


















Liliana Maresca
“Mascarita” - 1993 - Tinta y pastel al óleo sobre papel - 29,5 x 41,5 cm
Colección MEC

Emilia Bertolé
“Cabeza de niña “ - 1924 - Pastel s/papel - 60 x 50 cm  
Colección MEC

Aida Vaisman
“El niño y el pájaro “ - 1940 - Punta seca - 26,5 x 21,5 cm. 
Colección MEC

Marta Minujín
S/t - serigrafía coloreada a mano - 71 x 84 cm 
Colección CAC/MEC

Lucía Von Sprecher 
“Trust me” - 2015 - Fotografía (Registro de acción - Toma directa) 
87,5 x 57 cm - Colección MEC











an array of small- and medium-scale works spanning 
both plastic languages. Centrally positioned, the 
monochromatic installation Selva espectral (2010-2024) 
features ceramic plant shapes, offering a subdued tonal 
contrast to the vibrancy of the oils and watercolours.

Ignacio de Lucca is among those artists who chose to 
return to pictorial tradition and the framed canvas, to 
which he adds the art of ceramic moulding, a passion 
he inherited from his mother, the artist and educator 
Nélida Puerta. His artistic approach has been eloquently 
summarised by historian and critic Laura Malosetti Costa, 
who affirms thathis works are “born in the lightness of 
watercolour, gain density in oils, and finally transcend 
plane and color to erecta spectral forest.”

Ignacio’s painting technique relies on the fleeting moment 
captured by brush and colour, which remains fixed in the 
plane, unfolding in a complex continuum of chromatic 
images. Figures, marks, and lines create textures that 
burst outward, as if trying to exceed the limits of the 
canvas. The flora and fauna of Misiones, intertwined with 
abstract forms, dance in an unrestrained riot of color. 
Yet the whole image, suspended and centred in white 
space, recovers its calm and visual equilibrium. Despite 
the saturation of elements, the work islight; it breathes.
The contrast between voids and fullness lends lightness 
while preserving the energy of the composition, as if the 
composition were a living being itself: the key to all his 
work.

This perpetual counterpoint of scale, color-form, and 
narrative demands an observational interplay of physical 
closeness and distance, an active engagement. In this 
dynamic of approach and retreat, a question arises: 
Where, within this representation of a landscape, is the 
human species? Subtly glowing in the evanescence of 
the work, the artist invites us to rethink our relationship 
with the landscape.

At a time when humanity’s actions, fuelled by a misguided 
belief in a separation between humans and nature, have 
ushered in a new geological era—the Anthropocene—
and in a world where extractive and destructive policies 
directly relate to climate catastrophes, to givesubjectivity 
and voice to nature is an ethical act.

Beyond its aesthetic gesture, at this point de Lucca’s work 
also becomes a political act. A fold that leaves a mark on 
time. Ignacio’s landscapes are not mere landscapes; they 
are manifestos that lead us to reconsider the role of art in 
defending the Other, in defending alternate forms of life.

María Laura Rodríguez Mayol
Curator

Timbo Guazú
2012

Óleo sobre tela
180 x 200 cm



Biophilia
2012

Acuarela sobre papel 
140 x 290 cm

Cartografías emocionales VII
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Óleo sobre tela
196 x 153 cm

Grisalla
2011

Acuarela sobre papel
46 x 61 cm







Mario Simpson’s drawings reveal an essential reality: an 
iconography rooted in the deep, layered territoriality of 
Latin America. His works evoke ancient forms, mythical 
structures, and the baroque aesthetics of American art, 
drawing on the vision of 20th-century artists like Joaquín 
Torres García, Wifredo Lam, Roberto Matta, and 
Rufino Tamayo. Yet, fundamentally, these drawings are 
grounded in a contemporary Latin America—one that 
tells stories of lived experiences and enduring beliefs, 
woven into a complex multicultural fabric.

