Rafael Barradas (1890-1929). Rafael. Grafito y lapiz color sobre papel. 26,5 x 19 cm



Lino Enea Spilimbergo (1896-1964). Figura, 1934. Oleo sobre tela. 40 x 28,5 cm
Lino Enea Spilimbergo (1896-1964). Naturaleza muerta. Monocopia sobre papel. 55x 73,5 cm
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Joaquin Torres Garcia [1874-1948). City Hall [NY], 1942. Oleo sobre tela. 54,5 x 75,5 cm



Joaquin Torres Garcia (1874-1948). £/ hombre, 1932. Oleo sobre cartén. 44 x 34 cm
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Xul Solar (1887-1963). Predicador, 1926. Acuarela sobre papel. 14 x 18,8 cm
Xul Solar (1887-1963). Cuevas, 1948. Acuarela sobre papel. 30 x 35 cm
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F4

Luis Seoane [1910-1978). Emigrantes, 1953. Oleo sobre tela. 108 X 80cm
Luis Seoane (1910-1979). Naturaleza muerta con limones, 1964. Oleo sobre tela. 46 x 55 cm
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Juan Batlle Planas (1911-1966). £/ mensaje, 1962. Oleo sobre tela. 200 x 150 cm
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Santiago Cogorno (1915-1923). Interior con figura, 1957. Oleo sobre tela. 140 x 200 cm
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Ratl Russo [1912-1984). Paisaje. Oleo sobre tela. 73 x 92 cm
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Mario Pucciarelli (1928). Pizarro N° 2, 1960. Oleo sohre tela. 165 x 110 cm
Kazuya Sakai [1927-2001). Historia de una infamia, 1962. Oleo y collage sobre tela. 146 x 116 cm
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Kazuya Sakai (1927-2001). Pizarro N° 12. Técnica mixta saobre tela. 81 x 116 cm
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Clorindo Testa [1923). Construccicn, 1962. Oleo sobre tela. 70 x 100 cm
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Clorindo Testa [1923). Construccidn, 1957. Oleo sobre tela. 100 x 100 cm



Antonio Pujia (1929). La sed, 1960. Cemento pintado. 212 x 56 x 33 cm
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Rauil Soldi (1905-1994). Figuras. Oleo sobre tela. 70 x 66 cm
Raul Soldi (1905-1994]. Nific vestida de rosa, 1943. Téempera. 56 x 40,5 cm
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Mabel Rubli (1933). Selene, 1959. Aguafuerte y aguatinta sobre papel. 36 x 52 cm
Mabel Rubli (1933]. Temis, 1959. Aguafuerte y aguatinta sobre papel. 31 x 52 cm
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Carlos Alonso [1929]). Nifios colgados, 1964. Acrilico sobre madera. 125 x 160 cm



Enio lommi (1926). Sobre dos momentos. Aluminio y madera. 210 x 160 x 80 cm
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Antonio Berni (1905-1981). Orguesta tipica, 1939/1975. Oleo sobre tela. 198 x 290 cm
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Juan Del Prete (1897-1987). Compaosicidn en verde, 1943. Tempera sohre cartén. 51 x 73 cm
Sarah Grilo [(1919-2007). Pintura, 1956. Oleo sobre tela. 65 x 81 cm



José Antonio Fernandez Muro [1920). £n rojos, 1959. Oleo sobre tela. 116 x 116 cm



Noemi Gerstein (18908-1996). £/ grito. Marmol. 57,5 x 48,5 x 22 cm
Ceésar Paternosto (1931). Cuadrado ultramar, 1967. Tempera sobre papel. 70,5 x 50,7 cm
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Carlos Silva (1930-1987). Hard Duty, 1971. Oleo sobre tela. 139 x 139 cm
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Miguel Ocampo [1922). Pintura 144, 1955. Oleo sobre tela. 88,5 x 115,5 cm
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Julio Le Parc (1928). Estructura cinética en acero. Acera y aglomerado. 120 x 60 cm
Rogelio Polesello (1939). Sin titulo, 1970. Acrilico tallado. 100 x 100 x 5 cm



Liliana Porter (1941). Barco, marinero, pintura, noche, 1986. Poliptico. Oleo sobre tela. 162,5 x 339 cm
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Ricardo Garabito (1930]). Figura. Grafito y acuarela sobre papel. 66,5 x 48 cm
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Pablo Suarez (1937-2006). Los que comen del arte, 1993. Telgopar, hierro, masilla epoxiy pintura acrilica. 141 x 70 x 240 cm.
Acrilico sobre tela. 130x 170
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Donaciones



Las donaciones
marcaron el camino
del MNBA Neugquén

Oscar Smoljan



A'lo largo de sus afios de vida, el Museo Nacional de Bellas
Artes Neuguen ha recibido numerosas donaciones de los
mas variados artistas plasticos. Las mismas han ido con-
formando un patrimaonio propio, Unico en el pais. Este acer-
vo artistico de incalculable valor no sdlo le pertenece a la
ciudad de Neuguén -y, por extension, a sus habitantes-
sino que la ha convertido en una de las capitales culturales
mas importantes de nuestro pais.

Estas donaciones provienen de los propios artistas que
han visitado el museo con sus muestrasy, en algun casg,
como el de Luis Tomasello, desde antes de que el musea
fuera caonstruido. Otras provienen de familiares de artis-
tas ya fallecidos que acompafaron las muestras realiza-
das en su memoria; de particulares locales que decidieron
gue sus obras heredadas encontraran finalmente un lugar
mas apropiado donde ser apreciadas por el publico; y de
empresas 0 instituciones nacionales e internacionales

R
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con las cuales el museo ha suscripto acuerdos de coo-
peraciaon.

Lagran mayoria de dichas obras san de artistas contem-
poraneas, enrolados en las vanguardias abstractas de me-
diadaos del siglo XX, como lo fueron las del Arte Conceptual,
del Arte Concreto o del Arte Cinético, y cuyos mas grandes
exponentes forman, a su vez, parte del elenco de quienes
integran el patrimonio propio del MNBA Neugqueén. Asi, Luis
Tomasello, Raul Lozza, Ledn Ferrariy Juan Melé son cuatro
pilares sobre los que se asienta parte del prestigio y la ex-
celencia de este espacio.

Esto le ha dado al MNBA Neuguén un caracter claro e in-
dudable de Museo de Arte Moderno, mas alla de las obras
clasicas, renacentistas, impresionistas -o de otros estilos-
de la coleccion permanente.

Este sesgo maderna se arraiga en lo méas profundo de
la sociedad neuguina. Sociedad, ésta, inmigrante, aluvional,

PR SRR AR MRS

Jorge Gamarra (1939). Tronzador, 1999. Traverting, acero, madera. 14 x 158 x 36 cm



diversa. Tan joven que recién ha transcurrido su primer si-
glo de vida y que sus dos terceras partes no han cumplido
aun los treinta afios. No obstante, avanza resuelta hacia
su futuro en medio de los nuevos lenguajes estéticos de
las ultimas tecnologias, de las artes audiovisuales y de la
experimentaciaon sin barreras.

Cabijado a fines del afio 2000 en el edificio de otro mu-
seo -el actual fue inaugurado en septiembre de 2004 para
el Centenario de la ciudad- el MNBA Neuguén comenzd a
dar sus primeros pasos en medio de la mas grave crisis que
sacudio al pais en esos afios. Podria decirse de el ser un
museo nacido de una gran esperanza.

Mientras las instituciones parecian desmaoronarse y los
vinculos que entramahan a la sociedad se rompian en pe-
dazos, el incipiente MNBA Neuguén se canvirtig, alli, desde
ese antiguo museo prestado, en un refugio para los neuqui-
nos; en un sitio de debate de ideas en medio de la violencia
social y la desesperanza; en un espacio de reflexion a partir
de las obras que en &l se exhibian. Obras, ellas, algunas cla-
sicas, como las de Goya o de Rembrandt, y, muchas otras,
de cufio cantemparaneo, coma las instalaciones cinéticas
de Julio Le Parc, el Arte Madi o el Arte Concreto. Esto mar-
ca el camino de lo que vendria después: el de la idea, del
concepto, del mensaje transformador, el del Arte Moderno.

Una vez inaugurado el actual edificio -tal vez la prime-
ra obra de arte propia que tuva el museo-, cada donacian
recibida a partir de entonces fue construyendo ese anda-
miaje que sustenta hoy al MNBA Neuguén como un musea
que rescata y preserva al pasado como memoria y apren-
dizaje, y que, a suvez, se apoya en el presente de cara a los
nuevos lenguajes estéticos que siempre parecen sefialar
lo que vendra, aunque hayan sido concebidos en los lejanos
afios 40.

Construyan el museo y yo les dono el mural
La primera obra recibida en donacion por el MNBA Neuguén
fue una apuestaal futuro de parte de su creador, el gran Luis
Tomasello, guien con mas de 90 afios, y al conocer el pro-
yecto del nuevo museo, decidié donar un mural de su autoria
para ser instalado cuando el edificio fuera concluido.

“Construyan el museao y yao les donao el mural”, fueraon és-
tas las palabras de Tomasello en aquellos dias. Cuando el
museo quedao cancluido, el mural recibig a los primeras visi-
tantes en la velada inaugural a la que asistio el propio autor.

“Atmdsfera Cromoplastica” -tal el titulo de la obra- es el
Unico mural de Luis Tomasello en la Argentina, y esta con-
siderado como uno de las obras mas relevantes de este
artista nacido en La Plata en 1915 y residente en Paris
desde 1957.

Sus blancos poliedros coloreados en dos de sus caras,
distribuidos geomeétricamente en sus mas de veinte me-
tros cuadrados de superficie y que con las variaciones de

la luz a lo largo del dia van modificando su propia realidad,

Marcela Rodriguez Ponte, Jorge Glusherg, Oscar Smoljan, Raul Lozza, Luis Tomasello y Antonia Belizan
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configuran una sintesis de la obra de Tomasello y una cla-
ra manifestacion de su ideario esteético, la marca de toda
unageneracion de geniales artistas plasticos que ha venido
dando la Argentina desde comienzos del siglo pasado.

Un homenaje a aquella vision que él mismo ha referido
en innumerables ocasiones acerca de las manchas de color
que dejan sobre una mesa los ohjetos, y que lo llevo a idear
su propio arte, sus atmdsferas cromopldsticas -como él las
bautizara- surgidas del juego eterno entre la luz y el caolor
en movimiento.

Como su admirado Maondrian, Tomasello ha buscado
incesantemente -logrando dejar atras lo superflug, lo in-
trascendente, lo efimero- la esencia de las cosas, esa
misteriosa y poética simplicidad, como el dice, gue vemas
aflorar resplandeciente en la obra que se exhibe en el hall
de entrada del MNBA Neuguén.

Como su gran amigo Julio Cortazar dijera alguna vez,
“Tomasello juega a ordenar lo desordenado, a peinar minu-
ciosamente la cabellera de la luz, pero par debajo de esta
disciplina hay el placer de liberar, con pleno rigor geome-
trico y plastico, algo coma las emaciones de la materia, su
murmullo azul o naranja”.

“Atmadsfera Cromopléstica” es una obra incluida en la
propia arquitectura del MNBA Neuquén. Una obra que for-
ma parte del propio edificio, que nacid con él y que, a la
vez, es inseparable de la propia estructura y de su propia
historia.

Ahi esta como tiene que ser, tal como yo lo sofié

Hacia mediados de los afios 40, Raul Lozza, que venia de
navegar las correntosas aguas del naciente Arte Concreto,
comienza a alejarse de esa vertiente y a hablar de la pintura
camo de un hecho con plena autonomia respecto del marcao

que la contiene y circunscribe. Declara la inexistencia del
fondo pictarico y coloca a los caolores -suspendidos en el
plano- en un juego dinamico. Acufia un término que resu-
mira su pensamiento y su vida: “perceptismo”.

Para Lozza, el “perceptismo” induce a quien mira la obra
hacia la accidn, paniendo en marcha su propia creatividad.
Con esto abre un inabarcable panorama en el que habran
de jugar libremente desde la vision del espectadaor hasta su
propia emotividad.

En un catalogo de su exposicion en la galeria Van Riel,
Lozza explica gque “el perceptismo se manifiesta como
la etapa superior y mas avanzada de la pintura. Inaugura
una nueva era en el arte, y difiere de las demas escuelas
abstractas y concretas en el hecho fundamental de haher
logrado por vez primera la realidad del plano-color, un nue-
vo concepto de estructura consustanciado con el proceso
practico de los medios visibles de creacion, y la superacion
de las contradicciones entre forma y contenido, razon de
ser del arte representativo y pesadilla del arte abstracto”.

De aguellos afios, mas exactamente de 1948, data el que
quiza sea el mas importante de los murales ideadas por
Lozza, el Unico integrado por siete elementos de geome-
tria tan variable como racional y que fue la segunda de las
donaciones recibidas por el MNBA Neuquén de manaos de
un autar.

El “Gran Mural Neuguén”, tal es su titulo, corona la entra-
da al salén auditorio del museo y representa lo desarralla-
do por Lozza en su Teoria Estructural del Colar, uno de los
libros escritos por este pintor nacido en Alberti, pravincia
de Buenos Aires, en 1811 y fallecido a los 96 afios en 2008.

Nada es azaroso en esa obra. Cada elementoy cada color
guarda relacion con el espacio y con los elementas y co-
lores que le siguen, en una ecuacion que busca desnudar
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la forma, descartar lo ilusario y dejar al descubierta Unica-
mente |o real, para que el resto lo complete el espectadaor.

Al ver su obra concluida, suspendidas las siete partes
irregulares sobre el plano, en un juego de colores y geo-
metrias que él mismo supo extraer de intrincadas formulas
fisico-matematicas, el maestro expresa: “Ahi esta como
tiene que ser, tal como yo lo sofié”. Esta frase, que fue a
un tiempo sintesis y reconocimiento, es uno de los premios
gue enorgullecen a este musea y a su gente.

El graniconoclasta del concepto
Hasta el afio 2005, Ledn Ferrari jamas habia expuesto en el
Museao Nacional. Esa era la gran deuda del Estado argentino

con uno de sus mas importantes y controvertidos artistas
plasticos. Nacido en Buenos Aires en 1920, escultor desde
los 50 y ganador del Ledn de Oro de la Bienal de Venecia
entrado el tercer milenio, su nombre y apellido se imponen
cada vez que se alude, en cualquier cenaculo cultural del
mundo, a lo que se ha dado en llamar Arte Conceptual.

Sus muestras -provocadoras, icanoclastas, irreveren-
tes- hahbian terminado méas de una vez en un escandalo ju-
dicial promovido por la intolerancia ultramaontana.

