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1936, 17 and 18 July
Military uprising against the democratic
government. Its failure prompts the mobilisation
of the army and the start of the Spanish Civil War.

1939, 1 April
General Franco, the commander of the Nationalist
army, proclaims the defeat of the troops of the
Republican government and the end of the war.
This marks the beginning of the dictatorship
and its repressive policies.

1955
Spain joins the UN as a part of Cold War strategy.

1962

The start of this decade sees an overhaul of

the government with ministers of an ultra-
conservative and technocratic profile. The interna-

tional campaigns ‘Spain is different’ and ‘Veinticinco
anos de paz’ (Twenty-five years of peace) are
launched in an attempt to whitewash the dictator-
ship and attract visitors and businesses.

1975, 20 November
Francisco Franco dies after months in hospital.
Days later, Juan Carlos | is proclaimed king in
accordance with the dictator’s arrangements.

1978, 6 December
Referendum on the democratic Constitution.
Approved by 87.9%, it establishes the State

as a parliamentary monarchy structured
in autonomous regions.

1983
Attempted coup d’état by Colonel Tejero.
He is supported neither by the king nor by the whole
of the army. Four days later, Spain takes to the
streets in a demonstration of repudiation.

1986, 1 January
Spain becomes a member of the European Union.

1997
ETA kills the town councillor Miguel Angel Blanco.
His kidnapping and murder lead to mass mobilisa-
tions, heralding a change in the politics and social
perception of the rejection of terrorism.

2003, 15 February
‘No ala guerra’ (No to war). Millions of Spaniards
go out to demonstrate in the country’s main cities
against Spain’s participation in the war against Iraq.

2004, 11 March
A terrorist attack linked to Al-Qaeda at
Atocha Station in Madrid, prompted by Spain’s
support for the USA in the war on Iraq. 192 people
die and more than 1,700 are injured. The country
turns out onto the streets to protest. Three days
later votes in the general election, with a historic
reversal of the expected result.

2008
The year of the explosion of the worldwide
recession, which also affects Spain. Lasting
until 2014, it involves a banking system crisis,
unemployment that almost doubles (affecting nearly
27% of the population), and a real estate bubble.

2011,15 March
After years of protests, including a general strike
in 2010, the 15M popular movement is launched
with a demonstration and peaceful encampments
in city squares to demand measures against
the economic crisis, financial insecurity, political
corruption and austerity measures.

2018, 8 March
A strike and mass demonstration by the feminist
movement on Women's Day in 120 Spanish cities,
unprecedented the world over. In subsequent years,
they will continue at the forefront of struggle
with slogans against male chauvinist violence
like ‘Solo si es si’ (Only yes means yes) or
‘Yo site creo’ (1 do believe you).



Within the framework of EUROPALIA ESPANA, the group ex-
hibition Resistance. The Power of the Image examines how
Spanish artists since the start of the Civil War (1936-1939)
have used art as a means of protest to demand rights and de-
nounce abuse.

Thinking of this power granted to images - their produc-
tion and distribution, what they veil or unveil, the information
they conceal and the narratives they establish - is an exercise
in controlling reality.! It then becomes necessary to ask what
lies behind an image, what visual regimes (veracity, falsehood,
simulacrum and so on) they evoke, and to what end. If they can
be used as a means of domination, they can also serve as a
means of resistance to a system.

One milestone was the Spanish Pavilion at the 1937
World Exhibition in Paris, which provided an important interna-
tional platform for denouncing the horrors of the Civil War. The
work that attracted the most attention at the time was Guerni-
ca, which Picasso had created especially for the occasion, and
which continues to symbolize resistance and the power of the
image. However, other artists also saw the potential of art to
mobilize people through a wide variety of means.

As is well known, the war in Spain was won by the fascist
side, and many of those who survived were forced into exile.
One of whom was Maria Zambrano, the philosopher of exile. In
her writings, she defined the notion of ‘poetic reason’, a way of
looking at the world beyond the rationalist logic of modernity.
This ‘poetic reason’ is based on sensitivity, which encompass-
es both feeling and sensibility. It therefore directly shapes our
perception of others and the world, and seeks to define the
values for an ethic of coexistence. It is a way of thinking that
also ‘walked through images'. Aesthetics would become an
instrument for knowledge, and contemplation the first step
towards action: ‘Art which is seen as art is different from the
art which makes us see’.2

The exhibition Resistance. The Power of the Image con-
tinues this impulse by focusing on two key moments in the
process of democratization in Spain when art was used as
a political tool. First, the 1970s, the final period of resistance
against Franco’s dictatorship (1939-1975), and the seemingly
tranquil transition from dictatorship to democracy.

