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ABSTRACT

This thesis analyses the political and artisticedigyment of the Valencian painter,
editor, and montage artist Josep Renau (1907-188&hg the years of the Spanish
Second Republic (1931-1939). Renau was a pioneeepigesentative of a politically
progressive vanguard in 1930s Spain, and his rao#ted work offers a valuable
insight into contemporary perceptions concerning ttneoretical as well as practical
intersections of politics and art. Investigatinggé intersections, the thesis argues that
artistic and political activities were equally faative aspects of Renau's progressive
project, which sought to configure a cultural visitor a modern Spain. This project
was clearly informed by Renau's affiliation witketBpanish Communist Party and the
particular threat posed at the time by fascism.Hsipproject was also strongly coloured
by conceptions associated with the artistic avamtig, conceptions which led Renau to
emphasise the importance of radical cultural reheagaa pivotal ambition of anti-
fascist politics. The second part of the thesidags how the civil war opened up new
cultural possibilities which might potentially hafavoured further practical elaboration
of Renau's vision had not the critical militaryusition facing the Republic also
exacerbated its internal tensions. As the socidl moiitical revolution triggered by the
conflict raised the stakes of cultural politics tétepublican cultural producers had to
balance increasingly urgent artistic and politidemands. Renau, who occupied the
post of General Director of Fine Arts from Septemb@36 to April 1938 and was thus
a prominent figure in the cultural mobilisation pess, indicated how such demands
could be reconciled. More problematic, however, evéhe ambivalent attitudes
displayed by both artistic and political vanguatolwards the grass-roots revolutionary
situation allowing unprecedented power to the pieo In this regard, Republican
cultural strategies would echo the radical priresphdvocated by Renau while reducing

their democratising potential.
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INTRODUCTION

'| feel nostalgic for the future’, said Josep Remaw visit in the late 1970s to his native
Valencia, one of the first since the Spanish Rapibtlefeat in the civil war of 1936-
1939 had condemned him to nearly 40 years of éXilee phrase — to be 'nostalgic for
the future’ — may be read in several ways. Thehde&iGeneral Francisco Franco in
1975 meant that Spain looked set to emerge from3@igear-long dictatorship that
resulted from the war, and it is likely that, deésphis advanced age, Renau was
signalling a firm desire to look ahead, to continaavork towards the future that from
an early stage in his career had inspired histiarppsoduction. The term nostalgia even
suggested that it was in this future he would wtiety feel at 'home'. Renau always saw
himself as a representative of an artistic andtipali vanguard. He never stopped
seeking new forms of expression, new ideas, neights He probably never stopped
hoping for a new world, which he considered a mreiste for the establishment of true
artistic freedom. Yet Renau's 'nostalgia for théurde may also be understood
historically. For the words were pronounced up@rhbturn to a city inextricably linked
with the foundational influences of his artistiodgpolitical vision. It was a vision that
experienced its first and greatest defeat undetbtmbs of Hitler and Mussolini, the
dictators who secured General Franco's victoryhendivil war, and was then buried,
along with all positive acknowledgements of the @ecRepublic, under multi-layered
psychological, social, and institutional censorshigvised by the Franco regirhe.
Nostalgia could, in other words, refer to a forriere and place when another future —
brighter and more audacious — seemed possibls.tltei ambition of this thesis to say
something about how that future was imagined, anentich our understanding of the
historical conditions and languages by which it veasped. Even if Josep Renau's

vision can hardly be seen as representative of Rigan politics as a whole, it was

Various authorsNostalgia de futur; Homenatge a Rendalencia: Vetges Tu i Mediterrania, 2009),
7.

2 After the civil war, the Franco regime sought tmsolidate itself through the use of various medns o
direct as well as discursive violence, which ultieta generated as a pervasive atmosphere of fear.
There is now large literature on Francoist repmegddut for a recent social and cultural overvidw o
the legacy of war during Francoism and after, seh@m, HThe War and its Shadow: Spain's Civil
War in Europe's Long Twentieth CentBastbourne: Sussex Academic Press, 2012).



inextricably tied to the Republican experience.irblittely, it was both nourished and
destroyed by the same historical forces that sebke@®epublic's fate.

A study focusing specifically on the intersectiarisart and politics in the work
of Josep Renau during the Republican period iffipgtfor a number of reasons. Renau
was a prominent critic and polemicist who commerdeadvirtually all artistic trends
shaping Spanish cultural life in the 1930s. In meages, his arguments represented one
of two extremes and thus showed with particularitgiavhat was at stake in Spanish
cultural debates. Renau also made significant imrions to national cultural
developments by 'importing' to Spain artistic taghes and ideas developed elsewhere
in Europe. He thus serves as an ideal startingt poirstudies investigating how such
techniques and ideas were adapted to a specificnaatcontext. This is of particular
importance when the ideas in question are origiradkociated with the cultural politics
of international communism, which has been charsee as an inflexible monolith
that was simply applied to a multitude of situasianithout much, if any, modificatioh.
As we shall see, this was not the case in Spaieraviiebates about the political value
of realism as well as modernism developed withiaceft national parameters. This
meant that key concepts like realism could give te nationally formed associations,
which must in turn affect the way we map culturainenentators' ideological positions.
From this perspective, then, a study of Renau améhfluence offers important insight
into the lines along which political relations wesstablished within the Republican
cultural sphere. But a study of Renau must aldee Renau himself, ask more
fundamental questions regarding art's social mterasponsibility. This was something
of a leitmotivin Renau's artistic development, and here too bigributions to the
national debate can be seen as a logical pointeparure for a wider analysis of
shifting trends in Spanish cultural producers'tretato their social environment during
the volatile 1930s.

Renau's overall influence on cultural life in Reph Spain is difficult to
ascertain with any exactitude, but his participatio national cultural and political
organisations, and, above all, his appointmentexse@l Director of Fine Arts, grant his
work an undeniable national dimension. As we skaél, his high position in official
cultural politics during the war was not used tereise strictly prescriptive control over

Republican cultural production, but the radicalasleadvocated by him found wider

¥ The notion that Renau, for example, led a grouprttfodox Stalinists who sought to impose a

uniform socialist realist doctrine in Spain appeacst clearly in Trapiello, ALas armas y las letras:
literatura y guerra civil (1936-1939Barcelona: Destino, 2011), 217.



resonance in the particular circumstances thatviieengendered, and his leadership
reinforced in this sense a development driven yultitude of actors.On the local
level, however — that is, within the progressivéiumal scene of Valencia — it is clear
that Renau's influence was crucial throughout tepuRlican period. Here his role was
above all that of a cultural entrepreneur, a pemsbo launched a series of initiatives
and possessed a great talent for securing hisagpiés' support for new projects.
Insofar as Renau could continue to work througlsqeal contacts also during the war,
these abilities would, of course, have a directaotpn the national level too. In such
cases we must further underscore the importanéenéu as part of the reason why the
cultural politics of the wartime Republic took tfeem it did.

Before we examine how the work of Renau has besasaed in the existing
literature, it will be useful to furnish a shortashcter portrait, not least because it will
help us understand why he was so influential atcalllevel. First of all, there is little
doubt that Renau was a very charismatic, warm, eareigetic figure who impressed
colleagues and scholars alike. The Valencian atohan Francisco Agramunt has
described him as a person of 'enormous vitalily' cempulsive talker, sometimes a bit
‘cheeky' in familiar conversation, but nonethelesiibiting the most 'perfect kindness'
and the most 'unpretentious manners' that one dmadine> Such eulogising words
may not have resonated with everyone who met hirhntany were certainly struck,
especially at the early stages of his career, yninense energy. An interview with the
artist published in 1929, just after he had mourtiedfirst solo exhibition to great
critical acclaim, described him as a youthful relvkb stuttered, not because of any real
speech impediment, but as a result of '‘excessieedspout of sheer ‘dynamisiin
addition to his animated spirit, Renau also impeddsis contemporaries with his acute
intelligence. One of his two younger brothers, Jwerote in his 1953 memoirs that he
had never come across anyone gifted with such agpfr learning’ An almost
identical judgement was passed in an 1979 intervimwJosep Renau's personal
secretary during the civil war years, Antonio Dedtowho called Renau an exceptional

'natural talent', the like of whom he had not ssiige the end of the civil warSuch

* See Chapter 8.

® Agramunt Lacruz, A.a vanguardia artistica valenciana de los afosrtai arte y compromiso
politico en la Il RepublicgValencia: Generalitat Valenciana, 2006), 184.

® Mifana, F. ' Biografia de un hombre de veintiinsafRenau Beger, dibujante, baja, 48)'Semana
Graéfica, 30 March 1929. Also quoted in FormentJAsep Renau: Historia d’'un fotomuntador
(Catarroja: Editorial Afers, 1997), 58.

" Renau, JPasos y Sombras: Autopgislexico: Coleccion Aquelarre, 1953), 206, 347.

8 CDMH (Salamanca), Fuentes_Orales-Mexico, no 32.



claims may seem hyperbolic but were not withounfitation. Having been taken out of
school before the age of 10, Renau became an dataddf unconventional but wide-
ranging eruditio. He was never a great or profoundly innovative tiseobut his
ability to synthesise acquired knowledge, combimgth his explosive energy, made
him formidable opponent in intellectual and polficdebates. His writing, strongly
coloured by a style often seen in avant-garde raatuf, moreover showed effective
command of rhetorical techniques used to enhaneepthasentation of his ideas and
build dramatic tension. His vivid prose holds themtion of the reader and constituted
in itself a great part of his overall ability togage and inspire his audiences.

Yet the most important among Josep Renau's pergotralts was, no doubt, the
fact that he combined intellectual and creativertalwith an indomitable enthusiasm
and confidence. He ‘radiated optimism’, accordmthé Valencian painter and sculptor
Rafael Pérez Contel, who was a close friend of Renthroughout the Republican
period® This disposition would naturally have boosted Rem&nterprising drive, his
readiness to take initiatives, and his ability &sngsupport for his ideas. It also helps to
explain some of his remarkable achievements, st lguring the war, when he took on
a series of complex tasks — crucial among theneptioig Spain’s artistic heritage from
war-related damage — with significant succé€®ut Renau's positive outlook was not
unproblematic. The more reserved view of AlejanBenau — the second of the three
brothers — regarding his elder sibling indicates thosep at times allowed his optimism
to cloud his judgement on everyday matters and dhiswiew of immediate reality.
There was, according to Alejandro, a 'lack of be¢amn his character that sometimes
made family life and relations sufférEven his admiring younger brother Juan points to

the price of Josep's extraordinary artistic andtipal drive when suggesting that he was

According to Renau's own account, he was takemwfsthool at the age of eight or nine, as his fathe
wanted him to focus on his artistic training. Sem&u's introduction to the facsimile version of
Nueva Cultura'Notas al margen de nueva cultura’, which apamfappearing in the first facsimile
edition (Vaduz: Topos Verlag, 1977) is availabldaigitalised format fronwww.faximil.comand
reproduced in its entirety in Brihuega, J. (Elb)ep Renau (1907-1982): Compromis i Cultura
(Valencia: Universitat de Valéncia, 2007), 458-48§ the first facsimile edition is relatively diffilt

to find, and the digital version missing page nurapall subsequent references to this text will
include page numbers corresponding to the cataledited by Brihuega. The reference to Renau's
school leaving age can be found on 460f.

10 pérez Contel, Rartistas en Valencia 1936-1939 (Vol. 1{®plencia: Conselleria de Cultura,
Educaccio i Ciéncia, 1986), 268.

The measures taken to protect the heritage weredapied by other countries in the Second World
War, for example. For a detailed overview of thepect of Renau's work, see Cabafias Bravosep
Renau: Arte y Propaganda en Gue(fzalamanca: Ministerio de Cultura, 2007).

Bellon, F. Josep Renau: la abrumadora responsabilidad del @fégencia: Institucio Alfons el
Magnanim, Diputacié de Valéncia, 2008), 89f.
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prepared to sacrifice everything — career, fangiyen himself — to realise his ideals.
Ultimately, then, Josep Renau was an artist guitlechis dreams and, above all, a
burning desire to give these dreams a tangiblenmabtg Indeed, Renau's audacity and
strength suggested to his admirers that such amtients may not have been beyond
him. 'If life were not so short', Juan wrote regagdhis oldest brother, 'he would have
turned into reality the whole fantasy of tAeabian Nights'* Such words offer an apt
and perhaps — from the perspective of the twemsg-ientury — suitably ambiguous

description of a man who dedicated his art to theggle for a future communist utopia.

Strengths and limitations of existing scholarship

The starting point for scholarly investigations ointhe work of Renau was his
participation in the Spanish contribution to theade Biennale in 1976, which provided
an overview of the Spanish avant-garde from 1936taighat yeat® The interest
generated by Renau's involvement led two years tattis first solo exhibition in his
native country since he had been forced into etiligty-nine years earliéf. The death
of Franco in 1975 and the gradual dissolution af dictatorship allowed for renewed
critical interest in Renau's work, and even ingpithe artist himself to return
periodically to Valencia and Madrid, where his salland lectures attracted great
attention from both academics and media. His déefmireturn to Spain would never
become reality, though, even if his private papemnd archive were donated to the
people of Valencia through the creation of the gd®enau Foundation in 1978.

While Renau seems to have come into focus in thtierl&alf of the 1970s,
historical research on the early Spanish avantegardre generally began to take shape
somewhat earlier, in the late 1960s and early 19&@ong the wealth of literature that
emerged over the subsequent decades, works by Bimeega and Miguel Angel
Gamonal Torres remain foundational to studies sdiaf arts in the Republican peritid.

¥ Renau, JPasos y Sombrag45.

¥ Ibid.

5 See the catalogue Bozal, Valeriano (Eekpafia. Vanguardia artistica y realidad social: 698976
(Barcelona: Gustavo Gili, 1976).

® There is also a catalogue from this exhibitidmsep Rena(Madrid: Ministerio de Cultura, 1978).

7 Renau died and was buried in East Berlin, thewtftgre he had lived since 1958.

'8 In this regard Jaime Brihuega has highlighted the of Vicente Aguilera Cerni, one of the major
figures in contemporary Spanish art criticism artchastory. See Brihuega's introduction to Arturo
Angel Madrigal Pascualsrte y Compromiso: Espafia, 1917-1986adrid: Fundacién de Estudios
Libertarios Anselmo Lorenzo, 2002). Another impattaarly study was made by Manuel Tufién de
Lara. SeéMedio Siglo de Cultura Espafiola 1885-198&rcelona: Buguera, 1970).