Hay en la obra de Ferrari palabras explicitas y recono-
cibles, pero también ininteligibles. Hay palabras que pare-
cen metamorfosearse en otras a partir de la diseccion que
el artista efectla como un ohsesivo criptografo, llegando
a transformarlas en incomprensibles grafias propias de
quienes, en medio de la noche, intentan escribir sumidos
aun en las penumbras del suefio.

Pero también las hay escritas sobre cuerpos de mani-
quies, sobre senos y caderas, y codificadas para ciegos en
antiguas fotografias. Y las hay invisibles, implicitas en los
objetos cotidianos brillantemente combinados y presen-
tados por Ferrari como una puesta en escena mardaz de
la realidad. Y, si la musica es lenguaje, las hay también en
la forma de sonidos, en los extrafios y fascinantes instru-
mentos musicales creadaos por el artista.

El MNBA Neuguén fue su casa en 2005 y sus obras con-
mavierony revolucionaron las mentes de los asistentes. De
esa visita histdrica a Neuquén dond 29 obras que haoy for-
man parte del patrimonio del museo.

Una de ellas, “Berimbau”, que forma parte de su serie de
instrumentos musicales, se encuentrainstalada ala entra-
da del hall del museo. Se trata de una obra de envergadura
cuyo titulo corresponde al instrumento de percusidn tradi-
cional del nordeste brasilefio, acompafiante de los duelos

Leon Ferrari tocando su Berimbau
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de capoeira, arte marcial con el que los esclavas del Brasil
se defendian de sus captares.

Pero que en este caso, ya desde el prisma que hace de
base como de los largos barrotes de hierro, la obra plan-
tea un concepto, una metafora de la prision, la carcel -ex-
terna e interna- que todo lo encierra, aungue al mismo
tiempo, los flexibles barrotes sonoraos parecen abrirse y
entrever la posibilidad de alcanzar la libertad ansiada en
todo corazon prisionero, ya sea el de otros, como el de
uno mismo.

Pulsados, los hierros se entrechocan y producen sonidos
gue remiten a antiguos campanarios de iglesia, y esto se-
duce al visitante que no resiste la tentacion de tocarlos. En
las visitas guiadas de los grupos estudiantiles, a menudo
los guias pulsan esas cuerdas, coma para que la magia que
dio vida a esa obra desde la mente de uno de las mas im-
portantes creadores del presente, se transmita a las nue-
vas generaciones traducidas en sonido, lenguaje universal

de la musica.

Melé x 87 x 62

Juan Melé cumplio 87 afios en el MNBA Neuquén. Este ani-
versario fue celebrado en la inauguracion de su gran mues-
tra retrospectiva de 2010, como homenaje a la trayectoria
de este artista nacido en Buenos Aires en 1823y pionero de
las vanguardias abstractas de los afios ‘40 cuando integro
la mitica Asociacidn Arte Concreto Invencion hasta 1949,
afio a partir del cual emprendit su solitario camino de ex-
perimentacian.

Esa muestra -de mas de sesenta obras elegidas jun-
to a el en su taller portefio- abarco casi toda la vida pro-
ductiva de este artista argentino reconocido en el mundo
entero y motivé un texto memorable del venezolano Luis
Pérez Oramas -curador latinoamericano del Museo de Arte
Modernao de Nueva York- quien, con brillante y erudita pro-
sa, hahld tanto de las vanguardias argentinas de los afios
40 y de su influencia en el concierto de las artes plasti-
cas latinoamericanas, coma de los versos de Jorge Luis
Borges, los compadritos, el tango y la importancia universal
de Juan Melé.

Para el MNBA Neugueén, el texto de Pérez Oramas -que
figura hoy en el catalogo de la muestra- significo la satis-
faccion de que uno de los museos de arte mas importantes
del mundo pusiera su atencion en un artista argentino y en
este museo, lo cual no deja de constituir un explicito reco-
nocimiento a todo el trabajo realizado en estos afios.

Paralelamente a la realizacion de la muestra, Melé hahia
expresado su intencidn de donar un cuerpo de ohras ente-
ro al MNBA Neuquén, lo cual finalmente se concreto en el
legado de 62 obras que hay forman parte del patrimonio
del museo vy la ciudad. Se trata de la méas grande colec-
cion de obras de Melé que tenga musea alguno, no ya en la
Argentina, sino en el mundo.

Festejo del 87° cumpleafios de Juan Melé en el MNBA Neugqueén



Esas 62 obras, generosamente donadas par Melé, le
abrieron la puerta al MNBA Neuquén para inaugurar una
nueva etapa de su historia, relacionada, esta vez, con la
posibilidad de iniciar la itinerancia de muestras por museos
argentinos e internacionales.

La difusian de la obra de Melé -pero también la de otros
creadares que han donado sus trabajos-, la recirculacion
de la cultura, la redistribucion del conocimiento hacia otras
latitudes en un intercambio de bienes culturales con otros
museos, traeran enarmes beneficios a los ciudadanos.

Esa puerta esta ahierta y deparara un gran crecimiento
a esta institucion.

Zona de Catastrofe” -o “El poder vulnerable”- vy
cadigos de barras para hablar de la desigualdad
Diana Dowek ha creado una de las ohras que, con mas
dramatismo, habla de la crisis de instituciones pre-
sumiblemente indestructibles, pero que la realidad
argentina y latinoamericana de los Ultimas cien
afios han demostrado cuan fragiles pueden lle-
gar a resultar ante la inundacion de
la corrupcidn, del autoritarismo y de
las dictaduras.

En esa obra, de gran porte por
cierto, puede verse, intermediado
por la reflexion de un espejo, al edi-
ficio del Congreso Nacional, sede del
Parlamento argentino, arrasado por
las aguas que parecen arrastrarlo
hacia el ahismo.

Obra impactante para todo aquel
gue haya vivido en carne propia los
vaivenes de las fragiles demaocracias,

ya sea en Argentina como en cualquier pais del planeta don-
de las libertades publicas y los derechos humanos hayan
sido conculcados. Esa obra fue donada al MNBA Neugquén
por su autora y forma parte del patrimanio neuquino.

Desde otro lugar, el artista plastico y fildsofo franco-
canadiense Hervé Fischer -considerado como uno de
los “padres” del llamado Arte Digital y fundador del Arte
Saciolégico- en ocasion de visitar Neuquén para presentar
una muestra retrospectiva de su obra, dond una creacidn
de su autaoria que tuvo la peculiaridad de ser gestada aqui
misma, en el museo.

En ese trabajo, Fischer se inspird en una obra del genial
artista uruguayo Joaquin Torres Garcia sobre la
cantradiccion entre el Norte y del Sur y, mediante
la figura de los codigos de barras -icono del siste-
ma capitalista consumista- estahlecid una lectura
comparativa entre ambos mundos: por un lado, el
desarrallo, encarnado en el Norte, y, por otro, la pos-
tergacion y el subdesarrallo, simbolizado en el Sur,
en una dialéctica feroz que desnuda la desigualdad
imperante en el planeta entre las naciones llamadas

centralesy las asi llamadas emergentes.

Otras Donaciones

De José Manuel Ciria -pintor espafiol
nacido en Manchester, Reino Unido- el
MNBA Neugquén recibit una obra que lle-
go a él como parte de una muestra coor-
dinada juntamente con la embajada de
Espafia, una de las tantas delegaciones
consulares con las que el museo ha sus-
cripto convenios de cooperacian. Setrata
de una de las obras mas representativas

Juan Melé [1923]). N° 66, 2006. Acrilico sohre madera. 72,5 x 25,5 x 47 cm
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de este gran artista espafal nacido en 1962. Esto ha sido
fruto del intenso trabajo que el musea lleva adelante can re-
presentaciones diplomaticas y consulados de varios paises,
a los fines de mantener conectada esta institucion con la
realidad artistica y cultural de otras partes del mundo.

Luis Felipe Noé -uno de los fundadores del grupo de la
Nueva Figuracian, a finales de los afios 50 junto a Ernesto
Deira, Rémulo Maccio y Jorge de la Vega- dond una de sus

obras en la que estéa presente aquel lenguaje estético y for-

mal gue revoluciond la estética de los afios 60, en medio
de la puja entre figurativos y abstractos que dominaba la
escena artistica portefia en aquellos afias irrepetibles.

Del surrealista Juan Carlos Liberti recibimas una de sus
obras mas representativas, titulada “Canclave de culturas®,
un trabajo de los afios 80 en el que refleja mucho de lo que
representa la ciudad de Neuguén desde el puntao de vista de

Diana Dowek (1942). Zona de catdstrofe o el poder vulnerable, 1996.

Triptico de pintura acrilica montado con espejos, maderas y hierro. 500 x 200 x 250 cm
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su diversidad cultural, fruto de la inmigracion de las Ultimas
cuatro décadas.

En charlas con Liberti, éste se habia mostrado impre-
sionado por la variedad sociocultural y de origen de los ha-

bitantes de la ciudad, provenientes de los cuatro puntos
cardinales, y no dudo un instante en donar precisamente
esa obra para el musea en virtud de su tematica y de esa
caracteristica que hace de Neuguén un crisol de identida-
des Unico en el interior del pais.

Asi fueron dejando su legado otros artistas como el es-
cultor Jorge Gamarra, el pintor Ricardo Laham o el Grupo
Escombros. Este dejd para el museo dos obras: una pre-
cisamente saobre la desigualdad que muestra la magueta
de una villa miseria -un asentamiento pobre de las grandes
ciudades- erigida sobre un lingote de oro, y, otra, titulada
“La silla del poeta”.

Algunas familias de artistas fallecidos donaron obras al
MNBA Neuquén, como la de Manuel Espinosa, quien fuera

Luis Felipe Noé (1933). La ventana indiscreta, 2008. Técnica mixta sobre tela. 142 x 216 cm
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compafiero de ruta de Tomaselloy de Lozza; o la familia del
incomparable Alejandro Kuropatwa, que dong una de sus
mas importantes fotografias.

Pero, por otra parte, el MNBA Neuguén ha venido tra-
bajando en estos afios con distintas instituciones y em-
presas privadas que impulsan la difusion de la cultura y el
fomento del arte. De esa interaccion han surgido donacio-
nes de obras de gran relevancia para el patrimonio propio
del museo.

Tal es el caso de la feria ArteBA, de la cual el MNBA
Neuguén ha recibido dos obras fundamentales: una de
Alejandro Puente y otra de Ernesto Deira, uno de los in-
tegrantes del Grupo Nueva Figuracion. Esto ocurrié en
2008, cuando el museo fue seleccionado por el programa
Matching Funds ArteBA Zurich como unao de los museos
que recihirian una donacion de veinte mil pesos, como
parte de un fondo para la compra de obras artisticas du-
rante el desarrollo de esa feria. Por su parte, la empresa
Chandon adquirié y dond para el MNBA Neuquén una obra
de Pahblo Siguier.

El Fondo Nacional de las Artes, a suvez, aportd dos obras
del artista plastico espafiol Esteban Lisa, fallecido en 1983.

Pero las donaciones también incluyeron generosidades
locales, como la de los artistas plasticos Carlos Juarez y
César Giaginto. Juarez, arquitecto y artista plastico, dong
una obra circular alusiva a las culturas originarias de la
Patagania, realizada bajo la técnica del collage, en un es-
tilo que lo caracteriza y que le valié ser el primer artista
plastico local en exponer en el MNBA Neuguén. Giaginto, por
su parte, dono una fotografia seriada con imagenes de in-
migrantes, en una metafora acerca del caracter aluvional
de Neuguén, y que fuera expuesta en el MNBA Neugquén en
ocasion de realizarse el Festival de la Luz 2010.

Finalmente, el MNBA Neuguén ha tenido el honor de re-
cibir la donacién de dos cuadros del renombrado pintor
cardaobés Francisco Vidal. Ambas -propiedad de la familia
Diaz Ortiz, de larga raigambre en la ciudad -son retratos de
miembros de la misma.

Las ultimas donaciones recibidas que merece destacar-
se san las legadas por Juan Fontana y Clorindo Testa, el
gran arquitecto-artista nacional, a quien esta ciudad tuvo
el honor de tenerlo como jurado en el concurso que posibi-
lité la construccian de la Fuente del Centenario, una obra
del escultor Eduardo Pla, que se yergue en pleno centro de
esta ciudad.

Un Futuro auspicioso

Un museo es su coleccion, y las donaciones que recibe ha-
blan tanto de su histaria como del valor que el mismo tiene
en el conciertao cultural y artistico de su comunidad.

Tales donaciones son apuestas al futuro, pero, también,
certificaciones de calidad para con el trabajo que, a traves
de su personal, ese museo desarrolla.

Son actos de confianza y de reconocimiento vy, a la vez,
muestra de la generosidad que aln campea en el espiritu
de las personas.