A second period emerged in the last decade, when
Spain, like many other European countries, experienced
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a wave of demonstrations. The Indignados (the indignant)
protested against the banking crisis, the real-estate bubble,
gender violence and other threats to basic democratic values.
These contemporary protests are tied to the concerns and
visual strategies of earlier generations, using tools that are
certainly new but driven by a similar desire for a more just and
inclusive society.

Their artistic practices, originally articulated as a form
of struggle, infiltrated themselves as a hidden power that per-
sisted with the arrival of democracy. Today, they intersect with
new readings and perspectives to combat the amnesia of a
younger generation that did not participate in the political tran-
sition and now feels a need to confront its history and the trau-
mas created by a prolonged period of violence and repression.

The French philosopher Gilles Deleuze said ‘Every act of
resistance is not a work of art, even though, in a certain way, it
is. Every work of art is not an act of resistance, and yet, in some
ways, it is’.> How these artists think, create and share their
work - and the tensions generated in these processes - is also
a way of releasing energy, of provoking an action. This goes
beyond merely offering information or communication and can
therefore be understood as an act of resistance.

This exhibition seeks to foster critical reflection on the
past through images and through the work of this group of
committed artists from the Spanish State. Their proposals
reflect on the ways of life and violence that were generated
and still affect our social relations today. These concerns are
shared across many territories in Europe. How can we visualize
open wounds and what do they signify? How can we under-
stand the policies of violence of the past and the ways in which
they affect bodies and territories today? How can we imagine
future possibilities?

1 Fontcuberta, Joan, Imdgenes latentes. La fotografia en transicion, 2025: Dalpine, Madrid
2 Zambrano, Maria, Algunos lugares de la pintura, 1989: Espasa Calpe, Madrid
3 Deleuze, Gilles, Qu'est-ce que I'acte de création?, talk given on 17 March 1987

in the Tuesday lecture series at FEMIS film foundation, Paris

Curators: Marta Ramos-Yzquierdo and Sam Steverlynck 5






JOSEP RENAU

1907, Valencia, Valencia, Spain /1982, Berlin, Germany

from the series Los diez mandamientos, 1934:
Tercer mandamiento. Santificaras las
fiestas

Cuarto mandamiento. Honraras padre y
madre

Quinto mandamiento. No mataras
Séptimo mandamiento. No robaras
Octavo mandamiento. No mentiras
Noveno mandamiento. No codiciaras los
bienes ajenos

Décimo mandamiento. No desearas la
mujer de tu préjimo

Josep Renau was a painter, poster artist,
muralist, editor, political agitator and art
theorist. In the 1930s, he was one of the first
to utilize mass media images. He created
posters, photomontages and graphic de-
signs inspired by the post-Dadaist work of
German artists John Heartfield and George
Grosz, as well as by Soviet Constructivism.
After an early phase in the drier, more
direct style of agitprop (short for ‘agitation’
and ‘propaganda’ in Soviet Russia, and
synonymous with the deliberate, forceful
dissemination of political ideas), Renau
began creating photomontages for anar-
chist magazines in 1934. He scrutinized the
bourgeois customs of traditional society
and exposed their hypocrisy under the um-
brella of the Catholic Church. He produced
sensual images with lively, colourful figures
and also included text to emphasize their
didactic function.

As Director-General of Fine Arts for the
Republican Government (September 1936 -
April 1938), Renau not only took measures to
protect artistic heritage from the relentless
bombing by the Nationalist army, but was
also responsible for the Spanish pavilion at
the 1937 World Exhibition in Paris. There, he
developed the power of the artistic image as
ameans of propaganda in a compre-
hensive programme that encompassed the
pavilion’s architecture, visual arts, folk art
and, among other things, theatre and film.
This was complemented by large murals
depicting the Republic’s achievements, with
photomontages by Renau himself, and a
reissue of Goya's series of engravings

Caprichos (The Caprices), Desastres de
la guerra (Disasters of War), Disparates
(The Follies) and Tauromaquia (The Art of
Bullfighting).

DARIO VILLALBA

1939, San Sebastian, Guiptizcoa, Spain/ 2018, Madrid, Spain
Pies vendados, 1973

La oracion, 1974

Dario Villalba collected photographs from
magazines, second-hand shops and ar-
chives, as well as taking some of his own
on the street. His entire oeuvre was based
on these foundational documents. He cut
up the images and isolated fragments from
them: the feet of a disabled person, remi-
niscent of those of Christ on the cross, ora
little girl hunched as though in prayer.