¥ Two foundational books by Brihuega aras vanguardias artisticas en Espafia 1909-1@3&adrid:
Itsmo, 1981) andla vanguardia y la RepublicgMadrid: Catedra, 1982). The most relevant work by
Gamonal Torres iarte y Politica en la Guerra Civil Espafiola. El @aRepublicandGranada:

10



The writings of Manuel Aznar Soler have contributgceatly to the history of
progressive political engagement among Spanishwateintellectual$’ The works of
these historians provide indispensable backgrouaidmal for any study of Renau, and
more recent publications have continued to enrigh understanding of the Spanish
avant-gardé! Yet while the literature as whole has thus growbath quantitative and
gualitative terms, there are still relatively fewonks that successfully combine
biographical empiricism with theoretical analy&iOne contribution that this thesis
hopes to make is to reduce this lack by offeringnaestigation where the significance
of the empirical detail of a particular case studyilluminated by an integrated
theoretical approach.

The literature on Renau specifically took longefdon. Despite his prominent
presence in public debates after the Venice Bienaatl his 1978 Madrid retrospective,
and despite the creation of the Josep Renau Faandatademic interest following his
'rediscovery' produced only shorter articles, cafaé essays, and preliminary thoughts
to inspire further investigatiofi.A book-length biography did not appear until 1497,

Disputacion Provicial de Granada, 1987).

% Manuel Aznar has had a very prolific career buéeg work remains hikiteratura espariola y
antifascismo (1927-193%Yalencia: Generalitat Valenciana, 1987)

2 See bibliography for a full list of relevant worllsmong the titles that are particularly relevant thoe
visual arts we may highlight: Albaladejo Mayordorioget al.Las vanguardiagMadrid: Ediciones
Jucar, 1992); Pérez Bazo, J. (Ed.a Vanguardia en Espafa: arte y literatuf@aris: Cric & Ophrys,
1998); Madrigal Pascual, A. Arte y Compromiso: Espafia, 1917-1986adrid: Fundacion de
Estudios Libertarios Anselmo Lorenzo, 2002); Vasi@uthorsArte Moderno y Revistas Espafiolas,
1898-1936 adrid: Ministerio de Cultura, 1997); and MendelsdrRevistas y Guerra, 1936-1939
(Madrid: Ministerio de Cultura, 2007).

2 Many key works in Spanish cultural history, inclugliaforementioned titles by Brihuega, Gamonal
Torres, and Aznar, tend to provide thematic or ohtogical overviews that encompass a great
number of individual figures. Individual case stealare in their majority purely empirical, while
theoretical works generally contain little empitidata.

% See early essays by Manuel Garcia Garcia, Tomasridand Valeriano Bozal in the catalogue for
the 1978 exhibitiodosep RenauGenerally, scholarly interest in Renau seems e li@ded in the
1980s — which, in the view of Brihuega, can be seea symptom of the unfashionable status
accorded political art during that decade. Anotaetor may well have been the generally poor
reception of the 1978 solo exhibition. See the firmpter of Garcia Garcia M. et &bsep Renau:
Fotomontadoi(Valencia: IVAM, 2006). The only longer academitide on Renau to be published in
the 1980s was ‘Los fotomontajes de Josep Renaartist and critic Carole NaggaPliotovisionl,
July-August, 1981).

2 Only three monographs to appeared before the 19%9@sfirst was Eva-Maria Thiele's shddsé
Renau(Dresden: VEG Verlag der kunst, 1975, 31pp), whibhve unfortunately not been unable to
consult. The second was really a longer poem ditidhae artist and his work (Andrés Estellés, V.
Lletra al pintor valencia Josep Renavalencia: Eliseu Climent, 1978) and the thirdexhibition
catalogue published in Mexico (Fontcubertalokep Renau, fotomontaddtexico: Fondo de Cultura
Econ6mica, 1985).

During the 1990s, interest in Renau gradually retdr In 1994, Doro Balaguer published her
Renau. Politica y obrévalencia: Germania), which posed important questibut was constrained, at
least in terms of its potential reach beyond aisfistand/or Valencian readership, by a constant
emphasis on her personal relation with the artidtthe concerns they shared, particularly with the
regards to the cultural world of 1970s and 1980en&a. Before this monograph new work had
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when Albert Forment publishetbsep Renau: Historia d’'un fotomuntadd&ince then
several studies have expanded on previous resbgrfdtusing on more specific areas
of the artist's career, not least the work undemnaky Renau as General Director of Fine
Arts® and his contribution to the design of Republicavilon at the Paris Expo of
1937% A new biography, Fernando Bell6n's volumindlasep Renau: la abrumadora
responsabilidad del artevas published in 2008 After a much publicised return and a
recent expansion of historical research, then,ethernow a considerable body of
literature on the personal and artistic trajectoiryosep Renati.But even so there are
still key aspects of his life and work which remé&nbe satisfactorily analysed. This is
true both for empirical detail and also, even morportantly, for the theorisation of his

work.

appeared by José Luis Alcaide, Raul Dura Grimalt, Albert Forment, who presented individual
papers on the artist at tfeimer Congreso de Historia del Arte Valenciandviay 1992 (published in
Primer Congreso de Historia del Arte Valenciano,ydd 992, ActosValencia: Generalitat
Valenciana, 1993). There is also an unpublishesishtan the graphic design Biieva Culturaat the
University of Valencia, accepted in 1992: Revertdda, J.M.Disseny grafic en revistes valencianes:
Grafica i retorica en Nueva Cultura (1935-1937)

% Forment's book, which offers a thorough analysithefartistic influences and tendencies that shaped
Renau's creative career as a whole, remains ttiangtpoints for historians interested Renau's work
today. It does not, however, contain any illustrasi, and is thus best read together withGhtlogo
Razonaddq2004), also by Forment. This volume contains aadydital categorisation and high-quality
colour prints of most of the artist’s known works.

% The most extensive work in this respect has bedentimken by Miguel Cabafias Bravo. See
especiallyJosep Renau: Arte y Propaganda en GuéBalamanca: Ministerio de Cultura, 2007).
There are also several shorter articles by the sarior. See 'Renau y el Pabellén Espafiol de 1937
en Paris, con Picasso y sin Dali.' in Brihuegé:d.) Josep Renau (1907-1982] recuerdo de Josep
Renau y su actuacion ante el Guernic&aberintosno 8-9, 2007; 'Josep Renau, Director General de
Bellas Artes' in Cabafias Bravo, M., Lopez-Yarta#lie, A., Rincon Garcia, W. (CoordArte en
tiempos de guerr@Madrid: Consejo Superior de Investigaciones Ciat$, 2009); and 'Josep Renau,
un joven director general de Bellas Artes parditepos de guerra' in Aznar Soler, M. (Ed.)
Valencia, capital cultural de la Republica: congiéternacional(Valencia: Universitat de Valencia &
Generalidad Valenciana, 2008). For an article om Renau, in his capacity as General Director of
Fine Arts, also contributed to Spanish music, seéi B~. 'Renau y el arte de la musica' in Brihudga,
(Ed.)Josep Renau (1907-1982)0-193.

% The two main works here are MendelsorDdcumenting Spain: Artists, Exhibition Culture, ahé
Modern Nation, 1929-193@ennsylvania: Pennsylvania State University P/2385) and Roson, M.
'Fotomurales del Pabellon Espafiol de 1937. Vandmartistica y misién politic&OYA319-20
(2007), 281-299.

% Mindful of the work already done by Forment andeothrt historians, Bellon, a journalist rather than
an academic, opted virtually to exclude theoretigallysis in favour of new details concerning the
artist’s private life.

2 This also includes several recent exhibition cafaés. The 2006 catalogue edited by Jaime Brihuega
is particularly impressive and contains interestimgpretical essays that investigate the relevahce
Renau to the art world of today. Other publicadiand catalogues to appear were Garcia Garcia, M.
Josep Renau: Fotomontad@ralencia: IVAM, 2006), two catalogues simply eletit Renau
(Valencia: Quaderns de I'Escola, Facultad de Bélléss, 1998 and Valencia: Universitat Politécnica
de Valencia, 2000, respectively) and an exhibitreferenced above, of new work inspired by the
precedent set by Rendupstalgia de futur: Homenatge a Ren&elatively new empirical material
concerning Renau's photographic practice has &esn presented by José Ramén Cancer Matinero in
‘Tras la huella de Renairchivo de Arte Valencianf/alencia: Real Academia de Bellas Artes de San
Carlos, 2006), 153-161.
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Empirical investigation has naturally been the fopaint of much initial
research on Renau. Heeuvreas an artist has been systematically mapped alit an
chronological data carefully established, and takena whole it appears as if the
biographical literature has left relatively few gtiens unanswered, at least with regards
to his artistic activity. Yet by focusing almostobxsively on art historical aspects,
historians have paid too little attention to théical influences that were linked to
Renau's political engagement. In this regard westltemissing a lot of empirical data.
Few have addressed questions relating to the opeshtelations between Renau and
the Communist Party, for example. Little is als@kmn with regards to Renau's last year
in Spain, when he occupied the role of Director Gfaphic Propaganda in the
Republican Popular Arm¥. To be sure, these gaps in our knowledge are, leoge
extent, consequences of the fact that a lot of mecuation has been lost, or moved to
unknown locationg! But the relative shortcomings in the existing htteire, especially
in connection with Renau’s political dimension, gavwot only resulted from archival
scarcity, but are also products of the specifienmtetative frameworks being used to
understand Renau's art. To better elucidate thiégablaspect of his art and clarify its
relation with its broader social environment, weedheto rethink the focus of our
theoretical and contextual analysis.

The fundamental fact that Renau was a politicatiyaged artist who wanted to
use his work to 'educate’ and mobilise the worldlagses has not, of course, escaped
anyone. That his adoption of photomontage wasigally motivated and followed a
pattern established by artistic colleagues witliea international left — above all the
German avant-garde pioneer John Heartfield (borimbiieHerzfeld) — has also been
widely known ever since interest in Renau resudaneghe 1970s. Yet so far no one has
published an extensive piece of work analysing Remasual and written work within
the social and political context of the Second Rdipuand, in more general terms,

interwar Europé? This despite the fact that there are eminentlydg@asons to do so,

%" The dearth of documentation with regards to theratrea is noted by Cabafias Bravdasep
Renauy 218.

¥ Renau himself stated in a manuscript entitled 'Adwy cuitas con &uernicay su madre' — used by
Cabafias Bravo but in itself published only in pau€imal: Cuadernos de Cultura Artistica3, 1982,
20-27 — that he was involved with extensive desimaaf documentation before crossing the border
into France. See Cabafias Bravo, M. 'Renau y ellpatespariol de 1937 en Paris, con Picasso y sin
Dali' in Brihuega, J. (EdJosep Renau (1907-1982)%67. My own searches in the archives of the
Spanish Communist Party, as well as the CDMH imBahca produced hardly any material on
Renau, and the Renau Foundation's archive, bastt @mtist's personal papers, contains mostly
material relating to his life in exile.

%2 The possible exception to this rule would be Joaddiendelson's chapter on Renaiiscumenting
Spain 124-183.
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since a socially and politically orientated anady@s necessary to give an adequate
description of what it was that ultimately motivéteenau in his work. Relatedly, there
is a need for theoretical analyses that focus tesshe purely artistic environment
giving birth to his work and more on the social ieowment for which it was destined.
What is missing is not, in other words, an analyiseé charts the stylistic or technical
origins of Renau's art, but rather one that expE#s social function. That this aspect
has escaped academic scrutiny is somewhat suprisirt least because Renau himself
constantly emphasised how the function of art was decisive criterion in any
evaluation of art's social and cultural vaféi&ccording to Renau, artworks could not be
properly analysed with reference to form and cantery, but had to be inscribed in a
social context! Indeed, to deduce the political significance ofamwork solely from its
form and content was to ignore a dimension that geserative of its historically

specific meaning.

Aims and method

What this thesis seeks to do is to adopt an acalytiethod that has at its focus Renau'’s
own artistic conceptions in order to paint a mokace picture of the relationship
between his art and his politics. How exactly dedimagine that art should contribute
to the construction of a new society? What techesgu aesthetic and rhetorical — did he
use to mobilise the population around specifictmall goals? Why these techniques
and not others? To provide a satisfactory answesutd questions it is not enough to
note, without further comment, the overt politicantent communicated through
symbols and slogans, or point to common formal atteristics in works by communist
and other left-wing artists across the continerst ifaidentifying a correspondence
between formal language and ideological affiliationitself serves as an adequate
explanationy> An analysis must try to say more about what it \washe social and
cultural environment that informed these formalicks; that is, what it was in this

environment that demanded a response. Only theénvevibe in a position to understand

¥ See, for example, Renau, J. ‘Homenage a John litddrfPhotovision 1, (July-August, 1981), 11-16.
Reproduced in Brihuega, J. (Edgsep Renau (1907-198263-458 (for point made here, see esp.
457). See also Fajardo, J. M. 'Entrevista con JBsgtau: “La publicidad ha creado un idioma
universal”Mundo Obrera28 May 1980), 21; and Hormigdn, J. A. 'Un dia &enauTrunfo(14
August 1976), 39.

% |bid. See also Renau's analysis of mural paint®gpre la forma mas democratica de la pintura’ in
Arte contra las élitedladrid: Debate, 2002.

% This tends to be the extent to which Renau's palitommitment is explored in the work of Forment,
for example.
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how Renau and his colleagues perceived the efficdctheir work, and how that
perception related to other ideological commitments

Such a history can be placed within a number ofilfandiscursive frames, not
least those pertaining to debates concerning thawe merits of overtly political art, or
the politics of modernism more generally. Theresexelatively few published histories
focusing on the socio-political dimension of artisactivities in interwar Spaiff. This
may partly be due to the fact that the ideologarabitions of politicised art movements
— Surrealism in the late 1920s and through the 488ihd as the central example here —
were rarely fully appreciated by artists and watém Spain’’ Within literature there
were thus few who made the link between Surreaidormal experiments and the
French founders' more utopian aspiration to 'chdifge®® In this respect, however,
Renau was from an early stage in his professicar@er one of the exceptions, at least
insofar as he perceived artistic and aestheticymtooh to contain an important social
dimension (and not only, say, a form of individw#lf-expression and/or private
appreciation of Beauty). Yet it must also be statthe outset that limited ideological
awareness did not, by the mid-1930s, preclude areasing number of artists and
writers from using their work to comment on topisatial issues. Indeed, the traumatic
and disruptive experience of the civil war ledwasshall see, many progressive cultural
producers to participate actively in the attemptteate a new Spaifi.To understand
the ambition of Renau and his colleagues, intesnatidebates regarding the politics of
modernism may still be useful, even if it is neeggsto remain alert to national
specificities.