Simpson’s travels through these regions, especially 
Salta and its connections with various Indigenous 
communities, form the foundation of his artistic 
perspective. This base is complemented by two other 
pivotal points: Buenos Aires, where he studied, and 
Córdoba, his current home and place of creation.

From this experience, he builds what he describes 
as an iconographic poetics, creating a universe 
that is simultaneously personal and open. His icons 
bring together the familiar and the mysterious, each 
participating in a new narrative with every appearance.

To truly interpret his drawings, one must engage in a 
slow reading, akin to listening to oral storytelling, where 
meanings gradually unfold through the relationships 
among symbols and a shared sense of time.

In these works, Simpson employs a drawing style that 
immerses the viewer in the universal language of icons, 
with simplified, schematic forms. His lines are subtle yet 
tactile, elevating the material qualities of charcoal on 
paper or canvas to a nearly physical experience. This 
tangible quality opens a window into the landscapes 
he has traversed: the sensation of footsteps on earth, 
the warmth of a held hand, the scent of the jungle, the 
mysteries of a rising moon, the echo of a song, and the 
tales of everyday myths. Here, matter and energy shape 
spaces and forms, transforming the two-dimensional 

drawing into a multi-layered, ambiguous space where 
things circulate freely, with no fixed up or down—much 
like the Indigenous cultures of the Chaco.

To achieve this dynamic, Simpson employs a 
composition that balances scattered forms with densely 
packed arrangements, multidirectional positioning, and 
a reversal of imagery.

Shapes emerge from arbitrary light and shadow, creating 
interlinked forms in their negative spaces. Depth is 
conveyed through the layering and ambiguity of shapes, 
along with the rich stories that unfold in the artist’s slow, 
deliberate rhythm.

Through this approach, we witness the act of drawing 
itself: direct, without sketches, where thought arises in 
sync with each icon called forth and shaped by material. 
His drawing’s rhythm and structure recall the cadence 
of poetry—a poetic reality that invites us to simply be in 
its presence.

Cecilia Irazusta

Mario Simpson
Chaco + mitofauna

“Corazón de yuchán”
2009

Carbón s/papel 
29 x 29 cm



“Del río 10”
2018

Grafito s/papel 
27 x 27 cm

“El verdadero tiempo”
2015

Carbón s/madera 
86 x 100 cm 

“Espíritu de los antiguos”
2009

Carbón s/madera
87 x 87 cm





was born in Buenos Aires in 1947. He works primarily in 
drawing and painting, but he is also a graphic designer, 
having illustrated books and created stage designs for 
theatre. His first art teacher was his father, Washington 
Simpson, followed by the sculptor and draftsman Enrique 
Romano, and finally Juan Batlle Planas.
Between 1969 and 1979, he lived and worked in Salta. 
In 1975, he undertook an extended journey through Latin 
America, and since 1980, he has resided in Córdoba. 
Since 1969, he has exhibited individually and collectively in 
Argentina and abroad.
His works are part of the collections at the following 
institutions: Museo de Bellas Artes de Rafaela, Santa Fe; 
Museo de Bellas Artes de Gral. Roca, Río Negro; Museo de 
Bellas Artes de Salta; National University of Salta Collection; 
Museo de Artes de La Pampa; and Museo Genaro Pérez 
in Córdoba. He is a member of Argentina’s National Union 
of Visual Artists and Artists for Peace and Sovereignty of 
Peoples.