In the 1970s, Villalba exhibited enlarged
versions of these photographs in response
to contemporary trends such as Informalism
and Pop Art. He encased them in meth-
acrylate, then a new technique, which gave
his works plastic skins and, in certain areas,
added emphatic brushstrokes. In so doing,
he transformed fragments of reality into
symbols. Villalba presents vulnerable peo-
ple with weary bodies - alone, rejected, or,
as the artist put it, ‘tainted flesh’. He placed
people’s emotional motivations at the heart
of a practice that combined social engage-
ment with an awareness of violence and the
shadow it casts across every generation.



AGUSTIN IBARROLA

1930, Basauri, Vizcaya, Spain/ 2023, Galdacano, Vizcaya, Spain
from the series Paisajes de Euskadi,
ca.1970-1979

In 1966, Agustin Ibarrola produced his first
engravings about Guernica to mark the
thirtieth anniversary of the massacre perpe-
trated in this Basque city by the German air
force with the support of the Spanish fas-
cists. The series equally served as a tribute
to Picasso's identically titled work, created
for the Spanish pavilion at the 1937 World
Exhibition in Paris - an internationally fa-
mous symbol of the condemnation of barba-
rism and the defence of democratic values.

Ibarrola produced the engravings for a
1962 campaign by the avant-garde artists’
collective Estampa Popular in Vizcaya.
Active across several regions, the collective
created reproducible images that de-
nounced the political and social conditions
under Franco's regime - images with which
Spaniards could readily identify and which
could therefore circulate widely.

In the 1970s, Ibarrola continued to revisit
this collective imagery of the struggle for
democracy and for the Basque Country -
his identity - in both his graphic work and
paintings, including the ten-metre-long
mural Guernica from 1977. He depicted the
reality of the Basque anti-Franco and inde-
pendence movements during those years,
creating chronicles of the world around him.
The dark scenes, with abrupt brushstrokes
and sharp diagonals, portray police vio-
lence and the suppression of physical and
expressive freedom - both in anonymous
figures and via elements taken directly from
Picasso’s work, such as the lamp, the horse
and the woman'’s head.

JOSE ORTEGA

1921, Arroba de los Montes, Ciudad Real, Spain /
1990, Paris, France

from the series Decélogo para
la democracia espafola, 1976

José Ortega created this portfolio of ten
silkscreen prints in 1976, after sixteen
years of exile in France and Italy. In 1977, he
was able to freely return to Spain after the
passing of the amnesty law, one of the first
measures introduced by the transitional
government after Franco's death.

In 1958, Ortega cofounded Estampa
Popular, an artists’ collective that sought to
counterbalance abstract art by depicting
contemporaneous events. It also promoted
the dissemination of social and political
ideas through images. In this series, Ortega
advocates for the power of prints and
posters, which restore the traditional values
of graphic art through clearimages and
text. ‘Art should not only be poetic, but also
didactic, as in Goya's work. Admittedly, he
was talented enough for it to be didactic
without it being noticeable; he told the press
during the presentation of the series. In each
image, Ortega also incorporated personal
aspirations born of his political commit-
ment to the new era emerging in Spain,
using slogans such as ‘Yes to existence and
freedom’; ‘Neither 36 nor 39. No to the Civil
War’; ‘Yes to permanent amnesty’; and ‘Yes
to organizing democracy through dialogue’.



COLITA

born Isabel Steva i Hernandez

1940, Barcelona, Barcelona, Spain/
2023, Barcelona, Barcelona, Spain

Prensa en los quioscos de Les Rambles,
Barcelona, 1975

Funeral de Francisco Franco, Madrid, 1975

Funeral de Francisco Franco, Madrid, 1975

Colita was one of the most important
20th-century documentary photographers
in Catalonia and, by extension, in Spain. She
began her career taking portraits of flamen-
co singers and dancers, intellectuals, writ-
ers, architects, models and artists. When
Franco's death was announced to the nation
-on 20 November 1975, a day after the rest
of the world - Colita rushed from Barcelona
to Madrid to capture the historic moment.
With a hidden camera, she photographed
the people’s joy, sadness and despair at
the death of the dictator who had ruled the
country with an iron fist for over forty years.
As she herself recalled, ‘There | found the
heartbeat of the street and the feelings of
the people. It was both celebratory and fu-
nereal - people weeping and others enthu-
siastically shouting “Franco, Franco!”:

The photo series Muerte de Franco is
an invaluable document of immense his-
torical importance. In the days following
Franco's death, Colita captured the mourn-
ing crowds who gathered to pay their last
respects. Among other scenes, she photo-
graphed people flocking around the news-
paper kiosks to read the headlines. She also
documented the funeral itself, attended by
numerous Francoists and sympathizers.
Particularly striking is the presence of polit-
ical figures, including Franco’s successor,
King Juan Carlos of Spain, all of whom the
dictator had groomed to lead the country
after his death.