En estos afios, el MNBA Neuquén, nacido en la pear de las
crisis saciales, ha cimentadao un invaluahle patrimonio ar-
tistico proveniente de todas esas expresiones testimania-
les que se traducen en las donaciones recibidas. El futuro
no puede ser mas auspicioso.
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Francisco Vidal (1898 -1980). Retrato de Federico Diaz Lazcano. Oleo sobre tela. 105 x 88 cm
Francisco Vidal (1898 -1980). Retrato de Ana Maria Garcia Casas. Oleo sobre tela. 105 x 88 cm
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la sumergida, 19689. Xilografia hlanco y negro, impresion 7/25. 40 x 70 cm

I

Victor Rebuffo (1903-1983). La vi

onguita, 1977. Xilografia color, impresion s/N°. 34 x 26 cm

/

Victor Rebuffo (1903-1983). Mi
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Alberto Cedrén (1937-2007). La leccidn de anatomia. Oleo sobre tela.
Emilia Gutierrez (1928-2003). Juglares. Oleo sobre tela. 70 x 100 cm
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Juan Carlos Liberti (1930). Conclave de culturas, 1992/1996. Oleo sobre tela. 100 x 100 cm
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Grupo Escombros (1988). La silla del poeta, 2003. Instalacion con sillay base. 30 x 50 x 50cm /115 x 50x 130 cm
Grupo Escombros (1988). Lo desigualdad, 2005. Objeto sobre mesa con clpula. 60x 75x 80 cm / 100 x 100 x 60 cm
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José Manuel Ciria (1960). Urshanabi, el Barquero, 2005-2006. Oleo y collage sobre lona. 250 x 250 cm
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Ricardo Laham [1940]). Relaciones, 1977/2007. Acrilico sobre tela. 190 x 190 cm
Alejandro Puente (1933). Sin titulo. Oleo sobre tela. 71 x 80 cm
Herveé Fischer (1941). Norte-Sur, 20089. Acrilico sobre tela. 150 X 100 cm
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Carlos Herrera [1976). Afghanistdn tours, ADAM KHAN, 2005. Videa digital. 2 min. 30 seg.
Carlos Gémez Centurion (1951). Altas Cumbres XV, 2011. Técnica mixta sobre tela. 130 x 101 cm
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Juan Fontana (1955). Coraza 007, 2005. Acrilico sobre tela. 145 x 180 cm



Clorindo Testa (1923). Baldosa N° 3, 2011. Acrilico sobre tela. 50 x 50 cm
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Carlos Juarez (1952). Rogativa, 2008. Collage y dleo. 170 cm de diametro
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Ledn Ferrari (1920). Alafia, 2005. Pintura relieve sobre papel. 100 x 70 cm
Ledn Ferrari (1920]). Escrituras, 2004. Pintura relieve sobre cilindro acrilico. 100 x 42 cm
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Ledn Ferrari (1920). Berimbau, 1980/2005. Barras de acero clavadas en vigas de madera. 400 x 150 x 150 cm
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Ledn Ferrari (1920). Cuadro escrito, 1964-2005. Copia serigrafica de Cuadro escrito 17/12/64 [1/X]. 66 x 48 cm
Ledn Ferrari (1920]). Carto a un general, 1963-2005. Copia serigrafica de Carta a un general, 1963 (1/X]). 24 x 14,2 cm
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Ledn Ferrari (1920). Santa Teresa en el infierno, 2005. Fibra sobre papel. 100 x 50 cm



Ledn Ferrari (1920)

1] Espectadores. Heliografia, 1981. Copia 2004. 95 x 95 cm 6) Destino C. Heliografia, 1982. Copia 2004. 70 x 100 cm
2] Espiral C. Heliografia, 1983. Copia 2004. 60 x 60 cm 7] Camas. Heliografia, 1982. Copia 2004. 88 x 114 cm

3) Rond Point Il. Heliografia, 1981. Copia 2004. 93 x 100 cm 8) Caminos. Heliografia, 1982. Copia 2004. 68 x 100 cm
4] Cruzamiento. Heliografia, 1982. Copia 2004. 100 x 100 cm 9) Passarelas. Heliografia, 1981. Copia 2004. 78 x 110 cm
5] Espectadores reciprocos. Heliografia, 1981. Copia 2004. 80 x 100 cm 10] Pasarela. Heliografia, 1980. Copia 2004. 107 x 140 cm
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Ledn Ferrari (1920)

12) Cruce. Heliografia, 1983. Copia 2004. 100 x 100 cm
12) Cuadrado. Heliografia, 1982. Copia 2004. 100 x 100 cm
13) Tabuleiro. Heliografia, 1982. Copia 2004. 106 x 106 cm
14] Mesas C. Heliografia, 1983. Copia 2004. 76 x 73 cm
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15) Escritura. Heliografia, 1982. Copia 2004. 100 x 196 cm
186) Estudo. Heliografia, 1981. Copia 2004. 93 x 93 cm
17) Escalera. Heliografia, 1983. Copia 2004. 100 x 100 cm
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Ledn Ferrari (1920)

18] Toilette. Heliografia, 1982. Copia 2004. 100 x 100 cm
19) Planta. Heliografia, 1980. Copia 2004. 96 x 96 cm
20) Cidade. Heliografia, 1980. Copia 2004. 100 x 100 cm
21) Bairro. Heliografia, 1980. Copia 2004. 110 x 240 cm
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22) Rua. Heliografia, 1980. Copia 2004. 105 x 280 cm
23] Planta. Heliografia, 1986. Copia 2004. 70 x 100 cm
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Ernesto Deira (1928-1986). Sin titulo, 1966. Tinta sobre papel. 34,5 x 42 cm
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Esteban Lisa (1895-1983). Juegos con lineas y colores, 1955. Oleo sobre cartdn. 29,8 X 23,2 cm
Esteban Lisa [1895-1983). Juegos con lineas y colores, 1965. Oleo sobre papel. 34,7 x 22 cm
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Mario Gurfein (1945). Camino, 2010/2011 . Tempera caseinay ¢leo sobre tela. 162 x 130 cm
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Raul Lozza (1911-2008]. Gran Mural Neuguen, Obra N° 308, proyecto de mural 1948, 2004.
Poliedros de madera sobre pared de 525 x 883 cm



Juan Melé (1923)

1) N°39,1938. Acrilico sobre madera. 60 x 45 x 31 cm
2) N°7,13946. Acrilico sobre tela. 75 x 45 cm

3) N°23,1947. Oleo sobre tela. 81 x 56 cm

4] N° 30,1948. Oleo sohre tela. 80 x 56 cm

5] N°16, 1985, Acrilico sobre madera. 28,5 x 56 x 28 cm
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1

6] 1124,1978. Acrilico sobre tela. 102 x 127 cm
7)190,1976. Acrilico sobre madera. 127 x 168 cm
8] Energy 2, 1987. Acrilico sobre tela. 127 x 81,5 cm
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Juan Melé (1923)
9) R 175,1982. Acrilico sobre madera. Triptico. 127 x 51,5; 127 x 102; 127 x 51,5 cm
10] 1146, 1980. Acrilico sabre tela. Triptico. 91 x 35,5; 91 x 71; 91 x 35,5 cm



11] R 233,1988. Acrilico sabre tela. 80 x 120 cm
12)1139,1980. Acrilico sobre tela. 102 x 127 cm
13) R 188,1985. Acrilico sobre madera. 66 x 23 x 4,5 cm
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Juan Melé (1923)

14] R 450 bis, 1892. Acrilico sobre madera. 122 x 122 x 7 cm
15) R 302 bis, 1990. Acrilico sobre madera. 122 x 122 x 6,5 cm
16]) R 566, 1995. Acrilico sobre madera. 122,5x 122 x9,5cm
17) R 563, 19895, Acrilico sobre madera. 108 x 99 x 6 cm

18) R 584, 1995. Acrilico sobre madera. 122 x 124 x 6 cm
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19] N° 39, 1988. Acrilico sobre madera. 57 x 60 x 95 cm

20) N° 208, 1988. Acrilico sobre madera. 97 x 87,5 x 43,5¢cm

21) N°20, 1993. Acrilico sohre madera. 72 x 60 x 68 cm

22) N° 49 Torredn, 2002. Acrilico sobre madera. 72 x 39,5 x 27 cm
23] Tarre, 2000. Técnica mixta. 205 x 57 x 56,5 cm (sin base]

24] N° 51, 2003. Acrilico sobre madera. 75 x 46,5 x 30 cm
25]) N° 68, 2007. Acrilico sobre madera. 91 x35x 27,5 cm
26] N°62, 2006. Acrilico sobre madera. 95 x 59 x 30 cm
27) N°37,1983. Acrilico sobre madera. 77,5 x 34 x 16,6 cm



Juan Melé (1923)

28] R 631, 1997 Acrilico sobre madera. 142 x 140,5x 7 cm
29) R 623,1997. Acrilico sobre madera. 141 x 141 x 7 cm
30) R622,1997. Acrilico sohre madera. 170 x 168,5x 10 cm
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31) R 798, 2000. Acrilico sobre madera. 118 x 119,5x 9,5 cm
32) R 666, 1998. Acrilico sobre madera. 100x99,5x 7,5¢cm
33) R 664, 1998. Acrilico sobre madera. 122 x 122 x 8 cm
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34]) R 930, 2006. Acrilico sobre madera. 121,5x121,5x8,5¢cm 37) N° 57, 2006. Acrilicos sobre madera. 74,5x 35 x 22 cm
35] R 805, 2000. Acrilico sobre madera. 173 x 173 x 12 cm 38] R 926, 2006. Acrilico sohre madera. 86 x 86 x 8,5 cm
36) N° 65, 2006. Acrilico sobre madera. 68 x 33,5x 18 cm 39) R 862, 2004. Acrilico sohre madera. 127,5x 127,5x 12 cm
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Juan Melé (1923)

40]) R 841, 2002. Acrilico sohre madera. 89,5x 89 x 11 cm

41) R 870, 2004. Acrilico sobre madera. 105,5 x 105,5x9,5¢cm
42) R 835, 2002. Acrilico sobre madera. 86,5 x 86,5x 9,5 cm
43) R 844, 2003. Acrilico sobre madera. 85,5 x 86 x 9 cm

44) R 866, 2002. Acrilico sobre madera. 149 x 149 x 9,5 ¢cm

[ty S U
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45) R 976, 2010. Acrilico sohre madera. 80 x 80 x 6 cm
46] R 983, 2010. Acrilico sohre madera. 80 x 80 x 7cm
47) Nedn 904, 2006. Tecnica mixta. 100 x 100x 11 cm
48] R 889, 2005. Acrilico sohre madera. 60 x 60 x 6 cm
49] R 854, 2003. Acrilico sobre madera. 160 x 180 x 17 cm
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Juan Melé (1923)
50] R 955, 2008. Acrilico sobre madera. 60 x 60 x 7,5 ¢cm 54] 395, 2004. Gofrado, copia 2/5. 51 x40 cm
51] R 969, 2009. Acrilico sobre madera. 80 x 80 x 7,5 cm 55) A/P “G. 69", 2003. Gofrado. 50 x 34,5 cm
52] R 964, 2008. Acrilico sohre madera. 80 x 80 x 8 cm 56) 941 Chemin Vert, 2008. Gofrado, copia 16/20. 60 x 55,5 cm

53] R 985, 2010. Acrilico sohre madera. 80 x 80 x 7 cm
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57) R 863, 2004. Acrilico sohre madera. 127,5x 128 x 11 cm 80) R 970, 2009. Acrilico sobre madera. 60 x 60 x 8 cm
58] R 864, 2004. Acrilico sohre madera. 128 x 128 x 10 cm 61] R 981, 2010. Acrilico sobre madera. 60 x 60 x 5,5 cm

59) R 982, 2010. Acrilico sohre madera. 60 x 60 x 7 cm
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Luis Tomasello (1915). Atmdsfera cromopldstica, 2004. Paliedros de chapa pintadas a fuego sobre muro. 300 x 700 cm
Alaizquierda: detalles de la obra
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Pablo Siquier (1961). Sin titulo, 1993. Acrilico sohre tela. 70 x 50 cm
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Marcela Sinclair (1968). Sin titulo, de |a serie Modelizacién Psicogeamétrica, 2007. Intervencion sohre ventana existente. 175 x 475 cm
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Sergio Carvalho [1969). Serie Escravas, 2008. Fotografia hlanco y negro. 29 x 44 cmc/u
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César Giaginto (1942). Lo tira, 2010. Instalacian fotografica
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Juan Doffo (1948). £/ borde del vacio, 2002. Fotografia color. 150 X 122 cm
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Juan Doffo (1948]. Niebla de lo real I, 2000. Fotografia color. 122 X 150 cm
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Margarita Paksa (19386). Interior - Exterior 11, 1969 y 2000. Acrilico
cristal sobhre madera pintada con marcao de aluminio.

47 x 30 x 2,5cm (acrilico] y 90 x 30 x 4 cm [madera)

Margarita Paksa (1938). Libro de artista, 2008. Caja de madera
farrada con simil terciopelo que contiene todos los componentes de
la instalacién Comunicaciones, 1968. 23 x 23 x 7 cm [cerrada]

224

Margarita Paksa [1936). Videos. Sobre el discurso de mi, 1994.
19:20 min / 500 watts, 4635 KC, 4,5 C*, 2006. 28 min / Copia del
proyecto Ultra Real creado a partir de una remake de la instalacian
Ultra de 1967, Margarita Paksa + Alejandro Cairola, arteBA, 17 al 22
de mayo 2007 / Tenis, 1997. 12 minutos / El descanso de Loreta,
1992.11 minutos / Entre El Cielo y La Tierra, 1994. 5 minutos /
Tiempo de descuento. La hara cero 5/5,1978. 10 minutos



Alejandro Kuropatwa [1956-2003]). Sin titulo, 2002. Fotografia calor. 216 x 187 cm
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This book presents, for the first time, the history of the Museo
Nacional de Bellas Artes Neuguén through its collections, a tour
through the works upon which the Museum’s history is founded.
In addition to over two hundred works from the National Heri-
tage depaosits sent by the Secretaria de Cultura de la Nacion an
the occasion of the opening of the building, there are the many
donations made by the artists, their families, private companies,
arganizations which the Museum has worked with over the years,
and private individuals. The works presented in this volume make
up the most important inventory of visual artwarks in Argentina
outside Buenaos Aires, and are the cornerstone of the first national
art museum built by a municipality in this country. This is a fine
example of the federalization of culture, a model of coparticipative
management in which a number of different actors have played
parts of equal impartance, from the Secretaria de Cultura de la
Nacidn, which donated the works, the Municipalidad de Neuquén
which built, financed and still manages the building, to the private
sectar, which provides support to maintain the Museum by means
of donations fram companies and cultural institutions. But the
histary of the MNBA Neuguén is just as much the history of the
pieces themselves, not only the Museum'’s own legacy but also
that of the city of Neuguén. Fram the vast mural by Luis Tomasello
which presides the entrance hall, donated by the artist before

the building had even been finished, to the most recent donatiaon
received from the hands of its creatar, Clorindo Testa, the great
Argentine artist-architect. It is in these works, in their quality and
cultural value and in the weight of the names that have signed
them, names engraved in the annals of the history of art from
the mid-20th century to the present, as well as in those whose
responsibility it is to manage the Museum that we see reflected
effort, responsibility, dedication and fundamentally, the commit-
ment to culture.

Finally, we should like to make public our thanks to those people
who made it possible to imagine the MNBA Neuguen and make a
reality, an integral part of our everyday surroundings; to the Mayor
of Neuquén, Horacio Quiraga, the former Secretary of Culture of
the Nation, Torcuato di Tella, to the former director of the MNBA,
Jorge Glusherg, and to the national and regional media which have
accompanied our efforts on a day-by-day basis, as well as the
staff and callaboratars warking at the Museum and of course, our
saciety in general, without which this museum would lack meaning
and reality.

Oscar Smoljan
Director MNBA Neugquen



I should like to extend my congratulations to the Museo Nacional
de Bellas Artes, Neuquen, an institution which continues to carry
out the warthy task of bringing culture to the masses, using part
of the heritage of the Buenos Aires branch of the Museo Nacional
De Bellas Artes which was transferred in 2004.

