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Top: Feliciano Centurion, Ana Lopez on the blanket used for
Surubi by Feliciano Centuridn, ca. 1994

Bottom: Unknown photographer, Lamirada (The Gaze)
by Feliciano Centuridn, 1995

INTRODUCTION

Nanderéga means “our home” in Guarani, which has been the primary language
spoken in Paraguay since before the Spanish colonial conquest. There are two
ways of addressing the first-person plural in Guarani: the word fiande refers to
an inclusive “we,” where everyone participates, while ore implies that some
member of a social group has been left out. This difference, which is absent in
Spanish and English, reveals an insightful understanding of community

and belonging.

Inspired by this notion of collectivity, Nande Réga: The Feliciano Centurién Archival
Collection reflects on the work of Paraguayan artist Feliciano Centurién (1962—
1996). His practice was profoundly influenced by the countryside of Paraguay, the
underground cultural scene of Buenos Aires in the 1990s, and the LGBT liberation
movements of postdictatorship Argentina. Resulting from the resonances of these
various communities and his deep interest in Paraguayan crafts such as fianduti
textiles, his works are evocative of domesticity, care, healing, and spirituality.

This exhibition brings together drawings, textiles, and sculptural works by
Centuriéon with archival materials, many of which have never been previously
published or shown publicly. These items offer insight into Centurién’s studio
practice and his relationships with other artists and thinkers working in Buenos
Aires and Asuncion in the 1990s. For Centurién—a gay man living through the most
tumultuous years of the AIDS crisis in Latin America—the bonds of friendship he
made during this period were a powerful grounding force in both his work and his
life. It is clear from the works and archival ephemera presented in Nande Réga that
Centurién’s work existed within the inclusive “we.”

This linguistic nuance fueled the development of an installation design loosely
composed of concentric circles. For this presentation, Centurién’s drawings,
textiles, and sculptures are surrounded by a perimeter of slides, press clippings,
documentary photographs, and notes from the artist’s archival collection in the
Institute for Studies on Latin American Art (ISLAA) Library and Archives, in effect
staging the social and cultural contexts that shaped his work. Displayed together,
these materials offer new perspectives on the lives and practices of Centurion
and his peers.

Responding to the exhibition’s format and its emphasis on community, this book-
let includes descriptions of the featured works, written by the curators, alongside
excerpts of quotes by Centurién and a reflection by his friend and fellow artist
Moénica Giron. Viewed in conjunction with the images and archival scans repro-
duced in these pages, these texts seek to shed light on the layers of influence that
yielded Centurién’s resonant practice.

Nande Réga: The Feliciano Centurién Archival Collection is curated by Eduardo
Andres Alfonso, Angelica Arbelaez, Maria Carri, Rachel Eboh, Laura Hakel, Kyle
Herrington, and Guy Weltchek, with guidance from Karin Schneider and ISLAA.
It was originally presented at the Hessel Museum of Art, Annandale-on-Hudson,
New York, in December 2021. It results from a fall 2021 graduate seminar, led by
Karin Schneider, at the Center for Curatorial Studies, Bard College, which was
supported by ISLAA as part of its Research Seminar Initiative. This iteration of
the exhibition is organized by Olivia Casa, exhibition and curatorial manager

at ISLAA.



Feliciano Centurion

Untitled,n.d.

Graphite on paper

15% x 43%s 1n. (40.3 x 3%.8 cm)

Centurién was born and raised in Paraguay and relocated
to Argentina in 1974. He attended the Escuela Nacional de
Bellas Artes Prilidiano Pueyrredén in Buenos Aires, where
he graduated with a concentration in drawing. Although
he often opted for an abstracted representation of the
human body in his work, we can see evidence of his
training in figure drawing here.

The two intertwined figures in this work—one horse, one
human body—are seen locked in an embrace or amid
transformation from one form to the other. The lines that
delineate the figures are ambiguous, erasing the boundary
between the animal and the human while affirming the
connection between individuals and the environment that
surrounds them.



Feliciano Centurion

Untitled, 1988

Ink on paper

7% x 49% in. (69.9 x 49.8 cm)

In this drawing, two male forms confront the viewer, punc-
tuating the focal point of the piece and provoking a sense

of voyeurism and awareness. Limbs extend poetically from
the top figure, while the firm grasp and active position of the
bottom silhouette suggest two lovers in the midst of a sexual
encounter. The sequence of recurring geometric flowers,
which are achromatic, reveal Centurion’s interest in pattern
and repetition.

The playful, decorative background motif complicates the
viewer’s sense of visual space and balances the atmospheric
perspective of the nude figures. The drawing’s allusions to
sexual freedom exist alongside notions of tenderness and
femininity, while hinting at Centurion’s later explorations
of care, safety, and protection.
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Feliciano Centurién

Untitled, n.d.