Major Solo Exhibitions
2018 – “Chaco” – Pasaje 867 – San Telmo – 
PostgraduateDept. of UNSM, Buenos Aires
2016 – “Las marcas del deseo” – Museo de Bellas Artes 
“Casa de Arias Rengel” – Salta
2015 – “Las marcas del deseo” – Museo de Bellas Artes 
Gómez Cornet – Santiago del Estero
2014 – “Las marcas del deseo” – Museo Emilio Caraffa – 
Córdoba
2011 – “Dibujos” – Museo Municipal de Bellas Artes Genaro 
Pérez – Córdoba
2005 – “Dibujos” – Centro Cultural de la Cooperación Floreal 
Gorini – Buenos Aires
2002 – “Diez diablos” – Museo Marqués de Sobremonte – 
Córdoba
1999 – “Oráculos” – Exhibition Hall of Teatro del Libertador 
Gral. San Martín – Córdoba
1996 – “Vestigios” – Casona Municipal – Córdoba
1991 – “Señales de la Salamanca” – Alta Gracia, Río Tercero, 
Colonia Caroya, and Totoral – Córdoba
1990 – Paintings – Centro Cultural Gral. Paz – Córdoba
1988 – Drawings and Paintings – Museo de Bellas Artes de 
Gral. Roca – Río Negro

1981 – Drawings – Art Gallery of Colegio de Escribanos de 
Córdoba
1976 – Drawings and Paintings – Exhibition Hall of La Pampa 
Cultural Directorate
1973 – Drawings – Rectorate Gallery, National University of 
Salta
1969 – “El parque,”Paintings – Galería El Pasillo – Buenos 
Aires

Selected Awards
First Prize, Salón Provincial de Salta (1975)
National Arts Fund Award, NOA Salon (La Rioja 1977)
Special Mention, Salón de Oro, Banco Social (Córdoba 1991)
First Prize, National Salon, Rafaela (Santa Fe 1991)
First Prize, National Salon, La Pampa (1997)
Second Prize, Ciudad de Córdoba Salon (2000)
Third Prize, APAC Salon (Córdoba 2001)
Artists of La Pampa Award, National Salon of La Pampa 
(2003)

Mario Simpson







The literary critic David Roas suggests that the aim of 
the fantasticis “always to question the codes we have 
designed to interpret and representthe real.”3 

Do we dare to play with our creativity? To explore other 
imagined worlds and question the porous boundaries of 
what we call “reality”?

We invite you to do so with this exhibition.
Enjoy the experience.

The Education Department team at MEC

3 Roas, D. (2008). “Lo fantástico como desestabilización de lo real: 
Elementos para una definición” en Ensayos sobre ciencia ficción 
y literatura fantástica. Primer Congreso Internacional de literatura 
fantástica y ciencia ficción. Teresa López Pellisa y Fernando 
Ángel Moreno Serrano (eds.). Madrid: Asociación Cultural Xatafi: 
Universidad Carlos III de Madrid, pp. 94-120.











What can a painting be? How much does it matter 
whether it is or is not a painting?

Nothing.
I paint to discover new ways to paint—and to exist.

Turning things around.
a shift, a return, or a chance to try something once 

more.
Florencia Walter

Florencia Walter remains drawn to the idea of possibility, 
using it to reflect on continuity and change as they affect 
people, thoughts, emotions, and painting itself. Engaging 
in this practice within the contemporary art scene may 
seem insufficient, given the complexity of issues and 
languages at play. However, exploring the potential 
and reach of pictorial work opens up multiple angles, 
remaining entirely relevant. In Search of Possibility brings 
together certain operations through which the artist 
demonstrates some of the imaginable forms painting 
can take, investigating both its conceptual dimension 
and its materiality, understanding that both aspects are 
constantly intertwined and defined by each other.

Among the variations of this exploration, we encounter 
reflections on the meaning of the word “painter”; 
explorations of chromatic searches and the diverse 
materialities colour can take on; the spatialisation or 
corporeality of paint in physical space, as it leaves the 
wall and becomes objectified; the presence or absence 
of refraction, in both a visual and metaphorical sense. 
This exhibition presents a diversity of works that include 
installations, paintings, ceramics, textiles, sound, and 
video. Through this range of media, the artist questions, 
stretches, and tests the possibilities of material. Her 
works offer diverse ways to experience painting, 
embracing sensory, reflective, and emotional moments 
as parts of a whole in which the individual and collective, 
the personal and historical, merge and dissolve.

