow for a kind of resonance to occur not within the work itself, but within the subjectivity 
of the listener. 
II. Methodology: Sound as Inquiry 
This piece is part of a broader inquiry into sound as a medium of thought and perception, and into listening as a 
political and embodied practice. The installation was constructed from a series of field recordings made from one 
couple apartment.  
The resulting composition resists linearity. Instead, it oscillates between what could be understood as an intimate 
listening position and a more distanced, collective one. The domestic sphere becomes porous; the public world 
seeps in. The choice of sounds was based not on hierarchy but on texture, rhythm, and emotional resonance. Layers 
were built slowly, with an ear toward contrast and interruption. Moments of silence, decay, or interference are not 
errors—they are part of the work’s architecture. 
By refusing to offer a unified sonic narrative, SONIC AIR performs a kind of epistemic resistance. It does not 
reproduce a coherent image of the city. Rather, it fractures that image, allowing the listener to dwell in what Fred 
Moten might call "the surround"—a space of excess, noise, and shared unknowing. 
III. Public Intimacy and Sonic Tension 
 
The idea of public intimacy is central to this work. In cities marked by structural inequality, migration, and political 
fatigue, intimacy is often privatized and securitized. Yet sound has the capacity to bypass these borders. A voice 
behind a wall, a distant argument, a dog’s bark—these are signals that someone else is near, living, feeling, 
struggling. SONIC AIR makes these signals audible, not to expose or fetishize them, but to suggest that they are 
shared, even if asymmetrically. 
What emerges is a soundscape where intimacy is displaced into the public realm—not as spectacle, but as 
atmosphere. The dissonance between the sonic layers reflects a dissonance within the urban fabric itself. Crisis 
does not appear as rupture, but as repetition; as the background noise of everyday survival. 
This work resists resolution. There is no catharsis or narrative closure. Instead, it offers a durational space where 
perception becomes political and listening becomes a form of attention. The installation does not seek to represent 
Quito as a whole, but to offer a slice—a pulse, a fragment—through which the listener can encounter the social 
and spatial conditions that shape subjectivity today. 
Ultimately, SONIC AIR invites each participant to inhabit a zone of proximity and distance, of resonance and 
opacity. It offers no clear path or interpretation, only an acoustic condition that may shift with each encounter. In 
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doing so, it proposes that listening itself—deep, embodied, disoriented listening—can become a mode of 
research, of aesthetic reflection, and of quiet resistance. 
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Bio 
 
 
My projects explore narratives where the sensory and 
intuitive intersect with research into South America's social 
realities, through formats such as documentary essays and 
installations. I am particularly drawn to the border 
between fiction and documentary, and to the sense of 
strangeness in the representation of reality. 
Since 2021, driven by Ecuador’s complex reality, I’ve 
been researching the penitentiary crisis, narco culture, and 
illegal economies, while experimenting with various artistic 
devices. Since 2023, I’ve been teaching creative writing 
at the Virgilio Guerrero juvenile detention center in Quito, 
working with young men aged 15 to 23 who are 
deprived of their liberty—an experience that has become 
central to my current practice. 
Occupying public space with art is another key motivation 
in my work;  El Teatro y su Territorio, a residency for 
neighbors and locals in Quito’s Plaza del Teatro, is my 
most recent project in public space. 
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