Facsimile of sketchbook

8% x 42% in. (24.3 x 30.8 cm)

The forty-eight drawings in this sketchbook were made while
Centurién was enrolled in a painting class taught by Juan
Pablo Renzi at the Escuela Superior de Bellas Artes Ernesto
de la Carcova in Buenos Aires. The eclectic narratives—
ranging from domestic scenes to homoerotic tangos to

Greek myths—are marked by a tension between voluminous
figures and abstract, patterned, and increasingly flat
backgrounds. Starting off with the sort of decorative floral
motifs found on bedspreads and wallpapers, the patterns
begin to fill the entirety of the later pages. Two sketches
contain references to the painters Francis Bacon and

Tom Wesselmann, demonstrating Centurién’s acute aware-
ness of international contemporary art and his research

into artists with compelling formal resolutions to the tension
between figure and ground.
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Feliciano Centurién

Ilumino con amor (I Light Up with Love), ca. 1990
Embroidery on textile with acrylic

14% x 447 in. (36.8 x 36.8 cm)

Centurién’s engagements with local Paraguayan craft tradi-
tions including ianduti, knitting, and crocheting were
influenced by the expertise of his mother, Yolanda Andrea
Acosta, and his grandmother Rogelia Acosta Mena. As his
sister Maria Yolanda recalls, “Our grandmother crocheted
very quickly, without even looking.” Nanduti, which trans-
lates as “spiderweb” in Guarani, is a delicate style of lace
popular in Paraguay that Centurién incorporated in many
of his intimate textile-based pieces. The confluence of these
forms of handicraft and objects of domestic comfort points
to the importance of home, family, and Guarani culture to
his artistic development.

In Ilumino con amor, Centurion explores the relationship
between materials by juxtaposing mass-produced indus-
trial blankets, which he would buy in local markets or
receive from friends, with the intimacy of needlework, a
domestic activity that was ubiquitous during his childhood.
The work embraces the beauty in the everyday and cele-
brates the artistic potential of craft techniques associated
with domestic labor. The embroidered text, which became
an emblematic aphorism in Centurion’s practice during the
final years of his life, evokes a sense of warmth and tran-
scendence.
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Feliciano Centurion

Untitled, 1994

Embroidery on textile with acrylic
24% x 24% in. (55.2 x 54.6 cm)

Centurién was diagnosed with HIV in 1992 and passed away
due to AIDS-related illness four years later, at the age of thirty-
four. He was prolific in the final years of his life, producing
works in smaller proportions that featured natural motifs
and brief diaristic phrases waxing, by turns, personal, spir-
itual, and poetic in their tone and content. Upon stitching
forms and figures onto found blankets, or frazadas, in his
celebrated large-scale work from the early 1990s, he turned
increasingly to the more diminutive scale of handkerchiefs
and dishcloths starting around 1994.

In contrast to the gossamer ornamentation of Aanduti, this
work highlights Centurion’s use of densely knitted patterns
as another form of embroidery. The floral motif, with its
reference to domestic decoration, also hints at the intercon-
nectedness between nature and the human world. Here,
two flowers are attached at the stem as though sustaining
each other, offering a symbol of mutual support.

13
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Existen muchas maneras
de conocer el trabajo de un
artista, Recurrimos, en pri-
mer lugar, al estudio que
sobre ellas hace Fabién Le-
benglik en el catélogo de
una delas exposiciones rea-
lizadas por Centurién en
nuestro pais, haciendo que
el escrifo responda a nues-
fras preguntas.

= ¢Qué pasé con el artis-

fo, en el momento en que |

abandoné la fela como re-
ceptéculo de su” creativi
dad?

« Los bisquedas de Cen-
turién, desde que abando-
6 la tela, se dirigieron ha-
cia nuevas superticies para
ka pinturg, en relacion di-
recta con la intimidad: S&-
banas, gobelinos, lonetos,
cortinas. Hasta que, en 1990
- cvando consolida su ima-
gen - encventra en los fra-
zadas el material perfecto
para pintar sus sofiados
paisajes y geografias.

- 4Qué clase de frozo-
das? ;Tienen ellas que ser
lisas o estampadas?

- Comenzb con las fraza-
das Iism,I fueprcbundorelz-
furas y lvego pasé a los
estampadas, aprovechando
el disefio que venia de fa-
brica.

Las que utiliza, en su ma-
yoria sonde “bajacalidod”.