JOAN RABASCALL

1935, Barcelona, Barcelona, Spain

from the series Spain is different, 1973-82:
La voz de suamo, 1973
Cultura, 1977

El tiempo, 1977

Spain is different, 1977
Clasificacion moral, 1977
Horario de misas, 1977

Pistola automatica, 1977
Clave de la combinacion, 1977

From 1939 onwards, Franco's policies and
his alliance with Nazi Germany forced Spain
into political isolation. From 1953, when an
agreement was signed with the ECSC (a
precursor to the EU), this situation gradually
began to change. The country also increas-
ingly sought foreign investment. In the
1960s, Manuel Fraga, Minister of Information
and Tourism, devised a slogan to boost
tourism and attract foreign currency: ‘Spain
is different! The grim image of a dictatorial
state was recast as that of an exotic desti-
nation. The massive influx of tourists from
Northern Europe gradually caused cracks to
appear in the hitherto closed and conserv-
ative Spain. The introduction of the bikini -
much to the dismay of the Church - became
a symbol of this liberalization.

Joan Rabascall created a series of pho-
tographic prints, titled after Fraga's slogan,
in which he takes aim at several sacred
cows of Spanish society. His works take
the form of television screens and news-
papers - mass media that Franco used for
propaganda. Rabascall also reproduced
advertisements and commercials, thereby
ironically exposing the Spanish psyche with
all its passions and taboos: the hours of
mass, the weather forecast, football results,
the arms trade and film ratings. With this
series, Rabascall targets both the rise of
consumer society and the cornerstones of
Franco's regime - the Church, militarism,
and the use of bread and circuses to keep
the population politically indifferent.



EULALIA GRAU

1946, Terrassa, Barcelona, Spain

De dia i de nit (Etnografia), 1973

Los VIP (Etnografia), 1973

Temps de lleure (Etnografia), 1974
Entre la vida i la mort (Etnografia), 1974

Eulalia Grau grew up in Franco’s conserva-
tive, Catholic Spain, where women’s rights
were increasingly eroded. Women had to
obtain their husband’s permission to open
a bank account; they were not allowed to
vote or divorce - unlike their husbands - and
abortion and contraceptives were banned.
After a stay in Paris in 1971, Grau - a young,
free-spirited Catalan - discovered the art
of collage and immediately recognized its
political potential. She collected clippings
from newspapers, magazines and adver-
tisements, combining them into photomon-
tages that she transferred onto canvas.
Under the umbrella title Etnografia
(1972-74), Grau not only criticized the
burgeoning consumer society but also took
a sociological - almost ethnographic - look
at her native country. She exposed the
mechanisms, both hidden and overt, of a
patriarchal society with stifling gender roles.
In Grau's work, women appear in kitchens
or beauty contests, while men are portrayed
as athletes, bodybuilders, footballers,
soldiers or gangsters. Alongside sexism and
misogyny, Grau also denounced oppres-
sion, violence, injustice, corruption, poverty
and greed. She remained acutely aware of
the role the Spanish state media played in
perpetuating gender inequality, in line with
the agenda of the military dictatorship, the
Church and the traditional family.
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PILAR AYMERICH

1943, Barcelona, Barcelona, Spain

Manifestacion organizada por la
Coordinadora Feminista para pedir
amnistia para los delitos de la mujer
con el lema ‘Para Navidad todas en
casa’, 1977

Manifestacion para pedir guarderias gratu-
itas y subvencionadas, 1976

In the late 1970s, social and political move-
ments once again took to the streets of
Spain. Pilar Aymerich photographed this
period of change and liberation, creating a
new visual repertoire of protests, celebra-
tions and strikes. Her street photography
is imbued with an innate understanding
of the human and urban environments in
which it was created. A quality that enabled
Aymerich to tell a story with each scene -
one that extends beyond photojournalism.
El despertar (The Awakening) (1975-83)
is an important part of this visual repertoire.
It focuses on the feminist struggle for wom-
en’s fundamental rights. During forty years
of dictatorship, women were forced into
a subordinate role: expected to bear and
raise children, and granted far fewer rights
than men. One of Aymerich's reports - on
La Trinidad, a female prison in Barcelona
- made between 1976 and 1978, led to a
massive demonstration calling for amnesty
for crimes that discriminated against wom-
en and for the repeal of the legal concept
of ‘socially dangerous’. Another protest
focused on improving living and working
conditions and called for free childcare.
Through Aymerich'’s photographs, these
once-unprecedented scenes became
enduring icons of change.