Careful contextualisation is particularly importaviten considering questions of
cultural innovation. Artists' political engagementRepublican Spain did not always

engender experiments with new art forms. Art hiatoMiguel Gamonal Torres is one

% The clearest examples are to be found in literaanoeAnglo-American cultural studies. See, for
example, the work of Manuel Aznar Soler, especiallgratura espafiola y antifascismo (1927-1939)
(Valencia: Generalitat Valenciana, 1987). See Blsentes, VLa marcha al pueblo en las letras
espariolas, 1917-193@™ ed.)(Madrid: Ediciones de la Torre, 2006); and Sal&irlas vanguardias
politicas: la cuestion estética' in Pérez Baz(Ed.)La Vanguardia en Espafia09-225. See also
Graham, H. and Labanyi, J. (EdSpanish Cultural Studig®©xford: OUP, 1995); Larson, S. and
Woods, E. (EdsYisualizing Spanish Modernif{pxford and New York: Berg, 2005); Mendelson, J.
Documenting Spainand Basilio, M. MVisual Propaganda, Exhibitions, and the Spanishil ®ifar
(Farnham: Ashgate, 2013).

% salaiin, S. 'Las vanguardias politicas'. Cf. Carlte&a, JLa poesia espafiola entre purezay
revolucion (1920-1936)117-168;and Brihuega, J. ‘The Language of Avant-Garde A$pain: A
Collage on the Margin’ in Harris, Derek (edlhe Spanish avant-gardManchester: Manchester
University Press, 1995), 84-93.

% Salautin, S. 'Las vanguardias politicas', 212f.

% See Chapters 6-8 below.
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of several scholars to have highlighted the faat 8panish artists who were positively
disposed towards the revolutionary changes broughtthe war failed to enact
correspondingly radical changes in their aesthatactice’® But we should be careful
not to judge the progressive value of Spanish walltmitiatives on the basis of formal
criteria only. If we examine these within their &d@nd political context we may still
discern a progressive value where existing — efaghtional — forms were used before a
new audience and from this perspective given afu@ation. As the Italian Communist
leader and thinker Antonio Gramsci (1891-1937) peanout, to disseminate existing
knowledge among an ignorant majority, to 'socialiseand make it part of a new
intellectual and moral order extending across th®olev of society, was a more
important ‘philosophical’ fact than any discovefyraths that remained the preserve of
a minority or elite¢’! Such ideas should clearly be kept in mind whenewauate the
cultural politics pursued by the Second Republibiclw essentially sought to advance,
before as well as during the war, an ambitious anogne for cultural democratisation.
Adequate contextualisation should also help ustéle temptation to dismiss
war-time art as simply propaganda. Debates conugrtiie artistic value of overtly
political art were common during the war, and hal® been revived in later scholarly
literature, sometimes in a more Manichean fétihe question of what should be
classified as art and what as propaganda is naaag one to settle, however. Sure
enough, one may propose general definitions thaeapto make the distinction
relatively clear. Works of art, it may be said, wot seek straight-forward responses.
They address subjects in a way that transcendntiheediate historical moment from
which they emerge. Works of propaganda, by conteast to elicit a reduced range of
responses which displace alternative points of vawl directly serve historically
specific interest$But in most individual cases it is difficult to skify works asither

art or propaganda. Individual images tend rather to @mhesvhere on a spectrum, in

40 Gamonal Torres, MArte y Politica en la Guerra Civil Espafigla3. Gamonal seems to have in mind,
although he does not state so explicitly, somethkegthe constructivist art of revolutionary Russi
and is certainly right in suggesting that Spainrmliti produce a comparable equivalent. However, his
claim that there were no future and/or utopianovisiformulated in cultural circles is, it seemsn®,

a less than accurate description of progressiverallactivity during the war. For a discussionuard
this question, see Chapter 8 below.

4 Cited in Aznar Soler, M. ‘La revista Nueva Cultyréa construccion del Frente Popular cultural’, 14

42 At times Gamonal Torres, for example, writes abdfre were clearly definable '‘camps' supporting or
opposing propagandistic art, even though most a¢tark a rather ambiguous position on the matter
and collaborated with magazines of various tenaden@edrte y Politica en la Guerra Civil
Espafiola 57.

3 The definition of propaganda used here draws onpttigosed by T. J. Clark iarewell to an idea:
episodes from a history of moderniftew Haven: Yale University Press, 1999), 292.
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which all artworks are interested to some degrée.Juestion of what is seen as art and
what is dismissed as propaganda depends on thet éatevhich this interestedness is
visible, which in turn depends on the extent tochhit jars or harmonizes with the
already existing interests of the beholder. Indimeplest terms, what is art for one may
be propaganda for another.

To engage in further definitional exercises wouldyever, distract us from a
more important question — and one that lies athtet of the analysis presented here.
For debates regarding the artistic value of propdgeaare essentially debates about the
role of politics in art. This role must take onenfoor another whenever art makes a
claim to social relevance. The question for arfikes Renau — indeed, the question that
preoccupied much of the European interwar avardegar was not so much whether
artistic production should engage with politics bow. In this regard the present-day
theorist Jacques Ranciére has usefully describednterwar relation between art and
politics as a negotiation between two differentaaptions of the avant-garde. The first,
rooted in the aesthetic philosophy of German Idealfespecially the work of Schiller),
is concerned with the 'aesthetic anticipation of fature’ and promotes a global
subjectivity that stresses 'the potentiality ininéren innovative sensible modes of
experience’* The second is based on a military and topograpmioton, which in
politics becomes linked to the party, represeniisglf as an advanced detachment able
to 'read and interpret the signs of history’ andum up the essential conditions for
chang€?® Both conceptions described a path to a new socifdr, and throughout the
Republican period, Renau, like many other progvesstepublican producers, would
oscillate between the two. To make categoricalrdisbns between art and propaganda
is to blind oneself to the nuances and tensioristhiavacillation entailed.

Finally the analysis in the thesis seeks alwayaddress questions of reception.
To come to any solid conclusions about receptionfigourse notoriously difficult.
Besides the sheer complexity that surrounds allngonication processes, historians'
work is further complicated by the often acute sitarof empirical material for
analysis. With this in mind, the ambition to stuggeption must first and foremost find
expression in an analytical perspective, not thpiecal establishment of psychological
facts’. A realistic aim is not, in other words,day with any exactitude how a specific

image was interpreted by a specific audience, atltter to suggest a set of plausible

4 Ranciére, JThe Politics of Aesthetic9f.
4 |bid.
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interpretative possibilities when a specific imageserted into a specific environment.
The key is once again adequate contextualisatiormdst cases this study will not
address reception directly, but the conditions Whietermined an artwork's historically

specific meaning.

Empirical scope of thesis

To explore issues concerning the function and soc&aning of art it is also necessary
to conduct close readings of the individual workemselves. As Renau was an
exceptionally prolific artist, it has not been pbss to present a detailed study of all
interesting artworks and illustrations that he proed during the 1930s, but rather to
make a representative selection. The selectiorbbas informed, in the first instance,
by the need to highlight the specific formal anthbglic aspects linking Renau's artistic
practices to his politics. The focus thus falls amtworks that may be considered
representative of Renau's cultural activism atraiqudar time, as well as artworks that
indicate important changes in Renau's formal anpidditical strategy. The majority of
the works | analyse are quite well known — indeethynare considered cornerstones of
Renau's politicabeuvre

The possibility of tracing change across a complea busy era also forms an
important part of the decision to base this thesi®ne person instead of a group or a
specific artistic trend. Groups and trends are adirse present. the artistic circle
gathered around Renau is often central to the aisalyelow, and among Renau's
multifaceted visual production the focus is abolleoa his social realism, which is
analysed from a broader European perspective. Yeirtafrom the fact that a
biographical framework helps, in this case, to gr#éime historical narrative an
overarching unity, the focus on an individual iduadle as it allows us to see how
shifting historical forces had a concrete impactimmaividual life experiences. Such a
perspective clearly helps to deepen our undersignaofi the relevant historical period,
even if the chosen individual cannot necessarilgd®n as ‘exemplary’ or ‘typical’ in any
guantifiable sense.

Lastly, it should be noted that the specific anefjtfocus adopted for this thesis
means that several important aspects of Renauls dusing the Republican years have
been excluded from the exposition below. One adneais barely touched on at all is
Renau's work in advertising. This is not to derst this advertising formed a large and
important part of Renau's artistic life; the exabusis rather a logical consequence of
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the fact that the main interest for this thesiRenau's development as a political and
cultural activist. Another area that could be thbjsct of an entire thesis in itself, yet is
only briefly addressed here, concerns Renau'sibatitin to national efforts to protect
the artistic heritage from war damage. The decisiointo explore this area is based on
the fact that his work in this regard was mainlynadstrative and only indirectly
related to his own artistic and cultural-politigabject. As such, its ramifications, great
as they were in many other respects, are not tireetlevant to the themes of this
thesis?® Finally, it should also be noted that relativetyld will be said about Renau's
contribution to the Republican pavilion at the mtgional exhibition in Paris in 1937.
This is partly because Renau's responsibilitiesewence again predominantly
administrative, partly because there are alreadgraéexcellent works published with
regards to the one significant artistic contribantiee did make, that is, the framing of
two of the five main sections of the pavilion's #xtion space with a complex series of
photomurals! These murals certainly constitute a important parRenau's political
oeuvre but as they have been extensively analysed etewlthey are only briefly

commented on in this thesis.

Structure of the thesis

The main body of the thesis is divided into eighaters: five covering the pre-war
Republic, and three that focus on Renau's workndutihe war. More space has been
dedicated to the pre-war years because this was Wemau's artistic and political
vision acquired its defining form, which also makies logical focal point for the
conceptual analysis in the thesis. For the warogeitself, the main question posed is
how Renau's project was modified as a result ofcallgg new social conditions. The
thesis also asks to what extent Renau saw hisrallideas implemented Republic-

wide. The war section is more concise, first beearenau had less time for his own

%6 For Renau's work as General Director of Fine Ax¢® Cabaias Bravo, Nosep Renau: Arte y
Propaganda en Guerrdor recent studies regarding the safeguardingeohéritage, see also
Colorado Castellary, A. (EdBartrimonio, Guerra Civil y PosguerréMadrid: Universidad
Complutense de Madrid, 2010); Colorado CastelkargFd.)Arte salvado: 70 aniversario del
salvamento del patrimonio artistico espafiol y dentarvencion internaciongMadrid: Sociedad
Estatal de Conmemoraciones Culturales, 2010); GabBravo, M., Lopez-Yarto Elizalde, A., Rincon
Garcia, W. (CoordsArte en tiempos de guer(dadrid: Consejo Superior de Investigaciones
Cientificas, 2009); and Argerich, | & Ara, J. (éd}e protegido. Memoria de la Junta del Tesoro
Artistico durante la Guerra CiviiMadrid: Ministerio de Cultura, 2003). For firstid accounts
written by protagonists, see, for example, Ledn;TM.a Historia Tiene la Palabr@Noticias Sobre el
Salvamiento del Tesoro Artisti¢@) Ed.)(Madrid: Hispamerica, 1977 [1944]); Vaamonde, J. L.
Salvamento y proteccion del tesoro artistico espédfimante la guerrgCaracas: [no publ], 1973);
and Renau, Arte en Peligro, 1936-193@/alencia: Ayuntamiento de Valencia, 1980) .

47 Mendelson, JDocumenting Spajrand Rosén, M. 'Fotomurales del Pabellon Espafidlag7'.
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work, or to develop his own ideas, and also becdhseavailable empirical data
becomes much less plentiful — except in areadafiadutside of the scope of this thesis.
Even if Renau was able to return to more creataskd after April 1938, when he
became responsible for visual propaganda produatidhe Republican Army, there is
still a problem with documentation, probably be@aosich paperwork pertaining to the
last stages of the war was destroyed or transpoteadf the country. In any case, the
epilogue could not be anything but an epilogueesithe positive and innovative vision
that Renau had propagated was in the war's firaest increasingly replaced by

concerns centred on pure survival.
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1. THE MAKING OF AN AVANT-GARDE ARTIST
(1907-1930)

Josep Renau was born in Valencia on 7 May, 1907, fitilst child of José Renau
Montoro and Matilde Berenguer Corté$he family was of relatively modest means,
but as Renau Montoro taught at the San Carlos $dfdéne Arts (Escuela de Bellas
Artes de San Carlos) and moreover attracted weallleynts through his restoration
business, they were obliged to keep up appeararic@smore comfortable middle-class
life.? From the beginning it seems Renau Montoro hadr @s for Josep, who he
hoped would fulfil the artistic dreams he himsedfllbeen unable to realize. The young
boy was accordingly introduced to the classicalterpgeces at an early age and given
all the technical training necessary to commensgdurney as a successful artist. As he
proved to be a gifted and talented student, Josepalso called to help out with his
father’s restoration business. Such detailed actthieal work did not interest him at all
and to some degree only alienated him from thedwoflpainting. Indeed, it seems the
monotonous experience of restoration work stromglsne to influence his early view
that the art of the old masters represented, detipgir undeniable value, a dead legacy
in the modern world.

In September 1920, when he was thirteen yearseyfRgnau enrolled in the art
school where his father taught. Strict teachinghoe$ and the particular aesthetic
direction of the school soon clashed, however, Withindependent ideas of the young
man. Following a rebellious outburst Renau was BegeHis father punished him by
making him work in a print shop instead, a positwinich he kept even after he was
invited to resume his studies and complete his efgBy the time he graduated in
1927 he had acquired a solid technical and thealetase from which he could
continue his artistic career, as well as a closegof friends who, with some additions,
would come to constitute the nucleus of Valencaaisstic avant-garde in the 1930s.