Apartir deesta estética tom-
bién “baja”, quelos disefia-
hacen pensandoenel
gusto de la gente y en el
propio, el artista invirtié el

sentido delos estampadosy

convirtié el gusto masivo de
esos frazadas de “medio
pelo” en obras Gnicas.

- ¢Tiene algin significa-
do para él trabajar confra-
zadas?

- Por el tipo de operacién
pléstica que practica Feli-
ciano Cenfurién, pintando
su obra sobre un material
enrelacién fan intima con el
cuerpo, podria decirse que
él exhibe y se exhibe al
mismo tiempo. Se frata de
una doble transformacion
de las frazados.

+ ¢De dénde las compra?
éDe una fébrica o de las
fiendas abiertos en zonas
comerciales?

- Para conseguitlas reco-
rre el Once, un barrio de
comerciantes judios y co-
reanos donde sacian sus
apetitos de consumo las cla-

ses medias y populares de
Buenos Aires y sus alrede-
dores. En esa zona de la
civdad, las modas “altas”
son copiadas y adaptadas
al supuesto mal gusto del
consumo mDSiVO, para
aquellos que no pueden

o la llamada “alta
costura” y a las marcas in-

femacionales.
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iios de un arfista?

-Con el aprovechamiento
de los estampados - segon
Feliciano, ahora los fabri-
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mundo, al de la pintura, al
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lucidez a los fiempos duros
que corren”.

“UNA BUSQUEDA"

Conversamos con Felicia-
no Centurién en “La Peque-
fia Geleria”, dias antes de
su retomo a Buenos Aires.
“En realidad yo empecé a
trabajar con una pintura
més “radicional”, sobre
tela, con éleo, y después,

. fenia un cierto inferés por

la decoracién, por superfi-
cies decorativas, por fon-
dos decorativos. Entonces
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padas, trabajé lonetas ra-
yadas, las carpas, ufilizan-
do ya eso como disefio,
como fondo, y también
gobelinos, las telas de tapi-
ceria, hasta que lleg un
momento en que me dije:
Tengo ganas de hacer algo
diferente. Y bueno, surgie-
ron las frazadas”.

El artista comenté las par-
ticularidades de frabajar
con un material tan absor-
bente como las frazadas, y
sefialé que actualmente se
encuentra aplicando un sis-
tema que disminuye esta-
absorcion; “Estoy perfeccios
nando mi kcnica, conocien-
do el material con el que

trabajo®, dijo.

Sefialé asimismo que en
Buenos Aires lo conocen
como el “pintor de fraza-
das”, y que le parece agra-
dable esaidentificacién que
se le hace con el matericl
que utiliza en sus pinturas.
Comenté finalmente, quetie-
ne en carpeta exposiciones
que realizara en breve, y
también un vigje a Cuba,
donde participard de una
muestra intemacional,
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Feliciano Centurion

Untitled, from the series Familia (Family), ca. 1990
Three plastic toy animals with crochet wraps
Various dimensions

Centurién began working with readily available, inex-
pensive materials such as blankets and plastic toy animals

found in Buenos Aires’s garment district, Once, around 1990.

Here, a small toy deer, a dinosaur, and a zebra, part of the
larger series Familia, are wrapped in playful hand-crocheted
sweaters and blankets. By variously protecting their inno-
cence or disarming their ferocity, the crocheted clothing
bestows each animal with individuality.

The Familia series affirms the rich nexus of influence and
inspiration within Centurion’s artistic community,

his chosen family. For example, one can see a reinforcing
dialogue between Familia and the series Ajuar paraun
conquistador (Trousseau for a Conqueror, 1993) by Centurién’s
friend and fellow artist Ménica Giron. For this series,

Giron knitted whimsical outfits, complete with stockings
and scarves, intended to adorn the endangered birds

of Patagonia.
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Monica Giron
Slideshow of photographs, ca.1992—-96
30 digitized slides

Unknown photographers
Slideshow of photographs, ca.1992-96
50 digitized slides

The slides presented in this exhibition are housed in
Centurién’s archival collection in the ISLAA Library and
Archives and consist of two sets of photographs. The first is

a series of photographs taken by the artist Ménica Giron
sometime between 1992 and 1996, in which she documents her
own work as well as that of other artists in her community.
The second set comprises personal archival images of
Centurién’s work and exhibitions, including the 1993 group
show Del borde at the Fundaciéon Banco Patricios and the

1994 solo show Estrellar at the influential Galeria del Centro
Cultural Ricardo Rojas in Buenos Aires. Giron lent her slides to
Centurién when he traveled home to Paraguay in 1996, so that
he could use them to showcase the Argentine art scene

to colleagues abroad.