Possibility
noun

1. The quality of being possible.
2. The capacity of someone to do something.

3. plural Means or resources, especially economic.
 —RAE (Royal Spanish Academy)

The definition of possibility suggests the occasion to 
be or to exist, as well as the faculty to do or create. 
Both meanings imply an act that unfolds in time and 
space—a process, a journey, a passage. This is key to 
understanding Walter’s work, both in her role as painter-
artist and in the relationship she cultivates between her 
pieces and the public they engage.

Over fifty years ago, during the May 1968 uprising in 
France, Jean-Paul Sartre described the youth revolt as 
“an extension of the field of the possible,” urging young 
people never to renounce that pursuit. These words still 
resonate powerfully, and the artist returns to them with 
a sense of the importance of that search. Her inquiry 
into painting’s potential serves not only to question the 
structures of visibility at play today but also to explore its 
spatiality, its presence as a pictorial body. This process 
becomes a way to attempt new forms of relation and 
community-building, encouraging self-questioning. 
From this conviction, she experiments with new tactics, 
seeking fresh approaches each time—not with the goal 
of reaching a final destination, but with the belief that, 
through the process, boundaries expand and what was 
improbable may happen.

Walter’s work explores a series of reflective processes 
around the contingency of painting, both conceptually 
and materially. She experiments with colour 
combinations, dismantles or reconstructs surfaces, 
expands them into space, or pursues processes 
that result in a profound synthesis. In this movement 
from painting to other spaces, the experience and 
experimentation with colour and material create a 

Florencia Walter
In Search of possibility

poetics that seek to broaden horizons, including both 
herself and anyone encountering the work. In every 
case, this journey requires moving through and beyond 
the multiple dimensions of painting.

The piece that inspired this exhibition, El oficio del pintor 
(The Painter’s Trade), is an installation initially created 
during a residency in Lima, Peru, in 2011. This work 
involves painting a space in a bright, almost fluorescent 
orange. When three canvases were removed from the 
wall, they left their mark, creating a tension between the 
figure of the painter-artist and the “house painter.” The 
definition of “painter,” as found in Wikipedia, emphasises 
this duality: the painter’s “primary occupation (...) is 
the uniform application of paint to the surfaces to be 
decorated (…).” Florencia draws on this constructed 
meaning of the word to examine the complexities of 
practice through questions around “making.” She also 
engages the viewer’s perception in a dual way: while the 
definition may provide a rational understanding of the 
work, the intense colour asserts itself on the viewer’s 
sensory experience.

For this new iteration of the piece, the artist adds a new 
layer of meaning, painting the wall white near the end 
of the exhibition. Additionally, as part of this action, she 
invites other local agents in the art world to spotlight 
female artists. This shift from the original installation 
arises from current discussions within Córdoba’s 
contemporary art scene, taking on new meaning within 
the context of an institution like the Museo Provincial 
Emilio Caraffa.

As part of this exploration and focus on visibility that 
defines much of her work, Walter addresses the role 
of emotions in building connections. Her dual roles as 
artist and psychologist allow her to delve into relational 
dynamics, exploring the complex interplay between 
emotion and cognition. In some cases, this reference is 
direct, as in Equivalentes pero no iguales (Equivalent but 

Not Equal, 2019). Here, she addresses the complexity 
of romantic relationships, exploring the challenge of 
being affected without losing autonomy, of identifying 
with another without becoming invisible. The simplicity 
of two ribbons contrasts with the profound meditation 
behind the work, reflecting her capacity for synthesis.