Among these were Manuela Ballester, a painter aamthR's future wife; her brother, the

! Renau Montoro and Berenguer Cortés would havelsidren in total — José, Alejandro, Lolita, Juan,
Tildica, and Apolo. The latter died very young, leser. See Rose Martinez Monton's introduction to
the recent re-edition of Juan RendResos y Sombrg¥alencia: Editorial Renacimiento, 2011), 13.
All subsequent referencesPasos y Sombrasgill give the page number of the original 1953tieati.

2 This entailed considerable everyday sacrificesnftbe mother endlessly washing and repairing his
one shirt and suit to the father regularly optiagdheaper, if much less pleasant, forms of public
transport. Renau, Pasos y Sombrag3f.

¥ Forment, A. 'Josep Renau. Vida y Obra' in Brihugdgé=d.)Josep RenalB9.

4 Ibid., 40.
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sculptor Antonio Ballester; Francisco Badia, alsscalptor; and Francisco Carrefio, a
painter with whom Renau would collaborate partidylalosely with in the coming
years’

Commencing his working life, Renau found his maispiration in the multitude
of international magazines available in the prinds Jugend KunstValori Plastici,
Nouvelle Revue Francais@nd The Studip among others).His work was already
dominated in many respects by the influences of¥eto, and simplified geometric
forms and vibrant colour depicting elegant men adnhen clearly signalled a greater
interest in urban modernity than traditional laragses [Fig.1]. His formal
experimentation had no stated goal, yet it clearnalled a desire, shared by his
friends, to escape the stultifying conservatism nmsting Valencia's cultural
environment. According to Renau himself, they avoided the paststyle associated
with local master Joaquin Sorolla like 'the detwiliss blessed water', and on popular
holidays, suffused with folklore, they simply lgffte city? Neither did Spanish painting
on a national level offer much in the form of Spial or creative nourishment,
according to the artist's autobiographical nét&3nly magazines and print culture seem
to have brought new ideas and would thus constaupgedominant influence on his
formation as an artist. Indeed, his interest iis tieigard would continue to inform his

artistic development for the greater part of His. li

Renau's first exhibition

In autumn 1928, one year after his graduation, Remant to Madrid to further his

career and seek new inspiration. A visit to an acgance of his father's, Dr José
Francés — an influential member of the Royal Acagesh San Fernando and the
probable reason why Renau chose Madrid over Baraeloled to the organisation of
his first exhibition** It would take place in one of the city's most figgsus galleries:

the Circulo de Bellas Artes.

® In his autobiographical notes written for the faue edition ofNueva CulturaRenau described how
he and his friends would have regular meetings #/baltural and later political literature would be
analysed and discussed. See ‘Notas al marge8aiff.

® Forment, A. 'Josep Renau. Vida y Op4d.

”  See also the celebrated poster for 'Exposicion@&uil927) and other early works reproduced in
Brihuega, J. (Ed.Josep Renagu/3-76.

8 Cf. Francisco Agramunt's description of the actistivironment in 1920s Valencia as provincial and
dominanted by tradition and mediocriba Vanguardia artistica44.

° Renau, J. 'Notas al marge#61.

1 bid., 462.

1 See Renau, J. 'Notas al margda2f.

22



Immediately upon its opening on 17 December 1928 ¢xhibition was
declared a huge success. The press hailed himescaptional talent, and a succession
of notable members of Madrid high society, princissgel among them, came to see
his refined and 'elegant' worksCritics spoke of an illustrious future, and evesin
were spent, in response to rapidly forthcoming dirinvitations, in the company of the
capital's cultural and political elité.At a stroke, it seemed, Renau had won the
recognition that most of his peers could only htupget after a lifetime of hard work.

What fascinated the critics above all was Renauwslamist yet restrained
formal language. José Francés, who generally craragia rather conservative outlook
with regards to the arté,wrote in his own published review of the exhihitithat the
artist represented 'modernity without extravagahiceSimilarly, ABCs weekly
supplemenBlanco y Negrapprovingly stated that Renau knew how to 'dispkadine’
without 'jeopardising the solidity of the form.'u@ably, he had taken from cubism only
what was 'good and useful'. The reviewer conclutiatl Renau did not 'stylize’ out of
'snobbism’, but out of 'a passion for modern exgioes'®

Renau's adoption and mastery of a modernist aesthgpeared all the more
impressive (and surprising) when critics considdrisdprovincial origin. With this fact
in mind, Blanco y Negrs reviewer suggested that the artist's strivigards an
entirely modern expression even gave rise to adpareal consequence, as the disparity
between form and content could be such that tredisied canvas appeared completely
estranged from the context providing its origimedpiration:

Llibris Vermells — Valencian peasant women — uryeméquires a
change of title. These peasants have lost all tmintryside air, and
would not seem out of place in the hall of a modweutel. The fact is
that this young artist, with his somewhat rustiokls, as if arriving
from the villages of Levante's heartland, has aeguia stylistic
cosmopolitanism that now impedes his understandingis native
environment’
This judgement, part of a positive review, is digatouble-edged, and points to a
problem that would be central to Renau's latersil@eito give his artistic practice a new

2 |bid. Cf.ABC, 18 Dec 1928, 24.
% bid.

4 Forment, AJosep Renalbl.

5 La Esfera,12 Jan 1929, 44.

6 Blanco y Negrp6 Jan 1929, 22.
7 Ibid., 23.
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orientation. But it also clarifies what his artthis stage set out to do. Renau effectively
used formal techniques to transform traditionaljectomatters and adapt them to an
imagined modern sensibility. Through his art, hieerapted to modernise his cultural

heritage, if in ways which would later seem to hethso be mainly cosmetic.

The fact that ‘'modernity’ was here something imedjirather than experienced
is key to its significance for Renau's work. Modgrmepresented an aspiration, a goal
to which he strived; a desire for renewal and are¢dd progress. As suggested by the
Introduction above, Renau's later use of the phrasstalgia for the future' stand as an
elegant encapsulation of what it was that impelws artistic production. It is also
important to note that this aspiration did not ohérbour a temporal but also a spatial,
or geographical, dimension. Modernity, as imagitgdRenau, was always located
elsewhere. This elsewhere, as we shall see, wautgspond to different locations at
different stages of Renau's career. The most re&bft in focus would occur when he
turned away from the centres of cosmopolitan chgmato instead draw inspiration
from the heart of a new socialist world, the USSR shift which would also change
what he perceived to be modernity's chief charesties. At the time of his first
exhibition, the journey that would lead him to tlskift in perception had only just
begun.

Renau's critical triumph in the national capital dot, as far as the artist himself
was concerned, bring about a desired confirmatidmstalents, but rather marked the
beginning of a profound and eventually life-chamgganisis. The praise heaped upon his
work seemed inauthentic; 'too conventional and ,tas he later described'itHis
father had always told him that he would have takwmong and hard before any
recognition could be expected, yet success had aoiwed so easily, almost
effortlessly™® His paintings suddenly seemed emptied of meaf@ogamentators spoke
of him as a skilled draughtsman with a keen eyenfw visual trends, but hardly
anyone treated his work as serious art. His achiewg, even if remarkable, was in a
greater cultural context largely superficial ansigmificant.

This contrast was particularly clear in the guardéddiration expressed by Dr.
José Francés, who according to art historian Allfentment had previously been
fiercely opposed to any promotion of avant-garde®#s noted by Forment, the terms

used by Francés to describe Renau's work — fditish’ and 'magazine artarfe

8 Renau, J. 'Notas al marge#63.
¥ lbid., 463f.
% Forment, AJosep Renalbl, 53f.
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editorial) produced by a 'draughtsman’' and ‘'poster artisthequivocally defined
Renau's work as belonging to a (lesser) commefoiah of artistic creatio These
terms can be contrasted with those used for a heiging exhibition, reviewed in the
same article. That exhibition, showing works by alat painter Juan Cardona,
presented traditional motifs painted in a acadestyte, which despite their lack of
originality were described as containing real #divalue?* Put simply, Cardona's
academic painting was art; Renau's modern paiifigm of fashionable commercial
illustration. It would seem, then, that Renau waglcamed into the artistic
establishment as long as his work did not makeaatistic claims beyond that of being
tasteful decoration. His 'modern expression' waseptable as long as it remained

inconsequential and transient.

The politics of the avant-garde
That Renau wanted to achieve more with his artrbecavident in the so-called Yellow
Manifesto, a text that was printed and distribudetbng Valencia's artists and students
six months after the exhibition at the Circulo dell& Artes® The manifesto, actually
entitled 'Regarding the Exhibition of Art of theupante = Valencia, 1929," formulated a
critical response to a local exhibition of the samaene and in process gave expression
to Renau's far-reaching artistic vision. As madamrcin the manifesto's introduction, the
critigue was not in the first instance directedh& work of the older generation (indeed,
Renau's father, José Renau Montoro, was one afthteibuting artists) but rather at the
art of 'inert youth," described as lifeless egagst®ying comforts that other epochs had
created through ‘fighting and sufferidgRather than aiming to take painting further,
these young artists had filled the exhibition iregion with sterile landscapes and dull
conventional scenes. Attacking his peer's lackndbition, Renau, writing in first person
plural, blasted:

We want to feel the emotion, not of the form anel ¢blour, but of the

soul of the form and the colour. We want a dynamsensitivity,

emotional moisture, passionate colour, voluptuoagmess?

2 |bid. The specific terms appearlia Esfera 12 Jan 1929, 44.

2 bid., 43f.

% Thus called after the colour of the paper on wiiietas first printed. Art historian Vicente Aguiker
Cerni claims, however, that the name was nevelyraaéd at the time, and instead calls it '"Mandest
de Arte de Levante'. See Agramunt Lacruz,&vanguardia artistica76.

% The manifesto is reproduced in its entirety in Agia Cerni, V.Tonico Balleste(Valencia:
Ayuntamiento de Valencia, 1986), 35-37 [fn 9].

% |bid., 36.
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Art had to go beyond material appearance, not tmlgffer a more truthful and vivid
image of human experiences, but also to bettezatethe historical moment in which it
was created. Renau demanded that it aspire taagdttie spirit of the times — or, to use
his own phrase, 'the moral physiognomy of an &ath a reflection of reality would
not only reverberate in the present. by revealihg truth about a contemporary
environment, the artist would also participate e tshaping of times to come. To
conclude his incendiary pamphlet, Renau turnedhéofeiture with an uncompromising
proposal:

‘The future [...] lies before us, it is ours and wen caould it

according to our sensenpldearlo a nuestro senfirLet us move

towards it, and when our today is yesterday, shawd works not

reflect our present concerns, should they be iremqunsntial to the

people of tomorrow, let them be destroyed, burrsed! their ashes

thrown to the wind?®
As well as a comment on the works of the Levantgletton, this could well be read as
a response to his disappointing and frustratinggeegpces in Madrid.

Renau's Yellow Manifesto was never published in aeywspaper or magazine,
and therefore could not, in art historian Francidgmamunt's view, have had a great
impact on Valencian society in genefaNeither was Renau’s unpublished manifesto
the first calling for a new orientation in art; grdleven months before, in July 1928, the
poet Juan Lacomba had read his 'Manifesto of Yont'g which similarly advocated
artistic changes the better to reflect contempotangs?® Nonetheless, Renau's text
contained a new tone, at once aggressive and apitmwhich distinguished his
manifesto from local predecessors. Never before addadhering to traditional
academic standards been criticised in such termesoling Rafael Pérez Contel, a
painter who would later work closely with Renausttone explains in large part the
text's significant influence, if not among the Vat&an public at large, then at least
among the city's progressive cultural circles, fednmabove all among the bohemian
middle-class students of San Carlos art scHdadeed, in his first-hand account of the
Valencian art scene in the 1930s, Pérez Contelestigg that the very existence of such
circles in Valencia must, to a large degree, beilzed the inspirational presence of

% Ibid., 37.

2 Agramunt Lacruz, A.a vanguardia artistica79.

% |bid., 75. Read at the Exposicion de Arte JovethaSala Emporium on 23-31 July 1928.

2 Pérez Contel, Rartistas en Valencia 1936-1939 (Vol. 1{®plencia: Conselleria de Cultura,
Educaccio i Ciéncia, 1986), 268f.
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Renau, a presence which became even more promm#nthe distribution of this
passionate plea for artistic renewal.

The Yellow Manifesto is, in many respects, a typiasant-garde document.
With its combative language and disdain for outdatadition, the text clearly takes
inspiration from the first of all avant-garde deek#ons: the Futurist Manifesto, written
by Filippo Tommaso Marinetti (1876-1944) as an mdiary exhortation to embrace
modern sensibilities and first published in therfere dailyLe Figaroin 1909. Renau
and his friends had read Marinetti's text — 'unttee moonlight, as its author
recommended’ — some years earlier, and had bedoupdby impressed by its bold
propositions! What fascinated the group was no doubt the audani intensity of the
writing — adopted, as we've seen, by Renau in Wis authorial debut — as well as its
call to poetic courage before the new creative ipdties of the machine ag@.
Furthermore, in his own visualisation and faintlyotecised description of these
possibilities, of art capturing 'emotional moistuasd 'voluptuous madness,” Renau
appeared to draw on the language of Surrealism.I&ttex influence is not surprising,
as Surrealism was the dominant international agante movement at the time.

Yet to see the deeper theoretical significancéheffellow Manifesto's content,
attention should not only be paid to rhetoricalraties but also to its defence of two
key ideas concerning art, ideas which were not pndgent in Futurism and Surrealism
but arguably lay at the heart of twentieth-centawvgnt-garde ambitions more generally.
First, it called for vivid and sensuous artistipessions, which would guide audiences
towards more '‘complete’ life experiences. Secon@xpressed an artistic desire to
participate in the formation of future ways of lifBoth, by extension, entailed an
indirect, if not direct, engagement with questi@mcerning social development and
politics broadly construed. Before returning to Reén artistic development, more needs
to be said about this particular dimension of agartle practice, which, at heart,
provided the theoretical foundation informing, ccossly or not, modern ideas of what
art was and what it was capable of.

The political gesture of avant-garde art can, anftrst instance, be conceived as
a gesture of protest — a protest against the magadd established art and the dead

rationality of its guardian class, as well as aghiart's institutional relegation to a

%0 Ibid. Cf. Various authorddistoria del Arte Valenciano, Vol 6: El siglo XXdta la guerra del 36.
(Valencia: Consorci d’Editors Valencians, 1988);214

% Renau, J. 'Notas al marge#62.