ALAN CARRASCO

1986; Burgos, Burgos, Spain
En ese claroscuro, 2021

Alan Carrasco collects data that has been
rendered invisible in the official narrative

of Spain’s transition from dictatorship to
democracy, but which was reported in the
press. This work was created as part of the
online project Politicas del olvido (Politics
of Oblivion), launched in 2015. The website
lists more than 600 deaths resulting from
state terrorism and violence - whether at
the hands of the police, far-right groups or
others - during the transition to democracy
between 1975 and 1989. A period bookend-
ed by the shooting of a propagandist by
two Guardia Civil officers (in 1975) and the
assassination of an MP from the Basque na-
tionalist party, HB, by a former police officer
with far-right ties (in 1989).

Carrasco's installation tells this story
without direct imagery, using calendar
pages that include saints’ names. Year after
year, month after month, day after day, the
impact of these events clearly emerges
through repetition. The physical movement
that this 30-metre-long artwork demands
of us symbolizes the passage through this
fifteen-year period. The work stands as a
visual protest against the erasure of histor-
ical truth and denounces the false official
narrative of a so-called peaceful transition
in Spain based on consensus. Furthermore,
it invites reflection on how the legacy of
violence and oppression continues to shape
contemporary society.

CARLOS AIRES

1974, Ronda, Malaga, Spain

BLIND, 2025

The installation BLIND, comprising 1,800
paper lanterns, covers the entire ceiling.
These festive lights, used during village
festivals in Andalusia - Carlos Aires’ birth-
place - are, in fact, inspired by Chinese
lanterns. Their typically bright colours have
been replaced by black-and-white images
of catastrophe, death, violence and ecstasy.
These are reproductions of photographs
that Aires sourced from the image bank

of the Spanish newspaper ABC and other
digital archives. Every three minutes, the
lanterns go out for a minute: the scenes
vanish, and we are left in darkness for a min-
ute, with their afterimages lingering on our
retinas. The work reflects on seeing and not
seeing - on being complicit, and the guilt of
witnessing something while simultaneously
trying to erase it from memory.

Sex, death and violence are recurring
themes in the work of Carlos Aires, who
completed a postgraduate degree at HISK
in Ghent and lived in Belgium for ten years.
Aires does not shy away from the baroque
or the exuberant. In his own unique way, he
plays with symbols from Christianity and
from the (art) history of Spain and the Low
Countries. Across various media, he weaves
these together with elements of popular cul-
ture, including music lyrics and references
to the queer community.
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XAVIER ARENOS

1968, Vila-real, Castell, Spain

Teorética del pan (El pueblo espaiiol tiene
un camino que conduce a una estrella),
2019

Xavier Arends’ installation refers to the
sculpture El pueblo espafiol tiene un cami-
no que conduce a una estrella (The Spanish
People Have a Path That Leads to a Star)

by Alberto Sanchez. The latter work was
exhibited in the Spanish Pavilion at the 1937
World Exhibition in Paris, where Spanish
artists used this international platform to
denounce the horrors of the Spanish Civil
War (1936-39). Sanchez’'s metre-high sculp-
ture was positioned beside the pavilion and,
because of its organic form, was compared
to a giant cactus - although it also resem-
bled a loaf of bread.

Arends's installation expands on
Sanchez's work, but it comprises eight
sculptures that together reach a height
of 12.5 metres - the same as the original
piece. Artisanal loaves of bread, a universal
symbol of nourishment and community,
are skewered to bases. These bread sculp-
tures, ranging from 1.35 to 1.75 metres in
height, represent the average stature of
the Spanish working class. The variations
in size reflect regional food shortages.
Spanish men were the shortest in Europe
in the 1930s, with an average height of 1.65
metres, while Spanish women were, on
average, 10 centimetres shorter. Arenés’s
installation visualizes this period of malnutri-
tion and poverty and asserts a fundamental
right: the right to basic nourishment.
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LUA CODERCH

1982, Iquitos, Peru

Homenaje desviado (para cuatro abuelos
nacionales), 2015

This ironic tribute is dedicated to the artist’s
four grandparents, all of whom were staunch
Francoists during the Civil War and subse-
quent dictatorship. The work is a tangle of
contradictions and raises multiple ques-
tions: to what extent can a person distance
themselves from their origins? Where does
individual freedom end, and where does
deception - or ‘ideological support’ - begin?

Several years ago, Lua Coderch im-
mersed herself in the graphic archive of the
CNT-FAI, an anarchist trade union confed-
eration based in Barcelona at the end of
the Civil War. The material is now housed at
the International Institute of Social History
in Amsterdam. Comprising photographs,
posters, prints and other documents, the
archive had been stashed in forty-seven
wooden cases and sent to the Institute for
safekeeping. This was to prevent the materi-
al from being used to incriminate those who
had actively participated in the Republican
movement. Coderch’s research made her
aware of the gap between her family back-
ground and this chapter of Spanish history:
in photographs of her grandparents from
that period, they appear in the uniform of
the right-wing Falange, taking part in events
with Franco himself.