At the time | was the Secretary of Culture for the National and
| was determined to decentralize the country’s activities and re-
sources as much as possible. In France, | had seen that the Louvre
museum, like its counterpart in Buenos Aires, has a great many
warks of huge value stared in its deposits which it periodically
distributes among the top museums in the country, where they are
kept for many years before being returned in exchange for others.
These are museums with the physical conditions including secu-
rity, temperature and humidity controlled environments and the
capacity to look after artworks properly which ensure these enjoy a
safe passage and their subsequent conservation. As the Neuguén
branch meets all these conditions, | decided after consultation
with our legal counsel, to transfer some twa hundred works se-
lected by the Secretary of Culture of Neuguén, Oscar Smoljan. This
was a highly successful operations. The inauguration of this new
phase was attended by the governar of the province of Neuguén,
Jorge Sabisch, the mayor, Horacio Quiraga, and the former director
of the Museo Nacional, Jorge Glusberg. It was during his time at
the helm of the Museum that the decision was taken to create
the Neugquén branch, a major task financed and carried out by the
municipality. The decentralization of the cultural activities is still
pending, and | very much hope that it will continue to be a priarity
for the national authorities.

Torcuato Di Tella
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The European collection of the Museo Nacional de Bellas Artes en Neuquén

Patricia Corsani y Paola Melgarejo

Italian art from the 15" to the 18" centuries

In 1906, Eduardo Schiaffino-the first director of the Museo
Nacional de Bellas Artes ([MNBA]-travelled to Europe to acquire

a number of warks, with a view to completing and increasing the
Museum’s own collection. He also sought to help transmit art
teachings by showing both originals and copies of works by the
great masters, purchased in their countries of origin. Schiaffino
received his artistic training in France towards the end of the 19"
century, an habitué of the teaching system in vogue there at the
time, whereby the students used to copy pictures and sculptures
in their classes. One of the abjectives he nurtured on this trip

was to implement a similar method in Buenas Aires by creating

a museum of comparative sculpture. He purchased some 1,200
reproductions of ancient and modern works in Spain, Italy, France,
Belgium, The Netherlands, Germany and Austria. One of these
capies, selected for the MNBA-Neuquén, represents Filippo Strozzi
(from the ariginal by Benedetto Da Maiana] and probably joined
the collection as a result of Schiaffino’s purchase.

On his trip, which came to be known as the “Misién Schiaf-
fino”, he also acquired one hundred works painted prior to the
19% century, from the Dutch, Flemish, French, English and Italian
schoals—this last being the most numerous—as well as 596
sketches from the Bayley collection which currently make up the
main nucleus of the MNBA's collection of drawings. Schiaffino
came across this callection when he was visiting Rome in 1906,
at the house of the art expert Dario G. Rassi, and on his return
to Buenos Aires he set about negotiating the purchase. This was
achieved with the help of the Ministro de Instruccion Publica in
1907. Rossi himself brought over the drawings when he traveled to
Argentina on the steamliner Aragdn which docked in March 1907.
Although Schiaffino wanted to exhibit them on June 30, 1908, on
the occasion of the inauguration of the new halls exhibiting the
warks purchased twa years earlier in Europe, this was not possible
due to a lack of space. The warks from the Bayley collection were
finally shown on at least three occasions, in 1950, 1851 and 1967.
The curatarial guidebook launched in 2004 presents a series of
these drawings, which, independently of their aesthetic qualities,
were cansidered crucially impaortant tools for the development of
art teaching by the members of the Generacian del ‘80.

The drawings in the Neuguén selection are by Italian artists from
the 15" to the 17* centuries, such as Lorenzo de Ghiberti, Tiziano
Vecellio, Andrea del Sarto, Annibale Carracci and Guido Renni. The
inks, watercalar, gouache, graphite and sanguine technigues are

mostly fram the Bayley callection. Other drawings not from this
set are Jesus resucitado, San Andrés y San Longino, by Andrea
Mantegna, works donated by lldebrando Raossiin 1910.

The 18" century is represented by an ail painting by Giacomo
del Po on a religious theme, donated by Adriana Rassi in 1896, the
year when the MNBA opened, as well as by a selection of etchings
from the series Le Vedute di Roma [1756), by the Italian architect
Giovanni Battista Piranesi.

The engravings describe in minute detail the architecture and
ruins of Imperial Rome in the mid-18" century. The birth of arche-
ology as a scientific discipline gave rise to an interest in ruins and
the remains of past splendor.

Piranesi’s series of prints continued to be reproduced until the
beginning of the 19" century, their poetic renditions proving to
be very popular. The major callection of 600 prints currently in the
possession of the MNBA was donated by the Ministerio de Justicia
e Instruccion Publica, prior to 1910, and was displayed during
several opportunities during the 1990s.

The Dutch Golden Age and English painting from the 18"
and 19" centuries

During the 18" and 19" centuries, the prosperity of the Low
Countries was reflected by artists working in different genres
which answered to the dominant Barogue style prevalent in Europe
and which in Holland acquired the distinctive feature of realistic
descriptive painting. The members of the moneyed bourgeoisie
were the main buyers of these small pictures which they used to
decorate their homes.

Portraits became the order of the day, and to emulate the
fashion in the Barogue courts, both wealthy merchants and the
members of the bourgeoisie commissioned works to fulfill their
aspirations of immortality. The Dutch artists were highly skilled in
rendering faithful likenesses of their model's semhblance and per-
sonality, paying great attention to detail in depiction of the dress
and accessaories. The genres of landscapes and tradition were
also much sought after, as the artists “looked at” and described
natural and village surroundings, customs and people gaing
about their daily work with precise detail, a far cry from idealized
representatian.

By the end of the 19" century and the start of the 20™, these
Dutch portraits, landscapes and still life paintings were part of the
collections of eminent partefios such as José Prudencio Guer-
rico, or Emilio Furt and his wife, Elena Gutiérrez, whose works were



subsequently donated to the Museum. Schiaffino was thus able to
acquire Dutch pieces in both Buenaos Aires and Eurape to boost the
founding callection.

The paintings by Nicaolaes Eliasz Pickenoy and Pieter Nason now
in the Neuguen museum are representative of the Dutch contin-
gent in the MNBA's collection.

Although small in number, the collection of English warks in
the Museum reflects the changing trends through the 18" and
19%" centuries. When it was inaugurated, the MNBA only owned
ane English work, The Rat-catcher’s dog, by James Ward, and the
callection of English pieces did not grow much in comparison to
the French one. However, the paintings by artists such as Thomas
Lawrence, Henry Raeburn, Joshua Reynaolds and William Hogarth,
to mention just a few, reveal the most important genres of the
times: landscapes, portrait and Costumbrismo, related in stylistic
terms to Rococo and French neoclassicism. The narrative drawn
up by the MNBA makes this abundantly clear in a hall where both
English and French waorks from the 18" century are shown side by
side. Thus, in Neuguén Joseph Farington, RA [1747-1821), 1796,
by the English academic portrait painter Sir Thomas Lawrence,
acquired in 1813 from the Charles Brunner Gallery in Paris, hangs
next to Homme d’épogue, by Henri-Pierre Danloux, a French
painter and draftsman from the end of the 18" century. Danloux
settled in London in 1782, after fleeing the French Revalution, and
came under the influence of painters such as Lawrence. He exhib-
ited his warks at the Royal Academy the following year, and as a
result received many cammissions and produced a large number
of works on English soil. The influence of the academic is highly
visible in his partraits which are rendered in the Grand Style of the
English schaool, considered the most elevated genre of art for the
Academy. Danloux’s ail painting was donated by the Santamarina
family in 1975, which had previously given the MNBA a wark by
Joshua Reynolds, Bay reading, in 1960, currently on shaow.

French painting from the 18" and 19% centuries

Portraits of servants, the members of the bourgeoisie and aristo-
crats did away with the apparent privileges formerly attached to
the use of the genre on the part of nables and royals. The bour-
geois class commissioned portraits set in palatial surroundings
revealing their wealth and social status.

The two French works fram the 18 century owned by the
Museum were acquired during the administration of Cupertino del
Campo, the third director of the institution and an active supporter
of the creation of the Saldn Nacional and the pioneering Aso-
ciacion Amigos del MNBA.

Adriano Rossi, Aristobulo del Valle, Manuel and José Prudencio
de Guerrico were the first collectors whom Schiaffino approached
for donations of works aimed at building up the Museum'’s stock
of paintings. These gifts were complemented by the purchases

he made on his official mission to Europe between 1903 and
1907. During his stay in Paris, Schiaffino bought paintings and
sculptures for the MNBA as well as sculptures to beautify the city
of Neuquén at the express request of the Mayar’s office. Schiaf-
fino acquired the engraving representing Madame Recamier, ane
of the most distinguished ladies of French society, a wark based
an the famous oil portrait at the Louvre Museum in Paris. As said
earlier, he was interested in drawings and prints as tools for the
study and dissemination of the masterworks shaping the histary
of art in the world, and hence acquired the etching by Jacques-
Louis David. There is also a pastel and the Buste d’une fille by the
painter Jeanne-Philiberte Ledoux, a student of the portrait painter
Jean Baptiste Greuze, both donated in 1938 hy Maria Salomeé and
Mercedes de Guerrico, two eminent collectors of French art.

|. Academic classicism in the 19" century

Academic artists, or pompiers, epitomized official good taste in
France during the second half of the 19* century, the era of the
Second Empire and the Third Republic. These artists professed a
prafound admiration for Greek and Roman culture, whose statues
and oeuvres were shown in museums to the fascination of visitors
and appreciation of future artists who studied them in detail.

The representation of the female nude by these neoclassical
artists—idealized, marbled, or shimmering in mother-of-pearl
white, an the basis of precise drawings—shaows solid academic
training. The favarite subjects depicted by historical painters, as
they came to be known, were Biblical, mythological or oriental, or
taken from ancient history, culled from trips to North Africa, Turkey
or Egypt.

Their respect for the rules of academic style ensured they had
pride of place in the Annual Salan, an occasion of extraordinary
importance and prestige.

The first Argentine collectors took a liking to French art and ad-
mired this academic “precious” style. They sought to acquire works
which had already received the seal of approval through public and
critical acclaim, denaoting the prestige of the Salon and the suc-
cess of the international exhihitions so favared by art lovers.
Some collectors, such as Jose Prudencio de Guerrico, Aristabulo
del Valle, Federico Rufina Leloir, Angel Roverano or the Madariaga
family also purchased works in Paris, in same cases with guidance
from Eduardo Schiaffino himself.

When he was in Paris, Schiaffino contacted Auguste Rodin, the
maodern and highly successful fin de siecle sculptar, whom he
visited in his Meudon workshop and commissioned an example of
The Thinker far the city of Buenaos Aires.

Under the aegis of its subsequent directors, the Museum
expanded the French art caollection with new donations, confirm-
ing partefio society’s preference for this style. The collection was
caompleted with the purchases made by the Comisidn Nacional de



Bellas Artes, involved in the acquisition of works which had arrived
in town and which exerted significant influence in the process of
approvals for future donars. These pieces were exhibited for the
first time in 1932, with a new museagraphic script, in the current
building of the MNBA—the old Casa de Bombas de Obras Sanitar-
ias, specially adapted to meet the Museum’s requirements by the
architect Alejandra Bustillo.

Julio Bormal, a renowned Belgian architect, was also a member
of the Sociedad Estimulo de Bellas Artes. In 1901 Dormal donated
the oil En el bafio, by Louis Papety, currently on show as part of the
Neuguén collection.

The Italian Angel Roverano, who had settled in Buenos Aires,
purchased works in Europe to decorate his residences. As Schiaf-
fino had maintained caontact with Roverano while in France, the
latter made his first donation, a major one, through Ernesto de
la Carcava who acted as an intermediary and brought to Buenaos
Aires in 1906, a total of sixteen pieces (drawings and paintings by
European artists] which were added to the MNBA stock of works.
Subsequently, the Museum received a considerable number of
warks from Raverana’s callection, including French, Spanish, Ital-
ian, Dutch, American, German and Belgian works, such as An-
drocles, by the French Academic Jean Leon Geréme, currently on
shaw in Neuguén.

Il Landscapes

At the same time as the Academic artists, another group of paint-
ers was working on landscapes as a very different genre. Etienne-
Pierre Théadare Rousseau, Charles-Frangaois Dauhigny and Jean
Camille Baptiste Corat, to name a few, sketched their subjects in
the open air, spontaneously and swiftly, sitting in the woods at
Fontainebleau. Later, in their workshops, they would transfer their
impressions of the forest and its singular topographical features
to the canvas.

For Eduardo Schiaffino, director of the MNBA at the end of
the 19 century, Italian art was about tradition while Paris was
synonymous with modern art. His admiration for contemporary
French artists prompted him to purchase some of their warks for
the Museum during his 1906 trip.

The curatorial script proposed by Schiaffino in 1908 grouped
the pieces by genre and technigue with reference to the different
periods, including still life paintings and traditional tableaux fram
The Netherlands, portraits, and a modern landscape, Le torrent,
by Théodore Rousseau. This hall was dominated by Barhizon’s
landscape artists, whom Schiaffino called a breath of fresh air as
he considered that they had opened the doars to Impressionism.

In Paris, meanwhile, Schiaffino not only met many artists, pay-
ing them visits at their warkshops or talking to their families—a
tactic which made purchases both easier and cheaper—but he
also made it his business to get know the marchands of modern

art. This was the case with Gearges Bernheim, who sold warks by
Claude Manet or Edgard Degas. It was Bernheim who sald him
Rousseau’s Le tarrent, as well as Mujer mirando, by Eugene Car-
riere (on show in Neuguén], and Mére e fils by Renair, paintings
from the Barbizan school, Symbalim and Impressionism, respec-
tively. These were the maost expensive pieces he bought. He also
commissioned a work by Eugéene Boudin from the brothers Paul
and Léonce Rosenherg, the directors of a well-to-do gallery in the
center of town.

The MNBA still has a hall earmarked for the Barhizon schoal in
its curatorial script for the permanent collection. This, together
with the Academic art hall, characterizes French art in the second
half of the 19" century.

IIl. Costumbrismao and realism [1830-1850)

French realism reacted against the official proposal of the Paris
Salon, portraying old men, peasants, and warkers who took center
stage in the pieces depicting daily life and portraits. The liberal
revolution of the 1820s and 30s, followed by the 1848 revolution,
meant that thought on social reality inexorably spilled over into art.

Théodule-Augustin Ribot was one of the artists who threw him-
self into naked realism with his portraits of old people and village
men working at their trades.

The Museum has in its possession a one-aoff piece from the
series of popular tales by Thomas Couture, El ogro, now on show
in Neuguén. Couture was a painter at the court of Napoleon IlI
who also presented his paintings at the Paris and Rome salons,
immensely impartant events where his works on historic themes
were applauded by the jury on many an occasion.