% The link between the Yellow Manifesto and the FistLivanifesto is also made by Forment. See
Josep Renalb2.
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separate, 'decorative’ sphé&t&@his is evident in the Yellow Manifesto, but cdsoabe
glimpsed in most avant-garde tendencies from therfst Manifesto onwards. In its
Surrealist manifestations, which perhaps embody #ititude most explicitly, such
protest often took the form of playful subversi@eeking to question cultural and
epistemological hierarchies through a mixing ofjthiand 'low' art form¥, as well as
celebrations of the fortuitous, irrational, and timstive as categories conveying
valuable knowledg®. In this subversive mode, humour — ironic and ssicabove all
— was seldom far from the surfateSarcasm would also later be apparent in some of
Renau's political art, if typically with a dark st but would also go beyond the
confines of the art work to inform attitudes andd®e® of sociability among his circle of
colleagues and friends. Pérez Contel highlighted it his description of the only
gallery and meeting place for progressive artistd80s Valencia, the Sala Blava:

In the Sala we debated everything between heavenearth, we

argued without insults, but with sarcasm and jokes| we celebrated

successes without that kind of pedantry, that dtigg@riousness so

prevalent among young peogle.
While the artists themselves doubtlessly saw satbasm as part of a wider rebellion
against an ossified society, it appears the Vatenconservative art establishment was
also quick to politicise the subversive behaviotirexalcitrant groups. According to
Pérez Contel, local defenders of academic art tioadi would typically refer to
progressive artists, regardless of political &fibn (if any), as 'bolshevik¥.

However, while the protest as such signalled aengit to break free from

oppressive conventions and institutions, therdsis a deeper sense in which art can be

¥ The most extensive and by now classic analysikisfdynamic can be found in Burger,TReory of

the Avant-GardéManchester: MUP, 1984). For another analysisltkewise places the rebellion
against academicism at the heart of a definitiomoélernism, while also linking this to the prospect
of social revolution, see Anderson, P. 'Modernitg &evolutionNew Left Reviewo 144
(March/April 1984), 96-113.
3 Cf. Butler, C.Modernism: A Very Short Introductig@xford, OUP, 2010), 1-14. The mixing of 'high'
and 'low' forms has also been highlighted by JasdRanciére. See, for example, 'Contemporary Art
and the Politics of the Aesthetics' in Hinderliter, Kaizen, W., Maimon, V., Mansoor, J., &
McCormick, S. (Eds.Lommunities of Sense: Rethinking Aesthetics arild3dlL.ondon: Duke
University Press, 2009), 43.
This is particularly clear in the importance attadhio ‘chance' and irrational behaviour in Sursea|i
as well as Surrealist experiments in automatisrsiged to give free expression to the unconscious.
See, for example, 'Death and Desire: The Surrésdigénture’ in Nicholls, Modernisms: A literary
guide(Basingstoke, Palgrave Macmillan, 1995), 279-300.
José Ortega y Gasset also include irony amongefirinnly characteristics of avant-garde art. Ortgga
Gasset, J.a deshumanizacion del arte. Ideas sobre la nov&drid: Castalia, 2009 [1925], 80. See
discussion below for more details.
Agramunt Lacruz, A.a vanguardia artistical87.
% Pérez Contel, Rartistas en Valencig41.
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linked to politics and questions of emancipatioredisely by offering an alternative
mode of politics? art has been seen, especially in the influentalition emerging out
of German Idealist writings on aesthetics, to caarpotential to realise the utopian
promises of a new community that politics propeisféo deliver!® Renau may well
have been familiar with such aspects of the Gerptalosophical tradition, not least
since he won school prizes for his essays on adryi* But even if he did not have any
detailed knowledge of German aesthetic philosofithis nonetheless clear that the
proclamations of the 'Yellow Manifesto' rest onegiess of assumptions which all have
their roots in this intellectual tradition. To umgand fully the implications of Renau's
manifesto, then, as well as to gain a comprehengme of debates concerning the
relation between art and politics in interwar Spaimd elsewhere, we must briefly
examine some of the foundational developments sthatics as a philosophical subject.
At the heart of this subject lies, according tostindard accounts, the notion of art's
autonomy, first elaborated in the work of Germailgsiopher Immanuel Karit.

The autonomy of art and its political implications

Kant established the basis for the autonomy oinahis Critique of Judgementl790),
where he was concerned with the conceptually distiocharacter of aesthetic
judgements, or, in his words, judgements of Be&uAgsthetic judgements are formed,
according to Kant, in the 'free play' of the fagulif the intellect with the faculty of
perception. An object is not examined in orderind out ‘what it is', but is perceived as
something uniquely particular, which through itstgalar qualities shows something

general. To recognise this interconnectedness etestijudgements must be

% Jacques Ranciere calls the politics of aestheticeta-politics' to indicate that it is a politich
representations rather than institutional influeremercive power, etc.

0 See below for a more detailed discussion. Accorthniacques Ranciere, the starting point for such
notions can be found in Schillet'stters on the Aesthetic Education of Mankih@94). Sedhe
Politics of Aesthetig20-30, esp. 27. See also, by the same autha A€kthetic Revolution and its
OutcomesNew Left Reviewl4 (March-April, 2002), 133-151.

1 Forment, AJosep RenaB6f. According to Forment, Renau later remembé@dng read, among
others, Solomon ReinacAgollo: A General History of the Plastic Art$§906), Heinrich Wolfflin
(Principles of Art History1914) and Wilhelm WorringeForm in Gothi¢ 1911). Even if these do not
relate directly to the thinkers referred to beldwnust be considered likely that Renau, who was by
all accounts a voracious reader and interested theory, came across their ideas at some poihisin
early career. An undated note in his personal aecsihows that he was, at any rate, familiar with th
aesthetic theories of German Idealism later in Aiehivo Josep Renau (Valencia), '‘Apuntes sueltos
manuscritos 0 mecanografiados (El Quijote, Idealalgl Arte, Abstracion y realismo)’, 2/6.10.

2" For a good introduction, see Harrington, Auséirt,and Social Theory: Sociological Arguments in
Aesthetic§Cambridge: Polity, 2004).

3 Here Kant built, in a sense, on the aestheticismded by Baumgarten in 1750, seeking to elevate a
notion of the beatiful that was free of social cemms. Harrington, Austiryrt and Social Theoryl3.
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disinterested, necessary, final, and univefsagsthetic judgements are, in other words,
autonomous in the sense that they stand apart éttver forms of rationality. They
possess a rationality of their own, where whatxgegienced is the same as what is
known, and consciousness is at one with the world.

A number of German philosophers followed the idémttthe aesthetic
experience occupied a special and elevated plasenran understandings of the world.
In the 'Oldest Systematic Programme of German isleal(1797), signed by Hegel,
Holderlin, and Schelling, art was proclaimed to poise all ideas; hence ‘truth and
goodness are fraternally united only in bealitf’he autonomous character of the
aesthetic judgement became the autonomy of art, legel, in hisLectures on
Aesthetic§1820-29) stated that 'art has the vocation ofalwegthe truthin the form of
a sensuous artistic shaffe.'

While thinkers like Schopenhauer and Nietzsche didxd more inclined to see
the aesthetic experience as providing vital, if reatary, relief from brute reality, the
notion of art as potential bearer of truth wasinetd, as we have seen, by many avant-
garde artists, as well as many critics affiliatethviviarxism or the Frankfurt School of
critical theory. Here a dividing line soon appeatsstween those who saw art as a
means of explicitly communicating the truth of stdaielations under capitalism and
those who saw above all a potential for subverpragest, not so much describing, but
rather intimating, by virtue of its form, an altative existence or mode of being in
society!?” Though the Yellow Manifesto would appear to fall the latter category,
Renau's subsequent development as an artist-aativisd entail rapid shift towards
more overtly political modes of relating art tottru

In order to appreciate the real significance ohesitstrategy, however, it is
necessary to refer briefly to another foundatidmat slightly different elaboration of
aesthetic autonomy: that appearing in Friedrichilecls Letters on the Aesthetic
Education of Mankind1794). In this treatise, conceived as a resptms$ee failures of
the French Revolution, Schiller advanced the vieat aiesthetic experience, conceived

in terms of Kantian 'free play', can be instrumetuwath in the moral elevation of

4 Ibid., 85. To be more precise, aesthetic judgemesés to be free from considerations of use-value;
they need to be free from contingency; they neembtwsider the object as being its own purpose; and
they need to be universal in the sense that tatesbmething beautiful is to declare that all hnma
beings should find it beautiful.

5 |bid., 118.

* bid., 121.

47 Ibid., 121-167.
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humanity and the successful establishment of adoetal community? As suggested
by the contemporary philosopher Jacques Rancikeekéy to this assertion must be
sought in the fact that 'play’ was here conceivedm experience where oppositions
between subject and object, activity and passiwilf,and resistance, were effectively
cancelled out? The social significance of the aesthetic expegewas in other words
based on a particular conceptualisation of co-emcs that dissolved any logic of
domination. On the basis of this conceptualisatibmyas possible to envision a new
form of equality. While the potential inherent ihig equality would appear to be
entirely theoretical, Schiller included in his esgmn some comments regarding an
Ancient Greek statue which arguably provided a se@fisvhat such equality might look
like in practice. He described the statue as aepedxpression of idleness and in this
sense a natural product of a society where, inirhegination, there were no real
distinctions or oppositions between art, politiasd life>® It seemed, then, that the
internal dynamics of the aesthetic experience caalderpin an entire social order — an
order where all constituent parts contributed dgual an integrated and harmonious
whole.

On this reading, Schiller clarifies several chagastics of the legacy of German
Idealism in modernist conceptions of art. First,the reference to Ancient Greece
suggests, art is never simply art but always ctuiss, in Ranciere's words, an
‘autonomous form of lifé" Moreover, Schiller indicated that art was not omly
expression of life but 'a form of its self-educatfd The social importance of this fact
was discerned in the aforementioned 'Oldest SystenRrogramme of German
Idealism’ too. Here Hegel, Holderlin, and Schellmgintained that art must provide the
basis on which a common world is constructed aedtera fabric of experience shared
by the elite and by the common peoplecording to this model, the construction of a
new society was not necessarily undertaken in appodo existing power structures
but through the formulation of a new collective agthwhich would ultimately replace
politics with universal consensus. The relevanceumh dreams to interwar Europe is

clear, as we shall see, when increasingly interoeist states and collectivist ideologies

8 For a highly sophisticated analysis of the plac&dfiller'sLettersin the western artistic imagination,
see Ranciére, J. 'The Aesthetic Revolution an@utsomes'. For a shorter summary of the main
points, see Ranciére, The Politics of Aesthetic27. On Schiller, see also Harrington, Austint and
Social Theory119.

9 Ranciére, J. 'The Aesthetic Revolution and its Guies', 136.

%0 |bid., 136f.

1 |bid., 137.

2 |bid., 137.
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of the 1930s employed all means of aesthetic ptamlu¢o mobilise their populations
around vaguely defined visions of a future commyiitn a time characterised by the
entry of the 'masses’ into politics, all politicschme, to some extent, aestheticised. And
whether or not artists were directly involved inlippeal movements — which they
increasingly were during the 1930s — their aestediecame a part of politics. This is
particularly true of the multifaceted projects labad by the interwar avant-gardes.

In Spain, the most influential interwar analysisavfant-garde aesthetics, José
Ortega y Gasset$he Dehumanization of Arpublished in 1925, would reinforce
certain aspects of the German Idealist conceptfoartowhile clarifying the potential
social significance of artistic innovation. To eajpl and justify his analytical effort,
Ortega y Gasset suggested that 'pure art and stigmecisely for being the activities
that are 'most free and least affected by the kooraitions of each era’, provided 'the
first instances where one can glimpse a changéednsensibility of the collectivé’'
With this idea in mind, Ortega y Gasset's essayedino identify the defining
characteristics of what he simply termed 'new ant',the new style' (by which he
appeared to have meant, broadly, art that departs aturalistic representation). In so
doing he attributed to this art a number of intlialised qualities making it not only, in
his terms, ‘dehumanized,but also profoundly transformative. The most imaot of
these was that 'new art' aimed to explore a woelgbbd the charted fields of human
experience, an exploration which could potentiakyand our realms of perception. In
a sense, Ortega y Gasset argued, the avant-gaetidggun his work where 'ordinary’
human reality ended:

His destiny is to live his human itinerary; his sign is to invent what
does not exist. In this way the poetic vocatiojustified. The poet
augments the world, adding to the real, which reay there by
itself, a continent of the unreal. Author comegrfrtauctor”, he who

augments. The Latinos used that word to describegtneral who

% See chapter 2 below for a more detailed discussfitmese links.

* Ortega y Gasset, la deshumanizacion del arti]2. Cf. Saint Simon: artists must 'serve as a
vanguard in the great enterprise of establishiegptiblic good', and 'proclaim the future of the
human species.' Lorenzo, J. 'Ciencia y Vanguairdidbaladejo Mayordomo, T. et dlas
vanguardias34.

% More will be said about these qualities on pageg 76elow. At this stage it suffices to say Ortgga
Gasset's term was based on the idea that 'dehwedaais could not, because of its abstracted form,
be understood by everyone, and that its intelldisied approach to representation produced artworks
with which it was impossible to engage emotiondige Ortega y GassetLa deshumanizacion del
arte, 69-73, 81ff.
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gained new territory for the fatherlapfd.
Ortega y Gasset, in other words, conceived of theira of artistic invention as an
opening up of new psychological possibilities, otanquest, to continue the colonial
metaphor, of new imaginary territories. Art couhdi$ participate in the formation of the
future insofar as it redefined the structural barmebs within which individual and
collective subjectivities were transformed. Theaahr once uncovered, became but a
new real.

That said, in the view of Ortega, avant-garde artldt not be an instrument to
realise the Idealist dream of a common humanity.tl@ncontrary, its 'dehumanized’
nature made such transcendental claims inheremippssible. Neither, he wrote, did
'new artists' show any interest in demanding sucblefor their art. Their irreverent
and ironic attitude towards canonical artistic tmlmawas also directed towards their
own production, which, in Ortega's analysis, préeshto represent no more than its
own intrinsic reality’’ In the final analysis, it wished to carry no gezagocial weight
than that associated with games or sprts.