In keeping with her personal convic-
tions, and fully aware that her family history
stands in opposition to a democratic vision,
Coderch decided to learn songs from the
Republican repertoire - melodies that were,
of course, absent from her family’s musical
tradition. She practised them in a broken
voice. The combination of the two photo-
graphs and accompanying audio recording
of her learning the songs - hesitant, frag-
mentary and inaccurate - coupled with her
distraught voice, offers a space for reflection.



ANA GARCIA-PINEDA
1982, Sabadell, Barcelona, Spain

La Curva del Olvido, 2013
video, 4 min 35 sec

Ana Garcia-Pineda’s video recounts her
grandmother’s story - a tale that is unique,
yet at the same time familiar to many
Spanish families. Her grandmother's father
was appointed mayor of their village be-
cause he was the only literate person. As
the village in question had a reputation for
being a ‘red nest’, the fascists invaded it in
1937 and murdered him.

Garcia-Pineda’s grandmother’s name
was Armonia, which means ‘harmony’.
However, the fascist government and the
Catholic Church decided that all names
had to appear in the calendar of saints. So
her name was changed to Dolores, which
means ‘sorrows'. llliterate and just thirteen
years old, the grandmother left the village on
a donkey. She sold the animal to buy a train
ticket to Barcelona, where she found work
with a wealthy Catalan family.

In this moving video, personal and col-
lective histories converge in a story about
memory, language, loss and grief within a
family, all set against the backdrop of major
historical events in 20th-century Spain.

FERNANDO SANCHEZ CASTILLO

1970, Madrid, Madrid, Spain

Placas del memorial en homenaje a los
2.936 fusilados por el franquismo entre
1939y 1945, instaladas en Cementerio
del Este, Madrid, en 2019 y actual-
mente almacenadas, 2025

Lona del memorial en homenaje a los
2.936 fusilados por el franquismo
entre 1939y 1945, 2019

Fernando Sanchez Castillo’s work makes it
clear that the Spanish Civil War and resulting
polarization between left and right remain
highly emotive issues. In 2018, the artist
was commissioned to design a memorial
for the Cementerio del Este in Madrid. It was
dedicated to the people who were execut-
ed by Franco's supporters in the aftermath
of the Civil War, and are buried at the site.
During Franco's regime, and for many years
afterwards, these individuals were neither
recognized as having being assassinated
nor acknowledged as fighters for democra-
cy. Recognition only came in 2007, with the
passing of the Ley de Memoria Democratica
(Law of Democratic Memory).

When Madrid's new city council took office
in 2019, the names of the 2,936 deaths com-
memorated by the monument in the cemetery
were removed. They were replaced with a
more general inscription intended to honour all
deaths by violence between 1936 and 1944,
including those murdered by the Republicans.
For many relatives, this was a profound affront.
After Franco's regime had already sought to
erase their loved ones’ names from the collec-
tive memory;, it was happening again.

Fernando Sanchez Castillo presents the
remnants of the original monument: a photo-
graph of the memorial stones stored in a city
depot, and a rolled-up banner bearing the
deaths’ names. The artist donated the latter
to Memoriay Libertad, an association for the
relatives of those killed under Franco's re-
gime. The banner is ceremoniously unrolled
at every demonstration, and especially each
year on 14 April, the anniversary of the 1931
proclamation of the Spanish Republic -

a symbol of democracy and freedom.
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AVELINO SALA

1972, Gijon, Asturias, Spain

4'33" de silencio de minutos
de silencio, 2021

3videos, each 4 min 33 sec

In this three-channel video, Avelino Sala col-
lates recordings of people observing a min-
ute’s silence in tribute or protest. These are
recent images taken from sporting events,
political rallies and mass gatherings, among
other contexts. We witness moments of
remembrance for victims of the coronavirus
pandemic, terrorism, natural disasters and
femicide.