Rosa Bonheur and Jean-Francois Rafaelli both worked in the
secand half of the 19" century. While she painted in the animaliére
style, often exhibiting her works in the Paris Salans, Raffaelli
produced landscapes, portraits and scenes fraom everyday life. In
addition to showing his warks in the Paris Salons, he also exhibited
alongside the Impressionists. His pictures portrayed the outskirts
of Paris, urban and country scenes, as well as subjects from the
poorer classes. He was awarded a Gold Medal at the Paris Exhibi-
tion in 1889.

The MNBA also owns five warks by Rosa Bonheur, graphites and
oils representing animals, including a drawing of some harses,
prohably a sketch for her ail Treading Wheat, shown in Neuguén.
They were added in 1907 from the Parmenio Pifiero callection.

As pointed out earlier, in the second half of the 19th century,
styles that were appreciably different to the Academic style began
to make their appearance, mostly in the Paris Salons, the place
where works received their due and art promotion was the order
of the day. New trends that were quite different from the official
preferences of the Second Empire and Third Republic found their
place in navel exhibition locations. The Salan des Refuseés, cre-



ated by Napoleon Ill in 1863, became a public arena in which the
legitimacy of the official Salon was challenged, prompting the

art critics and the general public to take up a variety of different
positions. These creators of a new language left Academic conven-
tion behind, for the artists who followed the Barbizon school and
Symbalism were unable to find their place within the institutional
environment. The absence of idealization in the figures, loose
brushstrokes, themes of modern life in Paris, apen air landscapes,
the study of light and nudity in everyday cantexts were just some
of the aspects that clashed with the polished grandiloguence of
Academic painting.

Other spaces came about at the turn of the century, such as the
Autumn Salon, or the Independents, showing works of the van-
guard by artists such as Georges Rouault, a man linked to Expres-
sionism, whose wark is represented at the Museum in Neuguén by
one of his classic colored lithographs.

Faced with works from Post-Impressionism and the progress of
Expressionism, the annual Paris Salon, which largely focused an
bringing together works related to fin de siecle modernism, had
become a place of tradition imbued with a conservative air. Schi-
affino’s purchases followed the lines set by the exhihition given in
the Musée du Luxembaourg, which he visited frequently on his visits
to Paris.

At the time, this institution was showing a callection of modern
French art, including an intriguing group of warks purchased from
the Societe Nationale des Beaux-Arts. The museum had pieces hy
Boudin, Carriere, Fantin Latour, Latouche, Henner, Puvis de Cha-
vannes, Renoir, Ribot and Rodin, all painters assiduously acquired
by Schiaffina for the MNBA. Both the warks by Carriere and Pierre
Puvis de Chavannes shown in Neuguén were purchased by Schiaf-
fino during his official mission at the outset of the 20" century.

In 1920, the presence of French art in the callections of the
MNBA expanded further with the arrival of the ninety pieces do-
nated by Emilio Furt, mostly from this school. Modern French art of
the 19 century, with works by Corot, Diaz de la Pefia, Courbet and
Theodore Rousseau, typified the collection. This was also the route
taken by the still life authored by Henri Fantin Latour shown in
the Patagonian museum, as well as another two warks in Buenos
Aires. The contribution made by the Santamarina family, in 1875,
added pieces of priceless value to the collection, such as L'hamme
au chapeau haut-de-forme, de retour, by Edouard Manet, and y La
Danseuse by Jean-Louis Forain. The callections of Simon Scheim-
berg, Regina Pacini de Alvear, Maria Teresa Ayerza de Gonzélez
Garafio and Jarge Larco also contributed to the French collection
in the Argentine Museum.

Buenos Aires has the anly monument created by Auguste Rodin
outside France, which is the Sarmiento, located in the Parque Tres
de Febrera. It should be said that when the sculptures by Bourdelle
and Rodin arrived at the MNBA, there was at the time no other

institution which owned such impartant pieces by these artists.
The bust of France, the famous Marianne representing the liberty
of revalutian, exhibited in Neuguén was originally part of the col-
lection belanging to the Argentine President Nacidn Marcelo T. de
Alvear. The sculpture was later acquired by the MNBA in 1942 at an
auction held by the legendary Witcomb gallery.

The artists who renewed art were those who had filled the halls
of the Rejects, the Société Nationale des Beaux-Arts and in 1903,
the halls of the Autumn Salon.

They created a language that was quite different from the
Academic ane, although the young men who exhibited their works
in this environment frequently showed pieces at the official Salon.
This was a new generation of painters and sculptors trained on the
very edges of Academic learning. Their works reveal the arigins of
modern art, a renewal of different genres. Such is the case of Henri
Lebasque, who was in cantact with the Nabi, and who propased an
innovative use of colar.

Hence, the collection of European art lent to the MNBA Neugquen
presents the mast significant trends running through art from the
early 1400s to the beginning of the 20'" century. The paintings,
drawings and sculptures are a testament to tradition, to the aca-
demic style and the renewal of subject, genres and styles which
fill the halls of the institution and enrich the visits of spectators
and viewers.



The collection of Spanish paintings of the Museo Nacional

de Bellas Artes Neuquén

Maria Florencia Galesio

The Museo Nacional de Bellas Artes [MNBA] acquired many of the
Spanish paintings that today make up its caollection between 1895
and 1940, sourcing them from donations, wills and acquisitions.
Together, the works represent a significant part of its heritage.
While there are some thirty eight pictures dating from the 16,
17t and 18" centuries, over four hundred works are from the 19%
and 20" centuries.

When the museum was inaugurated in 1886, in the Bon Marché
building on Florida Street, there were eight paintings of the Span-
ish school on show accaording to the catalogue produced by the
first director of the museum, the painter and critic Eduardo Schi-
affino.! These were all ananymous works, five of which had been
bequeathed by Adriano Rossi in 1893.2

In his first years as the head of the Museum, Schiaffino made
a number of acquisitions in Buenos Aires that he added to the
initial collection. In 1897 he added a group of Spanish waorks fram
the sale of the caollection belonging to Aristabulo del Valle (1845~
1896). To this effect, Schiaffino set up a committee and invited
Ernesto de la Carcova, Augusto Ballerini y Angel Della Valle to join
him in choosing the pieces. In this way warks such as Ecce Homo
(originally in the collection belonging to Andrés Lamas], which was
then attributed to Bartolome Esteban Murillo [1617-1682), as well
as works by contemparary Spanish artists such as El minuég, by
Jose Villegas Cardero (1844-1921), and La convaleciente, by Sal-
vador Sanchez Barbudo [1857-1817). Schiaffino also acquired a
further four paintings for this collection in 1901, including El pafio
de la Verdnica which was most probahly produced in Murillo’s ate-
lier; two other works which were attributed to his disciples Francis-
ca Meneses Osario (Ecce Hama) and Pedro Nufiez de Villavicencio
(Mater Dolorosa), currently catalogued as anonymous copies and
La educacion de la Virgen, then attributed to Alonso Cano. These
last two works are in the Neuguén selection. Schiaffino also added
paintings by contemporary artists to the collection: Quietud, by
Eliseo Meifren (1859-1940), acquired in 1900, and a year later, in
1901, an oil painting by Salvador Sanchez Barbuda, EI Dux Mariana
Faliero, and a pastel by Raman Casas (1866-1932]), Mademoiselle

+ Schiaffino, Eduardo, Catdlogo de las obras de arte expuestas en el Museo Nacional
de Bellas Artes, Buenas Aires, 1896.

2 Adriano Rossi bequeathed eighty-one works in his will in 1893, including Spanish
paintings such as Bodas misticas de Santa Catalina (Inv. 2484), Ninfa y amores
(Inv. 2889], Jarrén con flores (Inv. S466), Retrato de princesa (Inv. 5902]. A fifth
work, Baco y ninfas (Inv. 2516), formed a pair with Ninfa y amares. Cfr. Schiaffing,
Eduardo, La pintura y la escultura en Argentina 1783-1894, Buenos Aires, author’s
edition, 1933, p. 305.

Clo Clo, which is also in Neuguén today, originally from the Del Valle
collection.®

Schiaffino traveled to Europe in 1906 on an official mission to
purchase a number of warks which reveal a shift in his preferences
towards contemporary art. In Spain he bought Francisco Gaya's
Retrato de mujer (1746-1828) but was particularly drawn to warks
by artists such as the Andalusian Gonzalo Bilbao (1860-13838], the
Catalans Elisea Meifrén and Juan Brull Vinyoles (1863-1912]. This
set was completed in 1908 when he purchased the Retrato de Al-
fonso Xl Rey de Esparia, by the Catalan modernist Ramaon Casas.

The selection dedicated to the Spanish Golden Age is based on a
religious theme, one that dominated 17" century Spanish painting
in the context of the Counter-Reformation. Painters such as Alonso
Cano, Bartolomé Esteban Murillo, Juan de Valdés Leal, Francisco
de Zurbaran and their workshops used contrasting light and dark
ta create highly theatrical scenes, seeking to move the viewer with
a religious experience using the rhetoric of Baroque art.

The specialist Maria Cristina Serventi” has studied this collection
in depth over the last few years and her research has shed light on
the histary of the warks, their origins, iconography and authorship.
Far example, one of the pieces sent to be exhibited in Neugquén,
Magdalena penitente, donated by the lawyer and historian Adalfo
P. Carranza (1857-1914), is a copy of The Penitent Magdalene by
Domenico Tintoretto (Robusti), which is on show at the Pinacoteca
Capitalina in Rome. The Virgen Maria, donated by the Spanish
painter Julio Vila y Prades, son-in-law of the Spanish marchand
Joseé Artal, the organizer of sundry exhibitions in Buenaos Aires in
1904 and 1306, is an anonymous wark from the school of Seville.
Originally recorded as Santa Magdalena, it was only when cleaning
and restoration work brought to light a crown of stars, a typical
attribute of the Virgin Mary, that it changed title. In the case of the
Mater dolorosa, a copy of the oil painting by Bartolome Esteban
Murillo which was acquired in 1885 in Seville by Aristébulo del
Valle, it is the iconography which suggests a link with the work by
Murillo, Dolorosas, in particular the version which is in the Virgen
de los Reyes chapel in Seville Cathedral. Although the piece origi-
nally joined the museum’s collection as a work by Murillo’s great
friend and follower Pedro NUfiez de Villavicencio (Seville, 1644-

 Serventi, Maria Cristina, Pintura espafiola [siglos XVI al XVIil] en el Museo Nacional
de Bellas Artes, Buenos Aires, AAMNBA, 2003, and Galesio, Maria Florencia and
Serventi, Maria Cristina, Pintura espafiola del MNBA [siglos XVI al XX]. Catdlogo
documental, AAMNBA, 2011, in print.

“ Serventi, Maria Cristina, op, cit.



1700], recent studies have allowed us to deduce that this is actu-
ally a copy by an unknown imitataor of the great Sevillian master.®

Religious painting continued to be popular in Spain during
the 18" century, and is represented in the Neuguén selection by
the Retrato de Santo Domingo, more recently identified as Sto.
Tomds de Aquino, transferred from the Museo Histdrico Nacional
to the Bellas Artes in 1896, when the latter was opened.® Another
religious work from this period is the anonymous oil representing
La Virgen del Buen Aire. The work was donated to the embryanic
Museo de Bellas Artes in 1894 by the Convento de San Francisco,
in Cardaba.” This example of Marian devotion had arrived on the
shares of the River Plate with Pedro de Mendoza and inspired the
name of the city he founded in 1536.

The MNBA collection has an interesting series of five ails by
the widely-celebrated Francisco de Goya y Lucientes, the illustri-
ous artist who was perhaps the foremost exponent of Spanish art
towards the end of the 18" century and beginning of the 19% cen-
tury. One is a sketch which dates from the end of the 1700s,® while
the other four were carried out between 1808 and 1812.° There are
also several engravings from the Caprichos series, and prints from
the series Desastres de la Guerra. Goya used these techniques to
reproduce his images and disseminate them swiftly, enabling him
to bath pronounce and publicize his criticisms of Spanish society
of the times.

Same years later, Mariano Fortuny, a Spanish painter of the
Ramantic schoal achieved notoriety with an ail painting in the
costumbrismo genre, Antes de la carrida, donated to the MNBA
in 1910 by the Spanish marchand José Artal, a keen promoter of
the art of his homeland in the by-then prosperous and cosmo-
politan city of Buenos Aires. The costumbrismo works by Antanio
Casanaova y Estarach, José Villegas Cordero and Salvador Sanchez
Barbudo are examples of the portefio penchant for the Spanish
“precious” style.

The International Art Exhibition held in Buenaos Aires to celebrate
the Centenary of the May Revaolution was inaugurated on July 2,
1910, a watershed event for the development of Argentine culture.
Bolstered by crate-loads of foreign art works sent from abroad
representing a wide range of styles, alongside the presence of
their counterparts in Argentina, the Spanish contingent occupied
several halls and included nearly three hundred pieces, outnum-
bered only by the French with four hundred and eighty four works.
The critics applauded the generous contributions from France and
Spain, art schools that subsequently benefited significantly from

See Serventi, Marfa Cristina, op. cit., pp. 102, 143 y 40-42.

Ibidem, pp. 146-147.

Ibidem, pp. 153-155.

Aparicidn de San Isidoro al rey Fernando Ill ante los muras de Sevilla.

Fiesta popular bajo un puente, Escena de guerra, Incendio de un hospital and
Pracesion sarprendida por la lluvia. See Galesio, Maria Florencia and Serventi, Maria
Cristina, op. cit.
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their much-publicized arrival in the Argentine market. Leading
galleries such as the Witcomb and the Salén Costa had fostered
the insertion of Spanish art into the local marketplace prompt-
ing a vigarous demand. The afore-mentioned Catalan marchand
Joseé Artal, also a banker and journalist, moved from Mantevideo
to Buenos Aires where he held several exhibitions of contemparary
Spanish art.!? Artal, as the representative of the Spanish Cham-
ber of Commerce and Delegate of Spain in Buenas Aires, also
arganized the envoy of all the warks from Spain to the Centenary
exhibition.* The Commissioner General of this section was Gon-
zalo Bilbao,*® both painter and professor at the Real Academia de
San Fernando (Madrid] and the Real Academia de Santa Isabel de
Hungria (Seville].