Together, the Giron and Centurién slides stand as testimony
to their important collaborative relationship. Not only were
the two young artists professionalizing and documenting
their work, but they also produced an invaluable document of
contemporary art in Buenos Aires that circulated throughout

the region. Alongside the photographs, letters, and ephemera
in Centurién’s archival collection, they attest to the communal
networks of camaraderie that brought together Centurion’s
peers and collaborators—including Diana Aisenberg, Ana
Lépez, Cristina Schiavi, and Giron—in Buenos Aires.

Examples of these slides appear on the front and
back endpapers and on page 48. Other materials
from the Feliciano Centuridon archival collection
appear on the cover and page 414.




EXHIBITION CHECKLIST

Feliciano Centurion

Untitled, n.d.

Facsimile of sketchbook

8% x 42% in. (24.3 x 30.8 cm)

Feliciano Centurion

Untitled, n.d.

Graphite on paper

15% x 413% 1in. (40.%3 x 33.8 cm)

Feliciano Centurion

Untitled, 1988

Ink on paper

27% x 49% in. (69.9 x 49.8 cm)

Feliciano Centurion

Ilumino con amor (1 Light Up with Love), ca. 1990
Embroidery on textile with thread and acrylic
4% x 44% in. (36.8 x 36.8 cm)

Feliciano Centurion

Untitled, from the series Familia (Family), ca. 1990
Plastic toy animal with crochet wrap

114 x 4 x 40 in. (27.9 x 410.2 x 25.4 cm)

Feliciano Centurion

Untitled, from the series Familia (Family), ca. 1990
Plastic toy animal with crochet wrap
10 x 5 x 44 in. (5.4 x 42.7 x 27.9 cm)

Feliciano Centurion

Untitled, from the series Familia (Family), ca. 1990
Plastic toy animal with crochet wrap

114 x 5 x 43 in. (27.9 x 42.7 x 33 cm)

Feliciano Centurion

Untitled, 1994

Embroidery on textile with acrylic
24% x 24% in. (55.2 x 54.6 cm)

Moénica Giron
Slideshow of photographs, ca.1992-96
30 digitized slides

Unknown photographers
Slideshow of photographs, ca.1992-96
50 digitized slides

Materials from the Feliciano Centurion archival collection, 1980s—90s
49 facsimiles of exhibition ephemera, newspaper clippings,
photographs, and texts

Various dimensions

All works from the collection of the Institute for Studies on
Latin American Art (ISLAA) and archival materials from the
ISLAA Library and Archives




ABOUT THE ARTIST

Feliciano Centurién (1962-1996) was a Paraguayan artist,
best known for his textile-based pieces, whose body of work
explores topics including domesticity, queerness, and politics.
In an embrace of craft and kitsch aesthetics, he incorporated
avariety of media, from canvas and paper to blankets and
found cloths. Centurién was born in the jungle-enclosed city
of San Ignacio, Paraguay, and relocated to Formosa, Argen-
tina, in 1974 to escape growing political unrest in his home
country. He was raised by his mother and grandmother, who
nurtured his early interest in craft and taught him techniques
such as sewing, crocheting, weaving, and fanduti, a tradi-
tional Paraguayan Guarani style of lace-weaving. Centurién
settled in Buenos Aires in the early 1980s to attend the Escuela
Nacional de Bellas Artes Prilidiano Pueyrredén and later

the Escuela Superior de Bellas Artes Ernesto de la Carcova.
Following his training in drawing, he began producing
paintings on canvas characterized by bold colors and brash
brushstrokes. Around 1990, Centurién turned to embroi-
dering and painting on large, inexpensive, mass-produced
frazadas, or blankets, often adorning them with colorful
cutout representations of animals. In subsequent years, he
took up smaller-format textiles, embroidering natural motifs
and poetic phrases that reflected on his everyday life onto
patterned handkerchiefs, dishtowels, and other textiles.
Centurién participated in thirty-one solo exhibitions in
Argentina and Paraguay between 1990 and his untimely death
due to AIDS-related illness in 1996. Recently, his work was

the subject of a presentation in the 33rd Sao Paulo Biennial,
Affective Affinities (2018); the retrospective Feliciano Centurion:
Abrigo at Americas Society, New York (2020); and the solo
show Feliciano Centurion: Telasy Textos at the Institute of Fine
Arts, New York University (2023). His work was also featured
in the 13th Shanghai Biennale, Bodies of Water (2021), and the
group exhibition Eros Rising: Visions of the Erotic in Latin
American Art at the Institute for Studies on Latin American
Art (ISLAA), New York (2022).
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Unknown photographer, Feliciano Centurién with his work
Margaritas in Feliciano Centurion: Estrellar at the Galeria del
Centro Cultural Ricardo Rojas, Buenos Aires, 1994
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