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As a Latin American art curator active in the United States over the past eleven 

years, my practice has been largely framed by the prevailing issue of represen- 
tation-or, better yet, mis-representation-of Latin American/~atino art in the 

undeniable global center of legitimation represented today by the United 
States. As I have argued elsewhere, in the present struggle between global and 

local interests, art curators continue to play key roles as 

~ ~ , . i  ~~~i~~~ brokers, translators, or cultural agents.' Fully assuming this carmen 
responsibility, my work has entailed a radical questioning 

Constellations: of dominant curatorial models that continue to encase the 

~ artistic production of these cultural constituencies into ~~~~~d a ~ ~ d i ~ ~ l~of ~ ~ ~ i 
banal frameworks or, indeed, useless stereotypes. As u-e 

Dominant Curatorial Models move into a new century, the task of eradicating these 

dubious characterizations must proceed from a tactical 
consideration of such issues as the exhaustion of identity frameworks, the fail- 

ure of multiculturalism, the dynamics of legitimation, and their irreversible 

impact upon the shifting function of curators. 
Re-Aligning Vision: Alternative Currents in South American Drawing (co-curated with 

Edith A. Gibson-Wolfe) and Cantos Paralelos: Visual Parody in Contemporary Argentinean 

Art, two international exhibitions I organized for the Jack S. Blanton Museum 

of Art of the University of Texas at Austin in 1997 and 1998, respectively, rep- 

resent an attempt to articulate an alternative exhibition model for historically 

based group exhibitions originating in Latin America.' Re-Aligning Vision included 
13s drawings and 5 installations produced between 1960 and 1980-the years 

of the so-called drawing "Boom"-by forty-six artists from Argentina, Brazil, 

Chile, Colombia, Uruguay, Venezuela, as \\-ell as the expatriate communities 

of artists in New York and Paris. Cantos Paralelos, in turn, brought together the 

heterogeneous production of nine Argentinean artists also active between 1960 

and 1990, whose sole unifying trait was their use of the critical resource of 

parody. The selection of artists and works for both exhibitions concentrated 

on alternative artists or currents-that is to say, manifestations of drawing or 

examples of parody that fell outside traditional definitions of medium or 

genre, and were indeed marginal to mainstream canons. Furthermore, both 

exhibitions by-passed well-known art market staples, opting instead for artists 

with well-established local reputations that, nevertheless, had never (or only 

rarely) been exhibited in the United States. 

The key problems raised by Re-Aligning Vision and Cantos Paralelos can be 

summarized in the following questions: ( I )  How to rescue a specific historic 

moment that due to a series of local determinants, either privileged a marginal 
medium (as in the case of drawing) or imbued a particular resource (such 
as parody) with collective meaning? ( 2 )  How to present this momentum, 
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model is not only nabe, but absolutely ineffective to encompass the broad hetero- 
geneity of artistic manifestations originating in a complex region such as Latin 
America-a region that includes over twenty countries with a wide array of 
ethnicities, languages, and cultures inside their own borders, where artistic 
manifestations do not follow a sequential or homogenous pattern and, for the 
most part, thrive in relative isolation from each other. The survey model is, 
thus, nayve to the extent that it pretends to encompass a manifold totality with- 
in the intrinsically limited scale of any given exhibi~ion. And it is ineffective in 
the way in which it pretends to impose a linear approach or a particular narra- 
tive to the relativism that prevails in all artistic and historical manifestations. 

What other model, then, can practically encompass artistic tendencies that 
straddle between the geographically circumscribed and the strictly chronologi- 
cal? In an attempt to answer these questions, exhibitions like Re-Aligning Vision 

and Cantos Paralelos have proposed the idea of a CONSTELLATION. This curator- 
ial model condenses, rather than illustrates, specific themes or historic sensi- 
bilities by means of "luminous pointsw-that is, key developments or singular 
visions that expose the relationships between the artists, their works, and the 
specific context in which they were produced. In terms of elocution, this con- 
stellational model operates on the principle of synecdoche, whereby the part is 

put for the whole and vice versa. If we consider that no given model is capable of 
apprehending a whole, the synecdochical approach of pars pro toto allows us 
to highlight the fragment within its ungraspable totality, which can only be 
vaguely defined theoretically and unverified in practice. Moreover, the flexi- 
bility of this relational-relative model stimulates simultaneous readings of the 
selected works from comparative or contrasting perspectives capable of grasp- 
ing, in one single glance, historical, cultural, and/or formal traits. The infinite 
elasticity of the constellational arrangements made possible by this very porous 
model, in turn, lends itself well to engaging nontraditional artists or works. 

The aim of an exhibition projected under these broader parameters is, 
ultimately, to showcase unknown artists or under-recognized works in unprece- 
dented relationships that force a critical revision and re-appraisal of values 
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assigned by pre-existing art historical or museological accounts. Both Re-Aligning 
Vision and Cantos Paralelos, for instance, tended toward the frontal rescue of a 
collective memory embodied in the dark, repressive decades of the 1960s and 
1970s that, despite its relative diffusion, remains unknown to most audiences 
inside and outside Latin America. The history of civil and military dictator- 
ships on the continent, together with the personal histories of exile affecting 
many of the artists active during this period, justify the historical vacuum that 
both exhibitions attempted to redress. To this gap must be added the complic- 
it role played by Latin American elites in the promotion of facile constructions 

of Latin American identity through art (i.e., the cult of Frida Kahlo) intended 
for short-term market consumption. From this point of view, the emphasis on 
"alternative" currents and artists has functioned as a corrective to both center- 
and elite-promoted stereotypes and market-driven strategies. In this context, 
the "alternative" element carried the potential to restore a critical balance to 
the manifold histories of modernisms and the avant-garde that have taken 

place in Latin America. 
To conclude: perhaps the most significant aspect of the constellation model 

is its unapologetic assertion of the relative and arbitrary nature of curatorial 
authority. Rather than pretend adherence to the presumed objectivity or even 
neutrality of "history," such a model cannot but rely on the acumen and 

creative vision of the curator. After all, any exhibition is, by nature, a rather 
unlimited field quasi-controlled by the curator's subjective judgment. It is the 
curator, and not some pre-established teleological myth or grander narrative, 
who establishes the conceptual coordinates for the understanding and appreci- 
ation of the artworks and individuals included within its restricted parameters. 
This does not imply taking over the artist's role, but rather, fully exercising 
the intellectual, critical, and innovative prerogatives of curatorial practice. An 
exhibition should thus carry with it the consciousness and assumption of the 
risks implicit in any experimental endeavor. By contrast, curatorial proposals 
that attempt to be "safe" can only be dead stylistic exercises. 
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The Third Asia-Pacific Triennial of Contemporary Art (APT 3),  presented at the 
Queensland Art Gallery in Brisbane, Australia from September 9, 1999, through 

January 26, 2000, completed a series of three exhibitions 
CarolineTurner initiated in the early 1990s. It has been my privilege to 

serve as project director for all three exhibitions, which 
Art 'peaking for Humanity:The Asia-Pacific have involved over six hundred artists, curators, and 

Triennial of Contemporary Ar t  writers from the region in a collaborative endeavor to 
understand the changing art of the Asia-Pacific today. The 

multiperspective curatorial selection model, based on mutual respect and gen- 
uine inquiry, has been for me the most rewarding aspect of the project, which 
has been more than an exhibition-it has been a shared journey of discovery. 
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