This, as we have already seen, was not the cakeReihau, nor with many of
his artistic colleagues. Ortega y Gasset's cormtgsexercised a formative influence on
the cultural environment in which they worked, asrsnot least in the fact that the very
notion of ‘dehumanized’ art often became obligatstarting points for theoretical
discussions about &tBut for Renau, as for the Idealist philosophessased above,
the artwork in itself should seek to communicateamscendental truth of some kind
('the moral physiognomy of an era,’ in Renau's wprdf he also saw a need to
experiment and to develop new forms of expressiowas because this truth had to
correspond to the continuously changing conditiohdhistory. Innovation was thus
important, but should not be understood as an exibm of the unreal as pure fantasy.
Rather the unreal must here be seen as considtingherto unrealised possibilities,
made visible by art's intervention at a particlietorical conjunction. Defined in such
terms, Ortega's description of the artist's workesctly illustrates the fundamental
logic of Renau's ambition, and puts into clearam& the task described in his

manifesto.

*¢bid., 100.

" Ibid., 107f, 120-123. Cf. Butler, ®odernism 17-18.

% bid., 121.

% This will become clear in the analysis below, esbcin chapters 2 to 4. See also the introductign
Gloria Rey Faraldos in Ortega y Gasset,aldeshumanizacion del arté-55, esp. 41.
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The search for a new artistic direction

If Renau's programmatic pamphlet seemed impat@mntelsolute action to renovate art,
his own artistic development at the time of histwg the Yellow Manifesto had,
however, ground to a virtual halt. He had returtee®alencia in March 1929, where he
had been received as a successful artist and trstzal celebrity. Critics continued to
hold his work in high esteem, and his professioteleer was undeniably given a
significant boost as local and national clientsealsfor original cover designs, posters,
and illustrations in ever greater numb®r¥et in his autobiographical account, Renau
emphasised another aspect of his experience duttwege years. Events had
overwhelmed him, and he had gone along with th@falyouthful euphoria’, he wrote,
while hiding a growing sense of disorientation andecurity®® Thus, beneath the
surface, commercial success was paralleled byieeestagnation, and after a while he
almost entirely ceased to paint. Such assertioasparticularly striking when read
against the confident and aggressive tone of hisifesio produced at the same time.
Perhaps that too was part of the feigned euphpegehaps it voiced the frustration of
someone feeling trappétiEither way he needed new inspiration, which fer tthoment
eluded him whatever he did.

In this inner crisis, Renau would come question anly his own artistic
practices, but also the social environment andesnad for which it had been produced.
Here again the protagonist's retrospective accotirit977 appears to contradict the
outward signs of contemporary sourcd@s. some extent this may well be because his
autobiographical narrative was been rationalisesisciously or not, to explain the
trajectory leading him to Marxism and political.aret there are no primary sources to
directly contradict the details of his accounts,itsevould be perfectly plausible to
consider this a period when work commitments anolipipersona contradicted inner
desires — a situation which in itself is far fromcommon. Either way, according to
Albert Forment, popular and widely distributed paal magazines lik&luevo Mundo
andLa Esfera fashionable general interest publications whiatl hegun to publish his
work, may in many respects be indicative of thaaaxs well as professional alliances
maintained by Renau at this tirffd.a Esferais particularly significant, as it was one of

the principal promoters of Art Deco illustration imerwar Spain and a characteristic

€ Forment, AJosep Renalb6, 59f. See also Bellon, Fosep Renaul31.

® Renau, J. 'Notas al margen', 464f.

2 Renau himself did not (as far as | know) commenthenmanifesto himself at any point in his later
life.

% Forment, AJosep Renalb6, 67.
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forum for 'the frivolity and eroticism' typical, ifrorment's view, of the 'roaring'
(joiosog twenties?® Considered in combination with first-hand accourdasd
contemporary interviews, where Renau, impeccabiyed from top to to€? was said

to like the ‘aristocratic life' (if only 'on the dace’) and described as someone
'‘frequently seen dancing at social gatheriffghj's collaboration clearly suggest that his
artistic identity remained one associated withrtiaern fashions of the affluent urban
middle class. Insofar as a rebellious side was @eladged, it was described as a
youthful protest against academic art traditionly.&h

But this image may be complemented by Renau's iladestence that his Madrid
experience had caused disappointment in more viiaysdne. He had not only lost faith
in his painting, but also felt deeply ambivalenbabthe social circles he had striven to
enter. Among extravagant dinner receptions andndisished people who could help
his career, he had found no one who could offertwieareally sought as an artist.
Moreover, his insight into the lifestyle of Madsdtultural establishment had generated
little respect for the authority and 'refinement'was supposed to represéhtsf
outwardly a champion of a commercial aesthetic an fashion, then, privately he
grew increasingly disillusioned with the social sdas with which this aesthetic was
primarily associated.

His quest for inspiration would consequently takarious forms. First it
involved more organised engagement with the lovainagarde, gathered primarily
around the small gallery Sala Blava, which had edein July 1929 (that is, the same
month that Renau distributed his Yellow Manifesfo)Founded by a ceramics
manufacturer and bohemian intellectual 'seekerndrelo Gascon Sirera, Sala Blava
was modelled on Barcelona's Els Quatre Gats, a atfécting many of the city's

progressive artist$.In the conservative cultural climate of 1920s ¥ala, Sala Blava

 lbid., 56.

% Rafael Pérez Contel quoted in FormentJAsep Renalb7. Cf. description of Renau's love of the
American way of life at the time in Bellon, F. 'Maala Ballester, hija, hermana y esposa de artista’
Laberintos: revista de estudios sobre los exiliokurales espafoleSlo 10-11 (2008-2009), 149.

% Mifana, F. 'Biografia de un hombre de veintitn afios

" In his interview (‘Biografia de un hombre de veintafios'), Federico Mifiana characterised Renau as
a 'bad student' on the basis of his rebellion atGalos School of Fine Arts.

% Renau, J. 'Notas al marge#63. Renau later reiterated this claim in a steongrsion, hinting at
decadence and sexual promiscuity. See Bellaip$ep Rengul21.

8 Agramunt Lacruz, A.a vanguardia artistical 73. See also, by the same author, 'La Sala Blava,
nucleo de la vanguardia valenciana de los afiagtadténCimal, 19-20 (1983), 19-24.

" Though it did organise notable exhibtions too. Tafithe earlier ones were 'Primera Manifestacion
Artistica' in 1930 and Exposicio de Pintura, Esmdti Dibuix in March 1931. The latter included
contributions from Renau and his colleagues. Seamgnt Lacruz, A.a vanguardia artisticd,80f.

See also Aguilera Cerni, V. 'Valencia Afios 30: satabre ideologia y compromiso' in Aguilera Cerni,
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became one of the few places where less convehtgmndgts could gather and find
mutual support: According to Pérez Contel, Renau's friend anckegilie, it was a kind
of island, where 'shipwrecked' artists could fie€Lge; a ‘chapel’ for the youth devoted
to modern artistic creed$lts opposition to dominant cultural preferenced dot go
unnoticed, as testified by the widely publicisedbates surrounding its opening
exhibition. Inaugurated on 3 July, 1929, the exfohifeatured the unconventional and
expressionistic works by one of Renau's favourigééngers, José Gutiérrez Solana
(1886-1945)2 As the exhibition organisers were aware (the FRava proudly
announced that they would exhibit 'the paintermtalled ugly thing$*), many found
the sombre mood and sometimes macabre subjectrnudtt8olana’'s work highly
disagreeable. Yet the real controversy was causkenwone of Spain's foremost
champions of vanguard art and later fascist synpathErnesto Giménez Caballero,
hurt local sensibilities by suggesting that Solsudark vision depicted nothing less than
the essence of contemporary Valencian sociétyhether Renau agreed with the latter
statement is unclear, but, as we have seen, helefestely anxious to depart from the
pastoral aesthetic held up by Giménez Caballeritisscas the only acceptable code for
depictions of Valencia: that is, the aesthetic eisged above all with Joaquin Sorolla.

In addition to alternative artistic formulas, S&lava would also establish links
with regional Valencian nationalism. The founder thie gallery was forced for
economic reasons to give up ownership in 1930, taedvenue was bought by the
Agrupacié Valencianista Republicana, a nationajjgtupuscule founded that same
year’® As a political phenomenon, Valencian nationalisnaswrelatively weak,
especially compared with corresponding movementCatalonia and the Basque
Country, even though it did enjoy cautiously bodstenfidence around 1930, when
widespread protests against the Restoration Moga(tB75-1931) made political
change seem imminefftits impact on cultural life was stronger. At thd&ahe change

V. (Ed.) Arte Valenciano. Afios 3Walencia: Generalitat Valenciana, 1998), 9-37.

L Another place were they gathered was the studimnigéig to the painter Francisco Carrefio. See
Agramunt Lacruz, A.a vanguardia artistical 76.

2 Rafael Pérez Contel in Agramunt Lacruzl &.vanguardia artistical78.

3 Ibid., 178-180. Date for opening frol Mercantil Valencian@® July 1929, 3. Renau expressed his
liking for Gutiérrez Solana in his interview witleéerico Mifiana (also in Forment, 20sep Rengu
59).

" El Mercantil Valencian@® July 1929, 3.

5 See, for example| Mercantil Valencian@ July 1929, 4. For other contemporary criticiseg Bl
Mercantil Valencian® July 1929, 3La Libertad 2 Jan 1930, 3. For a slightly later review, see
Mirador 3 May 1934, 7.

" Under this regime, the Sala Blava came to represénbader cultural wing of this movement, which
took the organisational namecio d'Art See Agramunt Lacruz, F. 'La Sala Blava', 22.

" Historian Manuel Aznar has described the outloo¥aléncian intellectuals at this time as one of
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meant that the spectrum of activities was broadeaed until the gallery’s closure in
the summer of 1936, it organised events related to literature, poetnd theatre, as
well as visual art, and became a meeting placprmgressive intellectuals in general.

The reinforced presence of nationalism no doulduémced Renau, who had
been raised in a Valencian-speaking family and fmwnd a discursive framework to
distance himself from 'cosmopolitan’ Madrid. Tméuence was first of all evident in
his change of signature — from a 'Frenchified’ ReBager to the more Valencian Pepet
Renau. But he also collaborated with initiativespexially the publishing seriéostra
Novel-la that hoped to expand the influence of vernaditenature and art§. The aim
of such ventures was intimately connected with aemambitious avant-garde project
which saw efforts to democratise vernacular letegsa strategy for regional cultural
regeneration. Again, this was seen as intrinsidaiked to politics, as the poet Carles
Salvador, writing for the literary publicatiofaula de Lletres Valencian€$927-1936),
explained: 'we choose to write in Valencian becaafggolitics and being conscious of
the responsibilities we have as citizens. Litettior us, is a means, not an efidd
reality, the aspiration to popularise Valenciarrbture largely failed to materialise,
however. This was, in the view of the cultural bisgn Manuel Aznar Soler, largely
because of the absence of a sufficiently large amrdar readershify. Still, the
conception of the project as such is important aould have suggested to Renau the
possibility of avant-gardes tied to alternativesiof modernity?

Yet, even if Renau had thus taken an interestenctiiture of his native region,
the hope of finding inspiration or guidance in moosmopolitan centres remained with
him, and around September 1929 he went back to iM&dwork and to explore new
artistic ideas. Again he would return disheartertéel.had set about ‘eagerly “seeking
the light” among Madrid's intellectudértulias, and 'got to know closely the most
prestigious cultural environments of Spain's cdipgts well as 'a good part of the most

'moderated euphoria’ and 'prudent optimism.' SeaA3oler, M. & Blasco, R.a politica cultural al
Pais Valencia (1927-193%Yalencia: Institucié Alfons el Magnanim, 1985p.4

8 Without offering any further detail Francisco Agramh suggests that the problem was a lack of
committed collaborators. Sé@ vanguardia artistical88.

" Ibid., 76f. See also Luis Alcaide, J. 'La ilust@tigrafica valenciana en la década de los afida 30'
Aguilera Cerni, V. (Ed.)Arte Valenciano91-124; and Aznar Soler, M. & Blasco, R politica
cultural al Pais Valencia59.

8 Quoted in Aznar Soler, M. & Blasco, Ra politica cultural al Pais Valencj&82f.

& bid., 21.

8 Questions concerning the possibility of alternasites of modernity were explicitly addressed kg th
Taulds editors, who asked in the January 1930 issu¢hehé was possible to form a 'provincial
avant-garde'. For a disussion of this idea, seemdntroduction in Geist, A. L. & Monleén, J. B.
(Eds.)Modernism and Its Margins: Reinscribing Cultural 8&rnity from Spain and Latin America
(London: Taylor and Francis, 1999).
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famous writers and artists of the era [...]." Yethe end he had not found 'even a drop'
of what he was looking fdf. What this would be, he could not, according to his
autobiographical writings, define with any precisidut by reflecting on the nature of
his second trip as soon as he had returned once tmdfalencia, he would nonetheless
arrive at an important clarification bringing hinearer to a solution to his creative
problem.

According to Renau's autobiographical account af713he one thing that was
clear upon their return home in November or Decenit#29 was that his travel
companion, the sculptor Francisco Badia, was déytitentent with his visit to the
capital. In contrast to his own experience, Badid tamiliarised himself with Madrid's
ordinary residential areas, as well as its grandeunms and exhibitions, and this
difference made Renau re-evaluate the way he had bis time. How come it had
never struck him to take a stroll down working-sla®ighbourhoods? Why had he not
even considered these parts of the city as a pessilirce of inspiration? He began to
think back, and remembered the generosity of tlasg@s of a small village where his
family had spent several summers. He rememberédttivas precisely in this village
that he had painted several of the works latertstdd in Madrid. Yet he had never even
thought about showing any of the friends he hacdethige paintings that he was working
on; for some reason, he was convinced (as indeedbeaxhibition's reviewers would
be) that they would not understand. While returniogthese memories, then, the
nebulous question that had troubled him since #gb#&ion — why do | paint? — now
crystallised into a much more concrete and pressitg for whomdo | paint? His
answer — that the primary audience for his workusth@e the broad working classes —
would entail great changes both in the form anderatrof his artistic production.