The title of Sala’s work refers to John
Cage's 1952 composition 4' 33" - a ‘silent
piece’ in which 4 minutes and 33 seconds
are spent listening to silence and, inevitably,
to the incidental ambient sounds within that
time span. In his video, Sala pre-sents a
minute of silence as an ideal form of
peaceful resistance - sometimes more
powerful than banners or slogans.
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FERNANDO SANCHEZ CASTILLO

1970, Madrid, Madrid, Spain

from the series The Global Museum of

Civil Protest, 2015-2022:

Mickey Venezuela, 2021

Pussy Riot, 2021

No me vean cara de bolsa, 2016

Tortilla Man, 2021

Rey del Chapapote. Protestas naufragio
del petrolero Prestige, 2023

Teddy Bear Caracas, 2022

Burundi, 2016

‘NO WAR’ protest, 2016

Burundi T Shirt, 2019

Escrache contra Felipe Gonzalez y Juan
Luis Cebrian. Madrid, Universidad
Autonoma, 2019

With this series of sculptures, Fernando
Sanchez Castillo pays tribute to the inven-
tiveness and courage of people - all over the
world - who take to the streets in protest.
Demonstrators often wear masks to avoid
being recognized, and sometimes delib-
erately choose playful or striking designs

to attract media attention to their cause.
Although Sanchez Castillo's series address-
es global protests - from Burundi and Egypt
to Ukraine and Russia - it occasionally refers
to specific places or contexts. For example,
the vibrant balaclava alludes to the Russian
feminist political punk rock band Pussy Riot,
while the Mickey Mouse gas mask was used
during protests in Venezuela.

Under the title The Global Museum of
Civil Protest (2015-22), Sanchez Castillo
created an ‘archive of resistance’. In so do-
ing, he appropriated the visual strategies of
activists, just as the protesters themselves
consciously employ the power of images as
a means of exerting political pressure.



DANIEL G. ANDUJAR

1966, Almoradi, Alacant, Spain

Crit de batalla, 2019-2020 (2025)

Crit de batalla (Battle Cry) belongs to the
trilogy entitled The Third State. In this work,
Daniel G. Andujar explores the fallacy of
constructing a working-class aesthetic
through art. Here, he focuses on the lan-
guage of various political movements,
which evolved into an archive of phrases,
battle cries and announcements. Andujar
observed that local expressions had been
reinterpreted through a political lens and
used in ways that diverged from their origi-
nal meanings.

They appear in black letters on white,
in the same font and on the same size of
paper. By reducing the expressions to
commands - akin to political marketing
using slogans - the artist reflects on how
these words oscillate between the power of
propaganda and disempowerment through
their constant repetition in the media and
on social networks. The codes at play are of
amoral and economic nature, personalized
by sophisticated algorithms that restrict
critical thought. In the artist’'s words: ‘With
these kinds of slogans, language becomes
an instrument of conspiracy and manip-
ulation, an exercise in domination and (re)
education. An artificial universe is created
that seems completely real, while language
can also be democratic!

ELI CORTINAS

1979, Las Palmas de Gran Canaria, Canary Islands, Spain

The Machine Monologues, 2024-2025

With her montages of found digital images,
Eli Cortinas creates space for critical resist-
ance for a future that has already arrived.
This video installation presents images and
technologies of power - weapons in the
form of humanoids, avatars and chatbots -
amid a chaos of monologues reflecting

on the issues of our time. The narrative, at
once poetic, playful and ironic, raises one of
contemporary philosophy’s central ques-
tions: what is the meaning of humanity in
the age of an emerging artificial collective
consciousness? If technology shapes our
perception and our capacity for empathy,
and if new forms of robotics (and the cor-
porations behind them) create systems of
surveillance, fear and violence, how far does
the power of human action still extend?
What remains of our ability to imagine alter-
native futures when facing this kind of crisis
of the imagination?

Eli Cortinas articulates these complex
questions as a struggle against the new sta-
tus quo and the active and passive forces
within it. Her video challenges our assump-
tions and argues for the possibility of a new
collective system.
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FILM SECTION

G Screening room at the ground floor

The films start each day at
10:00 11:30 13:00 14:30 16:00

MARIA RUIDO

1967, Xinzo de Lima, Ourense, Spain

Lo que no puede ser visto debe ser
mostrado, 2010

11 min 6 sec

Maria Ruido’s film examines the con-
struction of collective memory: via events
not personally experienced but publicly
broadcast; via stories which are only told,
as there is no documentation available; or
via episodes that may never have occurred
at all. Ruido's critical investigation offers

an opportunity to retelling and reflect on
collective memory.

The film is a collage of existing footage
and includes scenes from Spanish militant
cinema produced between 1975 and 1978 -
from the early years of political transition fol-
lowing Franco's death to the referendum on
the constitution. The images with which the
artist works are, in themselves, gestures of
resistance: via the acts of change and strug-
gle they depict - often taking place beyond
the official framework of institutions and
political offices - and through the history of
militant cinema itself, which was consigned
to oblivion in neglected archives, thus
placing it outside the authorized narrative.
The absence of these images has coloured
our understanding of this period. Our knowl-
edge has been moulded by the ‘official’
imagery repeatedly broadcast in television
documentaries and news programmes,
while the perspectives of dissenting voic-
es were systematically excluded from the
collective memory.
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FERNANDO SANCHEZ CASTILLO
1970, Madrid, Madrid, Spain

La arquitectura para el caballo, 2002
5 min 30 sec

Fernando Sanchez Castillo’s videos, a pair,
reveal two sides of the same coin: a space
that embodies the ‘architecture of control’,
and an action that renders it useless. This
work forms a diptych with Canicas.