During the Centenary Art Exhibition, the display of works by
two renowned painters, the Basque Ignacio Zuloaga (1870-1945)
and the Catalan Hermenegildo Anglada Camarasa (1872-1959],
was the center of attention for critics, private caollectors and
institutions alike, including the Caomisidn Nacional de Bellas Artes
(the government branch in charge of art acquisitions]. Zuloaga
presented a major series of thirty-six pieces, including land-
scapes, portraits and costumbrismo scenes, while Anglada showed
thirteen oil paintings and five sketches, revealing his affinity with
a modernist aesthetic akin to symbalism.*® The Comision Nacional
de Bellas Artes selected seven paintings from these selections
to add to its own callection, including Las brujas de San Milldny
Espafiala y una inglesa en el balcon, by Ignacio Zuloaga; Chica in-
glesa, by Hermenegildo Anglada Camarasa-the twa latter on show
in Neuguén-; and Romanticismo, by Joseé Guarro Vilarnau (1884~
1917]), as well as Juradao de carretas, by Julio Vila Prades (1873~
1930]. The callection grew further with other warks bequeathed by
the Municipality of the City of Buenos Aires in that same year, such
as La espera, by Anglada Camarasa, and Vuelta de la vendimia, by
Zuloaga.'* Both warks reveal modern aesthetic trends, the portent
of a shift in the preferences governing acquisitions, if we consider

10 Artal did the groundwork to get Spanish art accepted, with such publications as
Arte moderno. Escuela espafiola (1886). He organized twenty-one exhibitions in
Witcombh. See Fonthona, Francesc. “El conde de Artal y la ampliacion del mercado
de arte espafiol en la Argentina”, in the catalogue Los salones Artal. Pintura espa-
fiola en los inicios del siglo XX, Buenos Aires, Ministerio de Cultura de Espafia and
the Museo Nacional de Bellas Artes, 1985; Artundo, Patricia and Pacheco, Marcelo,
Fondo Nacional de las Artes and Fundacidn Espigas, Memoarias de una galeria.
Archivo Witcomb 1896-1971, Buenas Aires, Fundacidn Espigas, 2000. See also,
Herrera, Maria José, Panorama del arte espafiol en las colecciones y exposiciones
en el Museo Nacional de Bellas Artes [1895-1995], Rosario, 2001, Mimeo.
Fernandez Garcia, Ana Marfa, Arte y emigracion. La pintura espafiola en Buenos
Aires (1880-1930], Universidad de Oviedo - F.F. and L. UBA, 1997, p. 169.
Catalogue from the Exposicidn Internacional de Arte del Centenario Buenas

Aires 1910, Buenos Aires, Executive Committee of the Comision Ejecutiva de la
Expasicidn Internacional del Centenario, 2™ edition, 1910.

Exposicidn Internacional de Arte del Centenario, Buenos Aires, 1910, Catdlogo
ilustrado, Est. Grafico M. Rodriguez Giles, 1810.

Zuloaga was awarded the Prize of Honor in the Spanish section while Anglada
received the First Prize in the International Section.
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that the portefio collections at that time were mostly dominated
by warks from realism or the preciosismo genre. The celebration
of the first centenary sparked an interest in Spanish art primed
to grow exponentially as the whale issue of Hispanic origins was
revalued as a fundamental component of national identity.

This change of course was pioneered by collectors such as Al-
fredo Gonzalez Garafio and his wife Maria Teresa Ayerza who were
drawn towards the modern language expressed by Spanish art at
the turn of the century.

Eclecticism was the overriding feature of Spanish painting by
the end of the 19" century, a confluence of naturalism, many dif-
ferent versions of impressionism and the symbolism that grew out
of the early 1900s, accompanied as time went on by the vanguard
tendencies of this new century. Nonetheless, strains from the Ro-
mantic period and the classical art of realism continued to abide
alongside this hotch-potch of styles and trends.

The so-called Generation of '98, the group of writers, philoso-
phers and artists from central Castille embodied the essential
nature of the Hispanic identity. The thinking of this nucleus of
intellectuals had a decidedly pessimist cast as regards the Spain
of their times, known as la Espafia negra, Black Spain, portrayed
in the realist paintings by the Basque artist Ignacio Zuloaga. Yet
this was countered by the contemporary vision of the Levantine
Joaquin Sarolla y Bastida, whose warks enshrined the virtues of an
optimistic country open to change. His subjects were sailors, fish-
ermen, coastal scenes, and the beauty of the Valencia landscape,
depicted in a madern style, with his own personal and regional
brand of impressionism. In Spain, regionalism and modernism
took tradition as their point of departure: yet, at the turn of century
when transition was the order of the day, it was maodernism that
heralded a renewed vision.

In Catalan modernism, Hermenegildo Anglada Camarasa pur-
sued his creativity according to the symbolist style of the times.
He imbued the sinuous and decaorative figures of wamen in sug-
gestive poses with the decadent airs of the Parisian fin de siecle,
while his paintings fram the early 1300s have a certain folkish bias
to them, in particular his renditions of Valencia and scenes fram

gipsy life.






Argentine art from the MNBA Neuqueén collection

Maria José Herrera

The chronology of the Argentine works making up the collec-
tion held in Neugueén spans nearly two hundred years, from the
early years of the 19" century to the end of the 20'" century. The
foreigners landing in the city of Buenos Aires at the start of the
1800s were either qualified or amateur artists, and they painted
the first Argentine iconography, views of the city, daily life and its
customs, the inhabitants of both city and rural areas. One example
is the works by Carlos Enrique Pellegrini, a French engineer who
documented the city of Buenos Aires, painting portrait upon
portrait of creoles, society ladies, soldiers, priests, children and
intellectuals. The portrait genre was cultivated by many artists to
make an income and meet the demands of the nascent porterio
bourgeoisie seeking to perpetuate its image in time. Qils, water
colars and prints were the techniques in vogue then, joined by
photography towards the 1850s.

The legacy of works by Carlos Enrique Pellegrini was bequeathed
ta the MNBA by one of his daughters, Ana Pellegrini de Galeano, in
1920. Other works now included in the collection once belonged
to Alejo B. Ganzélez Garafig, a student of the iconography of the
River Plate and a collector of 189%™ century paintings and prints.
Purchased in Buenos Aires or in the European cities where they
circulated like so much exatic merchandise, the assembly brings
tagether prints and albums by Carlas E. Pellegrini, Gregorio Ibarra,
Carlos Morel and Pancho Fierro for instance.

The pralific creole painter Prilidiano Pueyrredan studied in
Europe and developed both portrait and landscape painting skills.
He kept abreast of the shifts in portrait painting culture, sculpting
busts of politicians and families with equal ease. As was usual at
the time, the social standing of each subject was made appar-
ent as they posed in clothes and jewels, in addition to appropriate
furniture and the general setting.

Pueyrredadn’s landscapes speak of his detailed knowledge of the
flat lands of the pampas, its shades and hues, the people living

there or traveling across them. Carts, animals, ombu trees, shacks,

barnyard animals, travelers, gauchos, make up his cast of char-
acters. The immense expanse of the territory is only defined by
the harizan, often clear and unbroken, emphasizing the enormaous
breadth of the empty pampas.

The collection of warks by Candido Lépez was added to the
MNBA collection during the 1960s by the express desire of his
descendants. The legacy included his noteboaoks, full of graphite
pencil sketches made in situ when he fought in the Triple Alliance
War, as well as a self-portrait, a still life and his famous paintings

of battles. Lapez faithfully described each encounter as well as
the moments of rest, work in the army camps and troop move-
ments, rendering each with rigar. Beyond the action depicted, the
landscape is always present, revealed as an in-depth observation
of the territary in every detail. His chranicles are valuable both for
the histarians studying the war of Paraguay as well as for those
researching early art histary in Argentina.

At the end of the 19" century, a group of artists came together
in a project to create institutions aimed at fostering art and
aesthetic taste. The artists from the Generation of 1880 returned
from their residences in European ateliers as disciples of Italian
and French masters, and their new-found skills and knowledge
cantributed to enrich Argentine painting and sculpture. Social is-
sues as a saurce of inspiration took their place alongside the nude,
partraits and costumbrismo, leveling criticism at the new condi-
tions brought about by changes in ecanomic policy and increasing
immigration.

The solid grounding in life drawing imparted by the European
academies became very apparent in the treatment of these
subjects. Also, the valuable contributions made to sculpture by
this generation, as Francisco Cafferata y Lucio Correa Morales, the
first Argentine sculptors, entered the scene. Carrea Morales not
anly created a vast output of pieces commissioned by both private
patrans and the state but also founded the sculpture chair at the
Sociedad Estimulo de Bellas Artes and taught young talent such as
Raogelio Yrurtia or Pablo Curatella Manes.

The MNBA Neuguén also owns a small number of pieces by Latin
American artists acquired in Paris, Barcelona and Milan. Works by
the Uruguayans Pedro Figari, Joaquin Torres Garcia and Rafael
Barradas, the Brazilians Tarsila do Amaral and Candido Partinari,
make up a body of paintings which represent an avant-garde
poetry. The constructivism in the work of Tarres Garcia, the intima-
tions of Futurism and Cubism

which Barradas acquired during his stay in Catalufia, the spon-
taneity and apparent ingenuity of Figari’s nabi visian, harking back
to times long past, the tropical garishness of Tarsila’s painting
and Portinari’s crudely dramatic figures bear witness to a level of
personal creativity which articulates the identity of South America.

Historically, the MNBA owes the steady growth in volume of its
legacy of works to donations, and in a lesser degree to the pur-
chase of works. Thus, Eduardo Schiaffino had, at the start of the
20" century, headed up an acquisitions program with state funds
to create the museum he was to run; the acquisitions continued



many years later with the foundation of the annual Salon, the
leading institution par excellence for public art callection. As from
1911, each grand prize was added to the Museum'’s collection, and
the Salon itself, as an official space which bestowed legitimacy

on its exhibitors, provided young artists with valuable stimulation
and endowed them with a degree of prestige. The works which won
first and second prizes were usually also acquired by the Comisidn
Nacional de Bellas Artes to add to the collections of the provincial
museums.

These acquisition strategies were complemented by others aver
the course of the years. Artists themselves offered their works,
the Fondo Nacional de las Artes acquired pieces on behalf of the
different museums in Argentina and both companies and founda-
tions offered to subsidize the purchase of warks these required to
camplete their collections. This was the case with the Fundacién
Antarchas, which at the end of the 1980s brought the contempo-
rary art collection of the MNBA up to date. In the 1990s, thanks to
the efforts made by then director Jorge Glusberg, other warks were
added, such as Orquesta tipica (1940/1975], by Antanio Berni, ac-
quired by the Secretarifa de Cultura de la Presidencia de la Nacién,
to be shown in Neuguén. In addition to a range of productions of
informalism and kinetic art, there are many mare which are even
more contemparary, such as Pablo Suarez’s installation Los que
comen del arte (1993] and the conceptual painting produced by
Liliana Porter.

Since 2004, a number of major warks have been donated by the
artists themselves to the legacy of the MNBA Neugquen; one needs
go no further than the entrance to the spacious foyer of the mu-
seum where the public is greeted by the monumental relief work
created and daonated by Luis Tomasello.
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The course mapped for the MNBA Neuquén by the donations

received from its benefactors

Oscar Smoljan

Over its lifetime, the Musea Nacional de Bellas Artes Neuguén has
received numerous donations from a wide range of artists, building
up a one-of-a-kind heritage of priceless value which is not anly
the pride of the city of Neuguén and its inhabitants but has also
led to its nomination as one of the foremost capitals of culture in
Argentina.

Many donations are from artists whose waork has been shown
at exhibitions hosted by the Museum, and in some cases, such
as that of Luis Tomasello, the donations were made before
the Museum was built. Others are from the families of artists
now passed away whose members attended exhibitions given
to commemorate the life and work of their relative. Yet others
are from local individuals who decide to bequeath works to the
Museum where they can be better appreciated by the general
public, as well as from Argentine and international companies
or institutions with which the Museum has signed cooperation
agreements.

The vast majority of these warks are by contemparary artists
from the abstract vanguard of the mid-twentieth century, such as
Conceptual Art, Concrete Art and Kinetic Art whose greatest ex-
ponents are on the roster of the MNBA Neuquén’s own collection.
Luis Tomasello, Raul Lozza, Ledn Ferrari and Juan Melé are the
four pillars bearing much of the Museum’s well-earned reputation
for excellence and prestige.

This has also endowed the MNBA Neugquén with all the features
of a leading Madern Art Museum, heyand the various works fram
the classical, Renaissance, Impressianist and other periods which
belong to the permanent callection.

The attraction of all things modern is a deep-seated aspect of
Neugueén society, an immigrant, and diverse population in a young
city barely a century old, two-thirds of whose inhahitants are not
yet thirty years old. A city moving forward along the path of the
new aesthetic languages born of the latest technologies, audiovi-
sual art and experimentation without frontiers.

The MNBA Neugueén was initially located in a section of another
museum in 2000, as its current building was inaugurated in Sep-
tember 2004 on the occasion of the city’s Centenary celebrations.
The original initiative took its first steps in the midst of the far-
reaching and devastating economic and social crisis that shook
the nation at the start of the decade. It could be said that this was
a museum horn of great hape.

While institutions all around were collapsing, tearing apart the
network of relationships and order halding society together, the

incipient MNBA Neugquén became a kind of refuge for the peaple of
Neuguen, a space where ideas could be debated despite the social
vialence and despair raging around them, where reflection an the
warks exhibited could take place. These were warks from a range
of periods, classical masters such as Gaya and Rembrandt along-
side the kinetic installations of Julio Le Parc, Madi ar Cancrete

Art. This laid the ground for the developments to come later; the
creation of the idea, the concept and its transforming message,
the development of Modern Art.

Once the current building had been inaugurated—probahly the
Museum'’s very own first wark of art—each daonation received went
towards the building of the structure which today upholds the
MNBA Neugquén as an institution dedicated to rescuing and pre-
serving the past as a contribution to both memary and learning. At
the same time, the Museum faces into the headwinds of the new
aesthetic languages that speak of the future, even when these can
be traced back their origins back in the 1940s.

“Build the museum and | will donate a mural”

The first work donated to the MNBA Neuguén was nothing less
than a bet on the Museum'’s future made by the artist himself, the
great Luis Tomasello. Although by now over 90 years ald, when he
learned of the project to build the new museum he took the deci-
sion to donate a mural of his own creation and have it placed in
the completed building.

“Build the museum and | will give you the mural”, he promised.
And he did. When the building was completed, the mural was
installed in time to welcome the first visitars at the inauguration
ceremony, also attended by the artist.

Atmasfera Cromopldstica—the title of the work—is the only mu-
ral by Luis Tomasello in Argentina, and is considered to be one of
the artist’s foremaost warks, barn in La Plata in 1915 and a resident
of Paris since 1957.

His white polyhedric forms, painted in different colars on two
facets are distributed geometrically across an expanse of aver
twenty square meters, and change appearance as the light cast
shifts from marning to evening. The forms configure a synthesis
of Tomasella’s wark, representing his world of aesthetic ideas.
This, after all, is the mark of an entire generation of outstanding
Argentine artists wha have followed an from each other aver the
last century.