Her exploration of relationships also appears in more 
traditional-format paintings, though often with certain 
modifications that demonstrate her consistent inquiries 
and resourcefulness. In pieces like Umbral [A vecesverde] 
(Threshold [Sometimes Green], 2016) or Encuentro 
(Encounter, 2018), she explores the idea of refraction in 
both a perceptive and conceptual sense. Colour is the 
primary medium of these investigations, through which 
she examines the opportunity for expansion into another 
dimension, distinct from the canvas itself. She also 
plays with the objectified painting by using the reverse 
of the frame as a surface. The surrounding environment 
also becomes part of these pieces, as the colour they 
project impacts the space around them. In this fusion, 
where colour refracts and invades, light is essential, 
facilitating the interaction between the painting and its 
surroundings.

Sometimes, the colour points dissolve into a gesture 
or expressive mark. The analytical exercise becomes 
an experiment. In these pieces, she reconstructs 
previously dismantled structures through analysis and 
compositional skill. Flota (2011), winner of the Graduarte 
Prize from the National University of Córdoba, sits 
midway between an oval and a mark, confirming that 
her process is not gradual or linear but dialectical, a 
constant rehearsal in exploring new and diverse options.

In her explorations, the canvas sometimes detaches 
from the stretcher, taking on spatial forms that become 
unique configurations. In the Bollos series, she 
manipulates fabric until it becomes object-like; she first 
coats it with acrylic, not to create an image per se but to 









“Transcurso”
2024

Acrílico s/ lienzo
60 x 60 cm

“Incesante”
2024

Acrílico s/ lienzo
60 x 60 cm

“Equilibrio“
2024 

Resina, aluminio y/ mdf
31 x 53 x 26 cm  









itself. The networks connecting the different portraits, 
drawn from photographic records of the continuous 
colonial history woven into our story, reflect these 
mycorrhizations: fertile yet hidden encounters capable 
of giving life—Mother Earth, the homeland, the mother 
tongue. Beneath this earth lie the threads from which to 
reweave identity.

In contrast, the second room features polychromatic 
woodcuts and “lost blocks.” Here, we see a profusion 
of images arising not from the solidity of archival record 
or rooted origins but from fluidity and ephemerality: 
automatic drawing, traces lost in the erosion of the 
woodblock. We find the exposure of intimacy, the 
everyday alongside the boldness of fantasy, merging 
continuously in layers and proliferation that invite us to 
question how we’re learning to coexist with images in 
their heterogeneity. This tension raises questions about 
the circulation and consumption of visual objects in our 
culture.

This opposition reflects another tension that Beguerí 
uses to approach the nature of contemporary art. 
The silent labour of subterranean agents evokes the 
invisible, craft-based work in the studio—an inversion 
of the exhibitions in cultural institutions or public space 
interventions where the finished work is displayed. In 
the street or the museum, the exposed piece, whether 
incidentally or intentionally, often conceals the process 
behind its creation. Beguerí seems to want to reveal, 
paradoxically, these vital, hidden forces that recall the 
analogue, hands-on work with material, the dense time, 
and the physical wear involved with the gouge and the 
press. But he also evokes an ongoing quest to break 
through institutional boundaries in art, positioning his 
work in public space as a form of (three-dimensional, 
urban, and again, political) intervention. What part of an 
artist’s work is “mere” craftsmanship? Is it the work on 
the street, in the gallery, or in the digital realm? This new 

tension raises questions about the status of art.

For this first exhibition at the MEC, our aim has been 
to showcase how Beguerí’s work embodies these 
contrasts and tensions, and how his artistic restlessness, 
in elaborating these themes, forms a counterpoint, a 
dialogue, but also a critique of contemporary culture 
and aesthetics.

Germán Díaz
Curator

“Diablo”
2023

Xilografía a color
80 x 130 x 5 cm



“Familiar 1982”
2022

Xilografía a color
74 x 96 x 5 cm 

“Rev. Mexicana”
2022

Xilografía a color
 74 x 96 x 5 cm 

“Brandan con Seguí”
2018

Xilografía a color
 74 x 96 x 5 cm 