To complete the picture of how Renau came to th@sibn, a picture which at
this stage relies heavily on the protagonist's oemospective testimony, and which
should thus be seen as provisional, it is necedsabyiefly return, once more, to the
Madrid exhibition of December 1928, and consideother outcome of Renau's
experience; namely, his growing interest in anatditerature. Probably as a result of a
sensed disagreement with his benefactors amongid&mdultural elite, he had spent
his days rummaging in the city's bookshops for aaldivriters like Eliseo Recleus,

Malatesta, Bakunin, etc. — names he had first cagm®ss at a conference in the

8 Renau, J. 'Notas al marge#64.
8 |bid.
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Valencian ateneosome years earliét.His choice of anarchism over other political
directions was never explained by Renau at anytlengut seems to have been
conditioned by the fact that it represented they amvolutionary movement with

significant popular support in the Levante, esgdBciafter the previously numerous

socialists had seen their union leadership distzédis a result of collaboration with the
Primo de Rivera dictatorship (1923-1930Returning from the capital in spring 1929,
he had made initial contacts with the anarcho-syalit union CNT, at the same time
as he had seen political awareness slowly spreaaitagng other members of his closest
circle. Now, in the spring of 1930, returning fronms second stay in Madrid and

determined to turn his new political consciousnass practice, he found that most of
his artistic colleagues were similarly reconsidgrtheir work, starting from the same
overarching observation: that the cultural modexn conceived as their fundamental

goal could not be realised without a social reviotuf’

% bid., 463.

% Renau mentions in his memoirs that the socialigievgeen as discredited in Valencia. Ibid. 466. For
a succint analysis of the relations within the iefthe first decades of the 20entury, see Graham, H.
The Spanish Republic at War, 1936-193ambridge, CUP, 2002), 1-21. See also Ben-Anilhs.
Origins of the Second Republic in Spaif4-127.

8 |bid., 465.
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2. THE TURN TO POLITICS (1930-1933)

In formulating their conclusion on the cultural essity of revolution, Renau and his
companions effectively aligned themselves with @angng group of artists and writers
who from the end of the First World War had maiméal that art should express an overt
political commitment and contribute to social chanthrough collaboration with
progressive political movements. As such, the idkeart conveying a social message
was by no means a novelty of the 1914-1918 waecaakents can be found at least as
far back as the French Revolution, while in Spam $o-called Generation of 1898 had
reacted to perceived symptoms of national declyenbusing their work with social
critique? Yet the unprecedented destruction of the Great Warprofound and many-
sided crisis it generated across the continenkisdhe very foundations of European
self-perceptions, brought a new tone to such rieetdn the eyes of most progressives,
as well as the majority of people suffering the 'wanmediate consequences, the old
regime and its ruling elites, who were seen to bsponsible for — if not also
profiteering from — the bloodshed of the trenclveste irrevocably de-legitimised as a
result of the conflict. Calls for social change @wicgd a new urgency, and while
established power-holders were determined to deféimeir privileges, mass-
organisations on both the left and the right begamobilise with increasing intensity.
The Bolshevik revolution of October 1917 furtheragiened conflicts across the
continent, as it offered a concrete example tm¥land constant reminder that radical
change — social, political, and cultural — couldefffected without delay.

One of the first attempts to gather progressiviellectuals’ in an international
organisation came from a French group led by aatitwovelist Henri Barbusse. Taking
the name Clarté, they hoped to create an Intemmltiof Thought to operate alongside
the International of Workers, and published a nogishanifesto appearing in Spanish

translation in the cultural magazi@smopolison 27 September 1929The material

! See Albaladejo Mayordomo, T. et bas vanguardias7-13. See also Tufion de Lara, Miedio Siglo
de Cultura Espafiola (1885-193@" ed) (Madrid: Tecnos, 1984) and Fusi, JJR.Siglo de Espafia
One of Valencia's most renowned writers, VicentasBb Ibafiez had gone further than most of his
literary contemporaries by stating, in 1905, thianaust offer a path to revolution. Alvarez Jungo,
'Racionalismo, romanticismo y moralismo en la aaltpolitica republicana de comienzos de siglo' in
Guerefa, J.-L. & Tiana, AClases Populares, Cultura, Educacion. Siglos XIX{X&drid: Casa de
Velazquez, 1989), 366.

2 For a powerful analysis of the impact of the Gi&ar on the European psyche, see Eksteing,Hd.
Rites of Spring: The Great War and the Birth of Kh@adern AggNew York: Houghton Mifflin
Harcourt, 1989).

¥ Originally published irLe Populaire de Parisn 17 January 1919. For an overview of the initial
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conflict of the World War had given way to a deepad even more fateful conflict of
ideas, the authors began, forcing people to chedtber to maintain, or totally rewrite,
from one end of the world to the other, the statuté communal life." From their
perspective, the choice was obvious, as the wardffedtively invalidated the first
option. It had 'shattered appearances’, had 'got sharp relief the lies', the 'old
mistakes', and the 'habitually maintained fallddiest had been a result, in the past, of a
'long martyrdom of justice." The time had come,other words, to depart from this
disorder and organise social life 'according toléves of reason.’ In this task, 'thinkers
and artists', as 'spiritual inventors', had to pdaleading rolé. They could not form
isolated elites preoccupied solely with aesthelsagure, but had to face 'their human
duty,” which meant that those concerned with Be&aty to 'introduce it into life, and
impart on it the truth'. Only by accepting thisgessibility would they contribute to the
formation of the 'moral accord’ necessary to guaratasting peace.

Although the movement never advanced beyond plambs moclamations,
Clarté's manifesto is important here, partly beedfigures like Barbusse would later
exert great influence on like-minded writers antistg in Spain — Renau included
and partly because its political goals were desdrilm terms strongly reminiscent of
German ldealist philosophers' vision of aestheticd art. The idea of creating new
sensibilities and, ultimately, new forms of life,aking possible the realisation of a
united humanity, was here transposed to the spfgrelitics proper and presented as a
political proposal. The initial step of this traesfl was not, of course, taken in the
manifesto itself, but in a particular conceptionrefolution that first appeared with
Marx. As Jacques Ranciére has pointed out, thevident in the Paris manuscripts,
where Marx declared that the coming revolution widt be merely ‘formal’ or ‘political’,
but 'human'. The 'human’ revolution would make fbssa free political community
where men and women could realise their fullesemil while still pertaining to a
social organisation characterised by harmony, matégn, and totality. This idea

provided, according to Ranciere, the basis on whigh political vanguard and the

development of the movement, see Racine, N. 'ThgéCMovement in France, 1919-3burnal of
Contemporary HistopyMol. 2, No. 2, Literature and Society (Apr., 196¥95-208. Subsequent quotes
are translated from the Spanish version.

4 As some contemporary critics noted, this was ofs®at odds with the materialist orientation of
Marxism, to which founders like Barbusse profe§sadhered. See Eastman, M. 'The Clarté
MovementThe LiberatorVol. 3, No. 4 (April 1920), 40-42.

® Racine, N. 'The Clarté Movement in France', 208.

®  Barbusse's writings would frequently be reproduocedueva Culturalt should be said, however, that
there are no evidence of Renau actually having tteadriginal Clarté manifesto.
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artistic avant-garde collaborated in the 1920s H9@8Ds. As he puts it, '‘each side was
attached to the same programme: the constructiarewf forms of life, in which the
self-suppression of politics would match the selfmession of arf.'lt was a
programme that in general terms sought to replacerally bankrupt social order — an
order which in the eyes of many progressives shosedfthite proof of its continued
post-war decline by allowing the emergence fasciswith a society where humanist
concern for individual self-fulflment would triunmp over cold calculations of
economics or utility. As in Schiller's vision of &ce, such a society required that
political practices and artistic practices wouldlaonger belong to separate spheres but
constitute a single expression of life's self-fotioa Initial steps towards this goal
would be taken in the cultural project Renau degwetb towards the middle of the
1930s, in which politics and art were also undedtas continually reinforcing and
renewing each other.

In Spain, such ideas would begin to take shapkanate 1920s, but the years of
the Great War, and in particular 1917, had alsanbméical in staging a new social
dynamic to which Spanish artists and writers redpdnin increasingly direct ways.
Both internal and external factors were at playSpain's neutrality in the war did not
make the country immune to its repercussions. Anekated export boom was followed
by an economic crisis marked by high inflation ame&mployment, which in August
1917 prompted socialist and anarchist unions tdade@a general strike. Even if the
strike was bloodily suppressed with the help ofdhay, it nonetheless signalled, in the
view of Marxist historian Manuel Tufion de Lara, imaportant shift whereby political
mass-organisations emerged not as organs of angnedtest but as credible contenders
for state-powet. Combined with simultaneous expressions of discinénong both
military officers and Catalan parliamentary depsittiemanding greater autonomy for
Catalonia, the events of 1917 represented a seaditecal and ideological challenge
for the Restoration MonarclyThe news of the Bolshevik Revolution then triggese

period of intense social unrest: in the agrarianttsamong impoverished day labourers

7 Ranciére, J. 'The Aesthetic Revolution', 138. 4. Surrealist poet Louis Aragon's claim that: "Eher
is nothing more poetic that the revolution.' Vas@authorsFotomontaje de entreguerras, 1919-1939
(Madrid: Fundacién Juan March, 2012), 120. Forabiéaboration between Clarté, seeing itself as a
political vanguard, and the Surrealists, represerttie artistic vanguard, see Lewis,[dada Turns
Red: The Politics of Surrealis(Edinburgh: Edinburgh University Press, 1988), &7-€sp. 42.

& Tuion de Lara, MMedio Siglo de Cultura Espafiola.188f.

® Events of 1917 have been seen as a crisis of hegeimowhich the elite lost its ability to direaba@
dominate civil society through ideological consensAguado, A. & Ramos, M. A.a modernizacion
de Espafia (1917-1939): Cultura y vida cotidia(adrid: Sintesis, 2002), 18f.
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who suffered immense hardships under a quasi-feadalal system, and also in
Barcelona where deadly labour conflicts pitting ransigent employers against
increasingly radical unions. Altogether this creat@an atmosphere seen by
contemporaries as verging on undeclared civil ‘Wé#iailure to resolve the unstable
situation, further aggravated by political presstgsulting from military set-backs in

colonial Morocco, led General Miguel Primo de Ravdo stage a coup in 1923 and
impose, with the King's consent, a dictatorshig thauld last the rest of the decdde.

Overall, then, a series of seismic changes, mostha¢h were fundamentally products
of Spain's uneven process of industrialisation ah@nisation, converged to produce in
the post-First World War period new realities tibhnged the stakes of politics and
generated social conflicts of an unprecedentec sutad intensity.

Corresponding to these changes, there was, asatadica shift in attitudes
among Spain's cultural producers. If 1898 gave tsewriters concerned with
contemporary problems, the years following 1917 démw emergence of public
intellectuals committed to the construction of avnsociety*> Whatever form that
commitment took, it inevitably had to respond te tilynamics of burgeoning mass
politics. The most prominent example was perhapedary Gasset's advocacy of a new
meritocracy, where 'a select minority' rather thia@ ‘'rebelling masses' would replace
the lethargic oligarchy of the old regime. Yet atheespecially on the progressive left,
tied their opposition to the status quo to the ptom of equality and popular
sovereignty?

Cultural efforts to engage with egalitarian po#tiook a variety of forms. Early
attempts to create a proletarian culture, tentatialargely unsuccessful, could be seen
in Angel Pumarega¥nién Cultural Proletarig founded in 1922 Later in the decade,
new radical magazines likeost-Guerra (1927-1928), inspired by the proclamations of
Henri Barbusse, similarly sought to lay the basesafpolitical alternative by creating

common ground between young ‘intellectuals’ andkerst As an essential part of the

1 For images of the Bolshevik Revolution in Spairg €zuz, R. 'Luzbel vuelve al mundo! Las
imagenes de la Rusia Soviética y la accién colaaivEspafia.’' in Cruz, R. & Pérez Ledesma, M.
(Eds.)Cultura Y Movilizacion En La Espafia Contempora(idadrid: Alianza Editorial, 1997). For a
social history of class conflict in early'20entury Barcelona, see EalhamQlass, Culture and
Conflict in Barcelona, 1898-193L.ondon: Taylor and Francis, 2004).

' For an extensive analysis of the politics of thienBrdictatorship, see Quiroga, Making Spaniards.

12 Aguado, A. & Ramos, M. ALa modernizacién de Espafig0.

13 This perhaps found its most extreme formulatioplaywright Ramon del Valle-Inclan's anwer to a
1920 survey posing Tolstoy's question, 'What mweste?'. "What must we do?', replied Valle-Inclan,
‘Not art. We must not make art now, since to prathese times is immoral, detestahlad
canalladg. First we must achieve social justice.' Fuentega marcha al puebld0.

14 Salalin, S. 'Las vanguardias politicas: la cuest#bética’', 214.
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democratisation process, it also encouraged thegemee of collective aff. But in
general terms, it was printed mass-media, togedlir radical book publishing, that
was recognised as a principal means to have ancingpaan increasingly literate and
socially mobile population. As the turn of the déeaaw intensified protests against the
Primo dictatorshipPost-Guerrés successoueva Espafi&1930-1931), called on 'the
young' to found 'organs of opinion that bring tleed for a new politics of democracy
and of intervention in public life to the most re@downs® Artists and writers were
but a small part of the dynamic of mass-politicet they would find it increasingly

difficult to remain impassive before the eventdrigiplace in the next decade.

Renau's discovery of Marxism
After returning from his second trip to Madrid iprsng 1930, politics rapidly became a
primary concern for Renau. He felt that his earperely theoretical explorations in
anarchism had reached their limit, and, unlikeanisstic colleagues, he sought practical
involvement in Valencia's libertarian circles. Hechme active in the Ateneo Libertario
on Cami del Grau, and participated in various foofndirect action in opposition to the
dictatorship and monarchy. The results of this defirhim disillusioned, however. The
outcome of libertarian activism, he deduced, wasosat always negative, and Renau
later described how the discrepancy between theelmdent audacity’ exhibited by
fellow anarchists and the 'terrible naivetériple infantilismg of their practical strategy
soon became apparent even to an 'nascent’ antbpetgeois' revolutionary like
himself. Given the lack of focus and organisatiomgdur, it seemed to him that these
'self-sacrificing’ activists were engaged in a foaf revolutionary gymnastics that
showed no concern for efficacy or results. Simylanle found anarchist approaches to
cultural questions plagued by inconsistencies amd égnorancé’ In short, anarchism,
as Renau had experienced it, did not appear actigdevehicle for the social revolution
he had in mind.