The work is a homage ta the vision which Tomasello himself
spoke of on countless occasions concerning the stains of color



which objects leave on a table. This led him to create his own art,
his atmasferas cromopldsticas—as he calls them—which arise
from the everlasting play between light and color in movement.

Like his much-admired Mandrian, Tomasello pursues an endless
quest for the essence of things, striving ta leave behind all that is
superfluous, meaningless and ephemeral. What he calls this mys-
terious and poetic simplicity is what we see bloom and dazzle in
the wark shown in the entrance hall of the MNBA Neuguén. As his
great friend Julio Cortazar once said, “Tomasello plays at installing
order among the disordered, a meticulous combing of the tresses
of light, but beneath this discipline bubbles the sheer pleasure of
liberating samething akin to the emotions of matter itself, their
blue or orange murmuring, with all the geometric and plastic rigor
required.”

Atmdsfera Cromopldstica is an integral part of the very archi-
tecture of the MNBA Neuquén, and came into being at exactly the
same time, thus inseparable fram its structure and history.

“That’s how it has to be, just as | dreamed it”

Towards the mid 1940s, Raul Lozza, who had been negatiating
the choppy waters of Concrete Art as it flowed ever faster, began
to chart a different course, talking of painting as an event of total
independence from the frame caontaining and surrounding it. He
declared the pictorial background to be non-existent and placed
calors—which he suspended in the plane itself—in dynamic rela-
tionships to each other. He cained a term which summed up not
anly his thinking but also his whole life: “perceptivism”.

For Lozza, “perceptivism” induces the viewer to action, sparking
his own creativity. This opens up a vast and immeasurahle pan-
arama in which everything comes into play, from the paint of view
of the spectator to his own emotional state.

In a catalogue written for the exhihition he held in the Van Riel
gallery, Lozza explains that “perceptivism manifests itself as the
highest and maost advanced stage in painting. It heralds a new
era in art and differs from other abstract and concrete schoals
of painting in that it has for the first time achieved the reality of
a plane of caolor, a new concept of structure substantiated by the
practical process of visible methods of creation which overcomes
the contradictions between form and content, the very raison
d’étre of representative art and a total nightmare for abstract art.

One of Lozza's most important murals dates from then: in 1948,
he created a work made up only of seven geometric elements
which were as varied as they were rational. This was the occasion
an which an artist donated his own wark to the MNBA Neugquen.

The Gran Mural Neuguén, as it is called, crowns the entrance to
the auditorium of the Museum, and represents the theory devel-
oped by Lazza in his work Tearia Estructural del Colar, one of the
books authored by the artist who was born in Alberti, in the prov-
ince of Buenaos Aires in 1911 and died at the age of 96 in 2008.
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Nothing is left to chance in this waork. Each element and each
colar have their own relationship with the space around them and
with the elements and colors that succeed them, in an equation
that seeks tao render form naked, discard illusion and uncover only
that which is real, leaving the spectator to fill in the rest.

When the artist finally saw his finished wark, with its seven ir-
regular parts suspended in a plane involved in a play of colaors and
geometrics which he himself calculated on the basis of complex
mathematical formulage, he declared, “That’s how it has to be, just
as | dreamed it”. This phrase, both a way of summing things up
and a form of recagnition, is one of the mast highly-prized works
by both the Museum and the peaple of Neugueén.

The grand iconoclast of concept

Until 2005, Leon Ferrari had never shown his art at the Museo
Nacional, drawing the Argentine state into his debt, for he is
undoubtedly one of the country’s greatest and most controversial
artists. Born in Buenas Aires in 1930, he has been a sculptor since
the 1950s and was awarded the coveted Golden Lion of Venice at
the 2007 international art biennial, sealing his reputation as the
foremost expaonent of Conceptual Art warldwide.

His exhibitions—provocative, iconoclastic, irreverent—have
frequently ended in lawsuits brought by the intolerant reactionary
right. There are explicit and recognizahle words in Ferrari’'s work,
as much as there are also those which are unintelligible. There are
words which seem to metamorphase into others, dissected by the
artist like some obsessive cryptographer, which are transformed
into incomprehensible graphics redolent of the scrawled markings
made in the middle of the night by those still submerged in the
depths of sleep.

There are also wards scribbled on the bodies of mannequins, an
breasts and thighs, codified for the blind in antique photographs.
Then there are those that are invisible, implicit within ohjects from
our daily lives, brilliantly combined and presented by Ferrariin a
scenario which is a cynical take aon reality. And, if music is words,
they also appear in the guise of sounds, in the fascinating and
bizarre musical instruments created by the artist.

The MNBA Neuquén played hast to Ferrari in 2005, and his
warks radically moved and stirred the minds of the visitors to
the exhibition. As a result of that histaric visit, twenty-nine works
were danated to the museum’s collection. One of these, Berim-
bau, which is from his series of musical instruments, is set up at
the entrance to the museum hall. It is a sizeable work, whose title
refers ta a traditional percussion instrument from the north of
Brazil, used to accompany the capoeira contests, the martial art
employed hy Brazilian slaves to fend off their captors. However, in
this case, from the prism serving as a base to the long iron bars,
the work poses a concept, a metaphar for internal and external
prisons, which repress everything. Nonetheless, at the same time,



the flexible sound bars seem to part and hint at the passibility of
attaining precious freedom, a yearning which heats in the heart of
every prisoner, whether that of other people, or one’s own.

As they are struck, the iron bars glance off each other, producing
sounds which are reminiscent of church bells, tempting the visitor
to touch them. On many guided tours, the guides themselves often
strike these as if to ensure that the magic that gave birth to this
work within one of the most creative minds of our times is trans-
mitted to new generations even as it is translated into sound, the
universal language of music.

Melé x 87 x 62

Juan Melé turned 87 at the MNBA Neuguén; that year, 2010, his
birthday was haonared with the inauguration of a grand retro-
spective show, a hamage to the career of this Buenos Aires-born
artist. He was one of the pioneers of the abstract vanguard of the
1940s and a member of the legendary Asaciacidn Arte Concreto
Invencion until 1948, the year when he set forth on his own path of
experimentation.

The exhibition, a selection of over sixty works chosen by Melé at
his warkshop in Buenas Aires, represented an averview of virtually
all his productive life. The artist forged an international reputa-
tion and prompted a memaorahle piece of writing by Luis Pérez
Oramas, the Venezuelan curator of the Latin American collection
at the MoMA in New York. Oramas crafted a piece of brilliant and
learned prose, explaoring the Argentine vanguard back in the 1940s
and how deeply this influenced the course of Latin American art,
sweeping through a range of subjects that included the verses of
Jorge Luis Borges, the portefio compadrito or upstart, the tango
and the universal relevance of Juan Melg.

For the MNBA Neugquen, the text by Pérez Oramas—to be found
in the exhibition’s catalogue—has brought the satisfaction of
knowing that one of the leading art museums in the warld has
turned its attention to an Argentine artist, whose works are shown
in this museum—in itself an implicit acknowledgment of the work
carried out over these years.

In parallel to the exhibition, Melé had expressed his intention
to donate an entire corpus of works to the MNBA Neuguén, which
finally took place when he bequeathed sixty-two pieces to the
museum, now part of its heritage and that of the city. This is the
greatest collection of works by Melé awned by any museum, not
only in Argentina but in the world.

For the MNBA, these sixty-two warks, the fruit of an unmatch-
able act of generaosity, signified the opportunity to inaugurate a
new period in its history, this time one concerning the passibility of
arganizing tours of exhibitions to visit other Argentine and interna-
tional museums.

The dissemination of Melé’s work, as well as that of other
creators who have donated their warks, helps culture to circulate

and flourish. In this way it gains new meaning as it redistributes
knowledge and understanding in an exchange of pieces of cultural
significance with other museums. This is an initiative which will
bring long-lasting benefits to saciety in general, and the door is
open, heralding a new phase of growth for this institutian.

“Disaster area” -or “The Vulnerability of Power”- and bar
codes to talk about inequality

Diana Dowek has created one of the warks which, with great
drama, depicts the crisis of institutions once presumed to he
indestructible, but which the reality of Argentine, and indeed Latin
American life, have shown to be extremely fragile faced with the
anslaught of corruption, autharitarianism and dictatorships.

In this large scale work, the building of the National Congress
can be seen as if in a mirrored reflection; the seat of the Argentine
Parliament is swept away by the waters that seem to drag it into
the abyss.

This is a striking piece of art far anybody who has lived through
the uncertainties of vulnerable demacracies, either in Argentina or
in any other country on this planet where public freedoms and hu-
man rights have been violated. The work was donated to the MNBA
Neuguén by the artist herself and is now part of its heritage.

In another example, Herve Fischer, the French Canadian artist and
philosopher, held to be the “father” of so-called Digital Art and
founder of Sociological Art, donated a piece that he conceived of
here in this very museum, when he visited Neuguén for a retro-
spective show of his work. Fischer was inspired by a work by the
Uruguayan Joaquin Torres Garcia which explored the contradiction
between Naorth and South, and, using bar codes as a device—the
emblem of capitalist consumerism—created a comparative
vibration between both worlds. On the ane hand, development,
incarnate in the North, and on the other, the underdeveloped and
marginalized South, are knit together in a brutal dialectic which
lays bare the inequality present on this planet between the so-
called central and emerging nations.

Other Donations
José Manuel Ciria—a Spanish painter born in 1962 in Manchester,
England—authored a work which the MNBA Neuguén received
following a show coordinated jointly with the Spanish Embassy,
ane of the many consular delegations with which the Museum has
signed cooperation agreements. This is one of the most represen-
tative works by this great Spanish painter and an example of the
hard wark the Museum carries out with diplomatic representations
and consulates from many different countries with a view to stay-
ing up to date with artistic and cultural life taking place in other
parts of the world.

Luis Felipe Noé was one of the founders of the 1950s Nueva
Figuracién movement, alongside Ernesto Deira, R6mulo Maccid
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and Jorge de la Vega. He donated a work which typifies the aes-
thetic and formal language respansible for revolutionizing 1960s
aesthetics, a time of struggle between figurative and abstract art
and one which took center stage in the portefio art world in those
very special years.

The surrealist Juan Carlos Liberti donated a highly representa-
tive work entitled Cdnclave de culturas, produced in the 90s which
reflects much of what the city of Neuguén means from the point
of view of its cultural diversity, barn of the waves of immigration
arriving over the last four decades.

In canversations with Liberti, he had shown himself to be
impressed by the socio-cultural diversity underlying the origins
of the city’s inhabitants, who hailed from all over the world. He did
not hesitate to donate this particular work to the Museum, given
its subject matter and the special features which make Neugquén
the only city with such a high-level mix of nationalities outside of
Buenos Aires.

Other artists have also left their legacy to the museum, such
as the sculptor Jorge Gamarra, the painter Ricardo Laham or the
Grupo Escambras. The latter left two works to the Museum: ane
specifically about inequality, the scale model of a shanty town built
upon a gold ingot, and anaother called La silla del poeta.

Some families of artists who are now deceased have donated
waorks to the MNBA Neuqueén, such as that of Manuel Espinoza, a
running mate of both Tomasello and Lozza; or the family of the
incomparable Alejandro Kuropatwa, who donated one of his most
important photographs.

However, the MNBA Neugquen has also been working over these
last few years with different institutions and private companies
who are driving the dissemination of culture and promoting art.
Such relationships have given rise ta donations of works of great
significance for the Museum’s callectian.

This is the case of the ArteBA fair, which has donated two key
waorks to the MNBA Neugqueén, one by Alejandro Puente and anather
by Ernesto Deira, one of the members of the Grupo Nueva Figura-
cian. This took place in 2008, when the Museum was selected by
the Matching Funds ArteBA Zurich program to receive a donation
of twenty thousand pesas as part of a fund enahling it to ac-
quire artwarks during the fair. The drinks company Chandan also
acquired and donated a work by Pablo Siquier to the MNBA. The
Fondo Nacional de las Artes, has also donated twa works by the
Spanish artist Esteban Lisa, who died in 1983.

Donations have also come fram local sources, such as the art-
ists Carlos Juarez and César Giaginto. Juarez, both architect and
artist, donated a circular wark which alluded to the native cultures
of Patagonia, made using the collage technique. This has come to
be his particular style, and indeed one that earned him the honor
of being the first local artist to exhibit his waorks at the Museum.
Giaginto donated a photograph from a limited edition of images
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of immigrants, a metaphor for the special features of Neuguen

as a city of peaple from foreign lands. The work was exhibited at
the MNBA Neuguén on the occasion of the Festival of Light held in
2010.

Finally, the Museum has been honored to receive the donation
of two paintings by the renowned painter from Cardoba, Francisco
Vidal. Both paintings were portraits of members of the Diaz Ortiz
family, long-standing patriarchs of the city, and were formerly their
property.

The most recent donations of note are those made by Juan
Fontana and Clarindo Testa, the great Argentine architect and
artist, whom this city was honored to welcome as a member of
the jury for the contest preceding the building of the Fuente del
Centenario, a work by the sculptor Eduardo Pla which stands in the
very center of this city.

An auspicious future

A museum is as warthy as its callection, and the donations it

receives are a reflection as much of its history as of the value
that it is perceived to have in the minds and hearts of its local
community.

These donations are not merely a bet on the future, but also a
seal of quality endarsing the work that the staff of the museum
carries out every day. They are acts born of trust, recognition and
innate generosity.

Over these years, the MNBA Neuquén, which saw the light of
day in the waorst social crisis imaginahle, has built up a priceless
artistic heritage thanks to these many expressions of goodwill,
translated into donations. The future is indeed a promising one.



Our Story: MNBA Neuquén as the flagship

Graciela Altieri, Estefania Petersen y Marcela Rodriguez Ponte

The Museo Nacional de Bellas Artes [MNBA) Neugquén is in a sense
the flagship for the federalization of the nation’s art heritage, given
that it was the first branch of the MNBA to be opened outside the
city of Buenas Aires, in a building especially designed and fur-
nished far this purpaose.

The project began with the signing of an Agreement by the
City Mayar, Horacio Quiroga, the party respansible for the area
of Culture of the Municipality of Neuguen, Oscar Smoljan, and
the directar of the MNBA in Buenos Aires, Jorge Glusherg. The
Agreement concerned the commitment by the city of Neuguén to
make available a building for the provisional headquarters of the
MNBA until its definitive premises were completed. The Museo
Gregorio Alvarez was earmarked for this purpose, a building to
the west of the Central Park in the city of Neuguén. The inaugural
exhibition, held on December 15, 2000, was Dialogando con la
luz by Julio Le Parc, a retrospective of this artist’s highly experi-
mental style as one of the pioneers of kinetic art. Le Parc actually
attended the exhibition, in arder to personally supervise the set-up
of his works. This was swiftly followed by other exhibitions, such as
the Muestra de la I° Bienal Internacional de Arte de Buenos Aires,
curated by Jorge Glusberg, who assembled a display of works by
leading contemporary artists. Then there were the Grabados de
Goya, featuring the Caprichos series-the first set of prints to be
conceived of as a single entity-made up of eighty watercalors, and
the Desastres de la Guerra series, another series of eighty prints.