After May 1968, the Universidad
Auténoma de Madrid was constructed
with the explicit aim of keeping students
and political activists under surveillance.
The site was deliberately chosen outside
the city, in a low valley that could easily be
isolated and surrounded by military posts.
The campus was also designed with the
same specifications. It has no gathering
places; only corridors and access points
that security forces can use. Franco's police
- the grises (greys, named after the colour
of their uniforms) - could even enter the
buildings on horseback. In La arquitectura
para el caballo (Architecture for the Horse),
Sanchez Castillo explores the relationship
between animal and architecture by riding
a Spanish bred horse through the university
buildings, allowing its trotting and rearing
movements to navigate the space.

NURIA GUELL
1981, Vidreras, Girona, Spain
Resurreccion, 2013
10 min 47 sec

In each of her projects, Nuria Giiell exposes
the incoherence of power systems through
the form of a document or a story.

The video Resurreccion (Resurrection)
reveals the perverse legal and economic
structures that allow the continued exist-
ence and financing of pro-Franco associ-
ations - even as mass graves still lie along
Spain’s roadsides. With irony and defiance,
the artist wove a web of purchases, credits
and defaults: she founded an associa-
tion using the names of guerrilla fighters
murdered by Franco's troops; purchased



merchandise from the Francisco Franco
Foundation using a bank card in the name of
one of these maquiis (clandestine freedom
fighters); refused to pay for the purchase;
and finally buried the pilfered goods in a
fresh roadside grave.

FERNANDO SANCHEZ CASTILLO
1970, Madrid, Madrid, Spain

Canicas, 2002

2 min 30 sec

Fernando Sanchez Castillo’s videos, a pair,
reveal two sides of the same coin: a space
that embodies the ‘architecture of control’,
and an action that renders it useless. This
work forms a diptych with La arquitectura
para el caballo.

While Sanchez Castillo explores the ‘ar-
chitecture for the horse’ of the Universidad
Auténoma de Madrid in the first video,
Canicas (Marbles) recalls the imaginative
tactic devised by students to resist the
attacks by Franco's mounted police. They
scattered marbles across the floor, prevent-
ing both the animals and the authorities from
entering the spaces where the students
were exercising their freedom of thought.
Universities were among the main breed-
ing grounds of anti-Franco ideas. Canicas
depicts marbles cascading through the
university’s classrooms and corridors.

DIEGO DEL POZO BARRIUSO
1974, Valladolid, Valladolid, Spain

0IiDO 0DIO, 2023

43 min 44 sec

Diego del Pozo Barriuso examines the
normalization of creating and consuming
aggressive images within a political system
more concerned with monitoring and man-
aging citizens than with empathy.

To this end, the artist explores the
capacity of images to embody and repre-
sent cruelty. The video's script is structured
around three types of imagery. The first be-
ing material from television archives, mobile

phones and surveillance cameras, forming

a documentary timeline of the first hate
crimes to be classified as criminal offenc-
es. The second comprises drawings and
photographs edited to resemble evidence in
a judicial investigation. The third kind shows
performers imitating offensive and defen-
sive gestures.

This film resists the escalating spiral
generated by the circular economy of vio-
lence. Instead, it invites us to imagine new
ways of creating and reproducing images.
In the video, this exercise is underscored by
what we hear - and what we don't - when
confronted with hatred.

NURIA GUELL

1981, Vidreras, Girona, Spain

Apatrida por voluntad propia, 2015-2016
5 min 7 sec

Ndria Guell's art begins with very spe-
cific questions. Her search for answers
brings her into contact with bureaucratic
institutions, violent contexts and extreme
situations.

Apaétrida por voluntad propia (Stateless
by Choice) challenges the concept of the
nation-state and the possibility of existing
outside it. The artist made an official ap-
plication to renounce her nationality and
thereby become stateless. When her initial
request was rejected, she began legal
proceedings with a lawyer to determine
precisely which frameworks made her
objective unattainable. The conclusion was
that she cannot renounce being Spanish,
but she can be expelled by Spain.
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Agenda
Discover the programme of lectures, guided tours, workshops,
and more activities related to the exhibition at smak.be.
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