During 2002 there was a show of warks by contemporary
Argentine artists called Didlogo con Neuguén with contribu-
tions by Claudia Aranovich, Dino Bruzzone, Jorge Gamarra, Maria
Ester Joao, Gustavo Ldpez Armentia, Héctor Medici, Silvia Rivas,
Tulio de Sagastizabal, Ana Eckell and Horacio Zabala. There were
three photography exhihitions: Homenaje a Annemarie Heinrich,
Imdgenes y cultura del sigla XX; la fotografia and Luces bareales
de Tauno Kohanen, this last organized jointly with the Finnish
Embassy. The year closed with an individual shaw featuring warks
by Diana Dowek entitled La caida de las Instituciones.

In January 2003, with Grabados de Rembrandt en el Museo, Neu-
guén began to consalidate itself as the cultural capital of Patagania.
Never hefore had an artist of such stature been presented in the
region. The exhibition included prints and works by the Dutch mas-
ter’s predecessors, contempararies and ather artists. In May of that
same year, the exhihition of works by Luis Tomasello was inaugu-
rated, giving rise to a deep and close relationship with the artist that
was to last for many years. It was at this exhihition that he promised

to donate a wark to the then future building of the MNBA Neugquén.
Then came the shows of works by the Chilean Roberto Matta and the
Ecuatorian Oswaldo Viteri, opening the daoors to their peers from all
aver Latin America. It was also in 2003 that the public call for tender
was made to find a contractor to build the definitive headgquarters
for the MNBA Neuguén. The winners of the call for tender were the
architects Mario Roberto Alvarez and the construction company
Roque Macciola y Asociados.

The last exhibitions given at the pravisional headgquarters
presented the works designed and created by the architects Mario
Roberto Alvarez, a display which showcased some of the major
projects completed in the last sixty years, as well as the scale
model of the future building for the MNBA Neuguén.

In early 2004, Arte Madi internacional presented works by Car-
melo Arden Quin and Martin Blazko, to name just twa of the many
artists involved. The cycle that started in December 2000 came
to an end with the exhihition Pintares Patagdnicos which was
selected for the Concurso Crown and showed, for the first time,
works from the younger generations of artists in the region. Three
catalogues were printed during this period which carresponded to
the exhibitions given of Le Parc’s work, the Muestra de la I° Bienal
Internacional de Arte de Buenas Aires and the series of works by
Luis Tomasello.

On September 12, 2004, just one year after the foundation
stone had been laid, the city of Neugquén marked its Centenary
and the Museum celebrated the official inauguration of its new
premises as part of the Centenary festivities: 1600 m? of exhibition
halls, in addition to an auditorium, ample storage space, a cafe
and lobby. For the occasion of the inaugural exhibition, special
dispensation was obtained to display works which belonged to
the state by means of the Resolution taken by the Secretaria de
Cultura de la Presidencia de la Nacign N° 2655 of August 20, 2004.
The measure was signed by Tarcuato Di Tella, then the Secretary
of Culture of the Natian, while the works were selected by Oscar
Smoljan, the director of the MNBA, aided by both Victoria Noort-
hoorn and experts from the MNBA Buenos Aires as regards the
design of the show.

The first tempaorary exhibition held at the new location took
place in January 2005, a presentation of the renowned set of
prints by Pahblo Picasso, Suite Vollard, a penetrating insight into
the artist’'s obsessions. This was followed hy Arte del Neuguén,
curated by Alberto Petrina, and a retrospective of Emilio Pettoru-



ti's work, curated by Nelly Perazzo, featuring emblematic works
fraom the artist’s different style periods.

Alvaro Castagnino and Martha Nanni organized the anthologi-
cal exhibition of warks by Juan Carlos Castagnino, also in 2005,
with pieces that were representative of the different stages in his
career.

This was followed by El mundo como un todo, a show of German
documentary photography from the 1990s, a series of seventeen
groups of works by nineteen photographers born between 1955
and 1971. Mostly Germans, they shared their personal visions
of the histaric days that elapsed after the fall of the Berlin Wall,
German unification and the economic crisis that followed. This
exhibition was only shown in the MNBA Neuguén in Argentina,
sponsored by the Goethe Institut Buenos Aires and the Institut fur
Auslandsbeziehungen (IFA). The curator was UIf Erdmann Ziegler.

To round off the calendar year, in December Lean Ferrari pre-
sented Escritos en el aire, curated by Andrea Giunta. The inaugura-
tion ceremany featured a talk given by both artist and curator in
the Museum’s auditorium, followed by a concert of music played
by Ferrari’s musical instruments, accompanied by a chamber
archestra and dancers from the Escuela Experimental de Danza
Contemparanea de Neugquen.

In 2006 Raul Lozza presented a major exhibition which was cu-
rated by Oscar Smoljan. The Museum today is the proud owner of
ane of his mast complex works, the Gran Mural Neuguén, created
an the hasis of a project developed in 1948. The Lozza exhibition
was followed by a unigue look at the unusual work of Juan Lecuona
with Norah Borges Mito y vanguardia, curated by Sergio Baur and
May Lorenzo Alcala.

The Festival de la Luz 2006, provided a framework for the exhi-
bition of warks hy Alejandro Kuropatwa, curated by Andrés Duprat,
as well as pieces by Juan Doffao.

The year ended with a show dedicated to Antonio Berni, curated
by Oscar Smoljan and Fernando Garcia, whose pieces were mastly
fram the callection of Lili Berni. The exhihition itself was extremely
successful with record numbers of students as well as members
of the general public lining up to enter, so much so that eventually
visiting hours had to be extended.

In 2007, the exhibition Escultura Espafiola con Dibujo lent by
the Fundacigen ICO (Instituto de Credito Oficial] visited Neuguén
with works by same of the mast talented Spanish artists of the
20" century, such as Gaudi, Picasso, Gris, Dali and Mirg, curated
by Inmaculada Corcha. This was followed by a show of works by
the grupo Escombros, curated by Pelusa Barthwick; an exhibition
of pieces by José Manuel Ciria, organized jointly with the Spanish
Embassy, as well as shows of warks by Fermin Eguia and Emilia
Gutiérrez, curated by Gabriel Levinas.

In mid-2007 the Museum exhibited a number of the warks
that had come inta its hands as donations, a show curated by

246

Oscar Smoljan. In the second half of the year, it played host to an
exhibition of warks by Antonio Segui sent from France, the Cultural
Chandon show and a series of works by the Argentine sculptor
Jorge Gamarra, curated by Maria José Herrera.

In 2008 it was the turn of Benito Quinquela Martin y sus
cantempardneos, with pieces sent from the Museo de La Baoca,
where great effort went into the organization of the event, amply
recompensed by the response of an enthusiastic public which
attended en masse, in particular students fram all levels. It was
the first time that such a major selection of works by the Boca
painters had visited Patagonia. Later on that year, Spain sent
La piel de los hijos de Gea, photographs by Isabel Mufioz and the
installation by Maribel Doménech Para conservar el munda a una
cierta distancia, the latter accompanied by both the artist and the
exhibition’s curatar, Amador Grific Andreés.

Other shows included the selection of works for the Premio Na-
cional de Pintura del Banco Central 2007, curated by Sarah Guerra;
Carlos Alansao, llustradar, curated by Jacobo Fiterman, president of
the Fundacian Alan; and another by Pablo Suarez.

Towards the end of year, the anthaological exhibition of E/ Cub-
ismoy sus entarnas en las colecciones de Telefdnica, was held,
curated by Eugenio Carmana who traveled from Spain especially to
be present at the inauguration. The MNBA Neuquén passed all the
audits and tests required to ensure the exhibition could go ahead,
and thus the inhabitants of Patagonia were able to enjoy the mag-
nificent collection of works by masters such as Juan Gris, Andre
Lhote, Albert Gleizes and Jean Metzinger, for instance.

In 2008 the Museum hosted one-of-a-kind exhibitions featur-
ing artists such as Luis Felipe Noég, just hefare his presentation
at the 53rd International Art Biennial in Venecia; Hervé Fischer,
with his financial landscapes that either soar inta the sky ar
plummet into hell, as he puts it; Manuel Espinosa, an outstanding
exponent of the canstructive tendencies in Argentina, curated
by Nelly Perazzo; and Ricardo Laham, a display of his geometric
abstract works from the 1960s and 70s selected by the director
of the museum together with Radl Santana.

These exhihitions were followed by the Salén Nacional de
Pintura 2008 organized by the Fundacidn del Banco Nacidn and,
at the end of the year, the first individual show held at the MNBA
Neuguen given by a local artist, Carlos Juarez, curated by Oscar
Smoljan. Juarez uses collage techniques to craft his search for the
myths, legends and origins of Patagania.

2010 began with an exhihition of paintings, installations,
sketches and plans by Clorindo Testa and Juan Fontana, two re-
nowned artist-architects. This was followed by a selection of works
by Juan Carlos Distefano, specially chosen to honor March 24,
the Day of Remembrance for Truth and Justice, which coincided
with the inauguration of the exhibition. This exhibition allowed
the Museum to carry out some memarable wark with high schoals



in the city, working alongside the Centro Cultural La Estrella

and Noemi Labrune from the Neuguén branch of the Asamblea
Permanente por los Derechos Humanos, and welcoming both
Distéfano and the exhibition curator Marfa Teresa Constantin. This
was without a doubt a major step up far the Museum, as this was
the first time that works by Distéfano had been shown in Argentina
outside Buenas Aires. Then there was the anthology of works by
Margarita Paksa, an artist from the conceptual vanguard of video
art, wha brought us some of her most emblematic pieces. This
was followed by Vuelo de cabotaje, by Marcos Lopez, and curated
by Fernando Farina. The last show of the year was dedicated to
Juan Melg, and covered the last thirty years of this artist’s output,
followed by a gesture of unprecedented generasity as the artist
bequeathed sixty-two pieces ta the Museum.

2011 saw the organization of the IV Premio Nacional de Pintura
Banco Central 2010, curated by Alberto Giudici, followed by an
extraardinary exhibition of works by the Argentine surrealist Juan
Carlos Liberti. A splendid show entitled 4 Museas + 40 Obras
was next an the agenda, a unique combination of works from
the Museo de Arte Contemporaneo de Buenos Aires [MACBA),
curated by Maria Canstanza Cerillo which began its tour at the
MNBA Neuguen. This offered local enthusiasts the opportunity
to admire pieces by Victar Vasarely, Julio Le Parc, Marta Minujin,
Graciela Hasper, Antania Asis, Guillermo Kuitca and Mira Schendel,
among many others. Finally, there was the Salén de Pintura 2010
arganized hy the Fundacian del Banco Nacian and curated by Ana
Maria Battistozzi, as well as the exhibition of Grandes Maestros de
la Pintura Universal, including works from the National Heritage of
the MNBA Neugueén collection.

Dozens of catalogues have been printed during this secand
phase of wark, including Arte del Neuguén, Ledn Ferrari, Norah
Borges, Lecuona, Radl Lozza, Berni, Escultura Moderna Espafiola
con Dibujo, Gamarra, Quinquela y sus Cantempordneas, Nog-
neuquen, Espinosa, Laham, Carlos Judrez, Clarindo Testa y Juan
Fontana, Distéfano, Paksa and Melé, for instance.

The MNBA Neuguén has since the beginning placed special em-
phasis on training its staff, helping them to master the basic tasks
required for the efficient functioning of an art museum. There have
been talks, conferences and courses as well as seminars given
by leading professars, art critics, curatars and artists visiting the
region. This training has been matched by joint work with profes-
sionals seeking to develop human resources skills in different
areas, paying particular attention to the mast valuahle works in
the permanent collection, whether European or Argentine. The
goal is to encourage critical thought about the functions of man’s
manifestations as a specific cultural categaory during the different
periods in the histary of culture. Other objectives include teach-
ing people to manage the technical vocabulary pertinent to this
discipline; how to make histarical and cultural connections that

lead to the correct location of our cultural heritage in time and
space; how to develop a critical vision and tactile faculties; how to
analyze, value and preserve our cultural heritage in general terms
and evaluate one’s own creative and formative process; and finally,
how to scale one’s technical role as a professional in the cultural
arena.

The relationship with educational establishments throughout
the region has been the subject of a good deal of attention in order
to encourage interdisciplinary dialogue and draw up the Museum’s
educational policy, including educational practices and reflections
developed on the hasis of visitors’ experiences.

Guided visits are designed accaording to the preferences of the
teacher or group visiting the Museum. The Hall Guide acts as an
intermediary between the wark, the artist, the curator arganizing
the action and the message, as well as the reading and specific
data which are the key elements enriching the knowledge of
each work. The members of the public begin to learn how to see
differently and make connections between the characteristics of
the warks that are common to each period and its socio-cultural
order, as well as the distinctive features that mark their differ-
ences. Peaple start to abserve, minutely, the texture of different
materials, techniques, the size of the works, the play of light in
certain areas, the relationship between “empty” and “full” spaces
and the relationship between volume and its surrounding spaces,
for instance.

There is also a weekly television program on broadcast local
television which brings cultural issues within the reach of the
viewers, helping to reinforce the content transmitted during visits
to the Museum itself. In an attempt to consalidate an area of edu-
cational outreach, in addition to guided visits, catalogues, leaflets
and multimedia material distributed to schoals, teaching materials
have been developed for children of different age groups. This has
involved the selection of key warks from the permanent collection
and the development of a series of different activities for each age
group. Furthermore, children are also invited to build a polyhedron
inspired by the wark by Luis Tomasello Atmdsfera cromopldstica,
made in 2004; this is his only mural in Argentina, and one which
the Museum considers to be its figurehead, as it is without a doubt
the distinctive emblem identifying the MNBA Neugquén.

Finally, it is worth noting that all the activities developed by
the MNBA Neugquen are free of charge, from access to temporary
exhibitions ta the events on the busy schedule of the Museum'’s
auditorium, such as concerts, conferences, seminars, conventions,
film cycles, book presentations, etc. Also free of charge are the
activities held in the Espacio Alternativo, the literary warkshops
and the photaography exhibitions held in the Café and el Patio de
Tango on Friday evenings.



Se terming de imprimir en Latingrafica SRL, Rocamara 4161, Buenas Aires,
en diciembre de 2011
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