The open-ended journey of self-education and degobeing undertaken by

Renau and his artistic circle of friends was undgt@n to a degree by professionally

* Fuentes, VLa marcha al puebld6, 38. See also Gomez, Hl.largo viaje. Politica y cultura en la
evolucidn del Partido Comunista de Espafia, 192091@3dadrid: Ediciones de la Torre, 2005),
chapter 3.

® " Quoted in Medelson, J. with de Diego, E. ‘PolitiPahctice and the Arts in Spain, 1927-1936’ in
Marquardt, V. H. (Ed.Art and Journals on the Political FroifGainesville: University Press of
Florida, 1997), 189.

7 Renau, J. 'Notas al marge66f.
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advancing careers and increased income. For Respacially, this had been a positive
side to his second stay in Madrid:

In terms of work, | had no problems at all, [my doyers] paid me

well and | had more than enough to live on, eveaugh to buy

books, lots of books, which | leafed through ansiguwith those we

plugged important gaps in our knowledge, partidulaggarding the

latest 'isms': Cubism, the Dadaist movement — whierknew hardly

anything about — and Surrealism. The two last dites] very well

with my anarchic positions back th&n.
The books and magazines informing Renau's cultaral political rebellion were
usually purchased from a kiosk in Valencia’s maquae or in the International
Bookshop (Libreria Internacional) located on CaRéntor Sorolla® Having no
experience of international travel, or personaltacts outside of Spain, bookshops
were the main portal through which Renau and hiklgorators could access the new
ideas then traversing the continent. With regaodsacio-political literature, they read
and discussedrhe New Russig1926), a travelogue and political 'best-seller’ by
prominent socialist writer and politician Julio Akez del Vayo, as well as Diego
Hidalgo’sA Spanish Notary in Russf&929), another immensely popular account of the
same genr& Even so, Renau later claimed that their attitudeatds the Soviet Union
at this stage rarely went beyond 'eager curiostyd that their knowledge of Marxism
was virtually nil. In his own analysis, this ignae was in large part due to the
‘conspicuous absence' of communists within themédiate intellectual environment at
that time?*

Still, at some point during this period, Renau caomss a short text by one of

the founders of the Russian Social Democratic P@yprgii V. Plekhanov, entitlefirt
and Social Lifg1912/13). Its impact on Renau was profound. Moilehe said about

18

Ibid, 464f. Josep Renau's youngest brother, Jusmnaentioned in his memoirs that Josep would

spend all he earned on political literature. Basos y Sombrag58.

¥ The importance of the kiosk is highlighted by Balldosep Renaul10. Reference to the Libreria
Internacional is made in Agramunt Lacruz|&.vanguardia artistica24. Perhaps there is a certain
irony in the fact that they would nourish theitistic rebellion with books bought on a street ndme
after the conservative art establishment's loaat.ic

% The dailyEl SolcalledThe New Russithe most successful book of recent times. SeetEsegviLa
marcha al pueblo en las letras espafiolgis, Diego Hidalgo's book was also, as mentioned)emsly
popular: its first edition sold out in 45 days, @yd1931 it was in its fourth edition. See the
introduction by Henri Barbusse in Hidalgo, Dn notario espafiol en Rus{d" ed) (Madrid: Cenit,
1931). These readings coincided with a generaéam® in popularity of political literature, whiclillw
be discussed on page 74 below. See Ribds Rtroduccion del marxismo en Espafia (1869-1939)
Ensayo bibliographicgMadrid: Ediciones de la Torre, 1981)

% Renau, J. 'Notas al margen', 467.
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Plekhanov's argument below, but his central prdjpos — stating that progressive art
must give expression to the greatest emancipategsi of its time, and that the
abstracted styles associated with the avant-gaette imcapable of fulfilling this task —
provided a confirmation as well as a corrective Renau. (In his autobiographical
account, he admitted to blushing from embarrassméen reading the book, not least
because his latest initiative, a very short livedgarzine calledProa, had completely
gone against Plekhanov's insigfisThe new ideological perspective he took from
Plekhanov led Renau to search for more literatutkinvthe Marxist tradition. At its
forefront stood, of coursdhe Communist Manifestavhich Renau believed made such
a strong impression on him that it would deternhirgepolitical orientation for the rest
of his life®

What was it in Marxism that Renau found so convig@ One part of the
answer, provided by the artist himself, relatekigodisillusion with anarchism, and the
fact that his misgivings regarding anarchist tacticcentred, as mentioned, on their
organisational naiveté and apparent disregard ffaxaey — were echoed in the anti-
anarchist criticisms Renau read in Engels’ own eserof articles entitled 'The
Bakuninists at Work* For Renau, there appeared to be, in other wordgctdi
correspondence between Marxist ideas and his owerence, a shared perspective
that pointed to a new political home. Yet what iegsed Renau above all were the
foundational propositions of Marxist theory — ‘theomplexities of historical
materialism' and 'the intricate problem of the eliic method', as he described thém.
These concepts seemed to provide tools to explatorital and social phenomena
whose inter-connections had previously eluded l@mce he had overcome the initial
challenge of comprehension, he said, 'clarity’ recéhe 'primordial sign' of his world,
and 'confused aspects' of his life were immediatklyninated. The discovery seemed
to have been akin to an epiphany, a secular resel#@ttat was probably all the more
powerful for occurring in opposition to a deeplythadic environment. His discoveries

not only alleviated his complexes for being aiitéitate’ autodidact — something which

2 |bid., 468. No one seems to have seen a copyax and José Ramén Cancer Matinero has even

suggested, for a series of relatively intricatesogs, that the magazine may never actually have
existed and that the work Renau remembered irrelgard was that appearingMurta (1931-1932).
Either way, the issue of which of the two shoretivmagazine should be referred is not of any
substantial consequence here.

% bid.

% |bid. These articles, published in 1873, analy$edatctivities of Mikhail Bakunin's Spanish follower
during the short-lived First Spanish Republic, 1:8834.

% bid.
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allegedly did him 'so much good' that he found leilihe/alking around Valencia as a
'happy child in new shoé%- but also gave his political and artistic actdsta firm

sense of direction. The grand narrative of Marxismgompassing a total world-view,
allowed him to grasp the nature of historical depetent and attach his vision of
modernity to a cosmological truth. It allowed him,short, to concretise the ambition
expressed in his own manifesto. Through the insightMarxism, he believed he could

glimpse the future, prepare for it, and play arnvagbart in its unfolding.

The proclamation of the Second Republic

The year of 1930 was a decisive year for Renaut ams for Spanish society as a
whole. The artist later remarked that, compareantp other period in his life, the hours
at that time had 'three times as many minutes la@dnionths three times as many days,’
and that the consequent confusion was not onlysiméad but also, in good part, in the
very air of those 'vertiginous timé$.In January, as a result of mounting popular
pressure, the King persuaded Primo de Rivera to dtevn, after which a military
government under General DaAmaso Berenguer was @ofniather than pacifying the
population, this only galvanised support for furthehange, and critique was
increasingly directed at the King himself. On 17g#st leading republicans united
against the monarchy in the 'Pact of San Sebasfiée. planned general strike and
military rising, intended to overthrow the reginmeyentually failed, but widespread
support for arrested republican politicians, aslvasl the two captains executed for
leading the military coup attempt, nonetheless caidid the extent to which they
represented the popular moddn November, a funeral march attended predomigantl
by workers suffered brutal police intervention, Vieg two dead and forty-nine
wounded, while Ortega published an influentialcgticalling on the Spanish people to
conquer and reconstruct the stiteén the middle of February, the King replaced
General Berenguer with Juan Bautista Aznar, whméat a government together with
the old monarchist parties. In an attempt to previte regime with renewed legitimacy,

municipal elections were called in April 1931. Moctaist candidates suffered heavy

% bid.

" bid., 466.

2 An important part of these protests were driverstoyglents and intellectuals. See Ben-AmiTlse
Origins of the Second Republic in Spa36-44.

2 Ben-Ami, S.The Origins of the Second Republic in Sp&B-103.

% For an account of the funeral march, E&&ol15 November 1930, 3. Ortega y Gasset's famouskattac
on the dictatorship, entitled 'El Error Berengueas published on the front page of the same issue.
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defeats in urban centres, where, in contrast tepdhiécally 'controlled’ countryside, the
vote was taken to be a true reflection of the papuiill. King Alfonso XIII abdicated,
and left for France. On 14 April 1931 the Secongu®dic was proclaimed, prompting
widespread scenes of jubilation.

The fall of the monarchy brought promise of newialopossibilities, and fired
the hope of the multitude who had seen their aomstithwarted by the rigidly
hierarchical structure of the old traditional ordktore than merely a formal regime
change, the Republic came to signify progressionglacle to realise the ideals of
democracy and justicg.Yet once the initial euphoria had faded, the brallidnce that
had brought the Republic into being, including tdpan conservatives, liberal
reformists and socialists of various hues, woulddeerely tested, both before and after
the initial provisional cabinet was succeeded byglacted republican-socialist coalition
government on 15 December 1931. Not only were cuatee elites, comprised
primarily of large landowners allied with variousercal, political, and industrial
powers, as well as sectors of the military esthbiisnt, determined to oppose any
reform initiative that would compromise their irgsts, but differences in expectations
and ideological goals among progressives would posensiderable challenge too, and
would gradually serve to weaken the new regimetsaksupport. To a degree, these
differences — significantly present also within thecialist movement itself — would
manifest themselves from the very beginning, asstithted by the reception of the
Republic's proclamation in Santander, where thekerst club (the Casa del Pueblo)
raised the Republican banner and the post offiegdl flag flag of socialisrit.Yet the
primary division here — that between reformist aadblutionary politics — would also
be deepened by the minimal efficacy of Republiaform. At first, the reaction of the
libertarian Sindicato Unico de la Metalurgia in &atia, which welcomed any new
opportunities resulting from the regime change didtnot see the Republic in itself as

enough, could be said to be representative of titieude among more radical

% Thus Republican campaigners arriving at a villagartly before the proclaimation of the Second
Republic were greeted by the call 'Long live theanadno bring us the rule of law!". Quoted in
Montero, E. 'Reform idealised: The Intellectual daeblogical Origins of the Second Republic', in
Graham, H. and Labanyi, J. (EdSpanish Cultural Studig®©xford: OUP, 1995), 129.

% Martinez, F. A., Laguna, A., Ruis, |., Selva, Ead@Borderia, E. 'La cultura popular durante la
Segunda Republica: Una politica de la cultura'iifall). (Ed)La cultura popular en la Espafia
contemporanea: doce estudi@dadrid: Biblioteca Nueva, 2003), 162f.
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progressived’ But as economic limitation¥,strategic miscalculatior?s,parliamentary
intransigence, and local failures to implement digion all meant that the first
reformist government would not fully deliver on themises expected of the Republic,
the most disadvantaged sectors began to adopt pteans to achieve their godls.
Social tensions were also exacerbated by Republinanlingness to reform the forces
of public order, which often responded to workerstests with extreme brutality. This
was particularly galling when they were seen tode¢éending employers blatantly
disregarding progressive legal measures, as wasidndly the case in the agrarian
south®” As a result, social conflicts intensified dramalig throughout the tenure of the
first Republican government, and violent opposittonthe reform project would not
only come from the conservative establishment —sgHost attempt to recover control
of the state came with the failed military coup Adigust 1932 — but also from
revolutionary workers whose patience was testedhbyimpotence of parliamentary
politics to effect sufficiently rapid change.

Renau joins the Valencian PCE

Around the time when the Republic was proclaimée, twenty-four-year-old Renau
joined the Valencian youth section of the Spanism@unist Party (Partido Comunista
de Espafia, PCE). In so doing he was hardly follgvaigeneral trend, for even at a time
of increased political activity, the PCE remainedeay small party, nationally as well as
locally. Formed in 1921, it was still somethingaofnewcomer' in Spanish politics, and
had struggled to find a place in a radical fieldpofitics already occupied by well-
established anarchist, anarcho-syndicalist, anéhlésicorganisationé’ Like the CNT
(but not the Socialist Party or its trade unione tiGT), the PCE had also been
outlawed during the Primo de Rivera dictatorshiakimg it yet harder to develop an
organisational bas®.Its legality would be restored with the Republiwt years of

¥ 1bid., 162.

% To some extent caused by the fact that the Repchlite into being at the height of the Great
Depression.

% Most prominent among these were, arguably, relgtinzlical proposals to secularise education (see
chapter 3 below for more detail), which alienated)é sectors of socially conservative Catholicd, an
the failure to demilitarise public order.

% This included local strikes, violence, occupation aultivation of unused land, etc. For a good
account how social conflict escalated during the&t RRepublican years, see Prestod,He Spanish
Holocaust: Inquisition and Extermination in Twetii€Century SpaifLondon: Harper, 2013), 3-33.

% Ibid. See esp. 30.

% Cruz, R. 'Como Cristo sobre las aguas. La cultotdiga bolchevique en Espafia’ in Morales Moya,
A. (Coord.)Las claves de la Espafia del siglo XX: Ideologiamyimientos politico@Madrid:
Sociedad Estatal Espafia Nuevo Milenio, 2001), 187.

% For an overview of the organisational activitiegtwf PCE during its first decade, see Cruz:R.
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clandestinity had left their mark. An indication ttie operative method and very small
size of the Valencian PCE can be seen in the cistaimees of Renau's admission, which
was allegedly formalised with a brief night-timeetiag in a dark street behind the train
station. He was made political secretary of thallaommittee within week®.

If Renau's endorsement of Marxism was prompted art py his negative
experience of anarchist activism and a desire tocgaate in a movement he thought
better placed to achieve tangible change, it mesidked why he did not join the much
more powerful Socialist Party (Partido Socialistar€o Espafiol, PSOE), one of the
driving forces behind the establishment of the Répuand later a key part of its first
coalition government. Renau did not address thestopre directly in his
autobiographical account, but a number of reasoag be suggested. First, as direct
consequence of its small size, the PCE actualbredf — in contrast to the PSOE and its
associated trade union, UGT, which operated witligial and bureaucratic structure
where promotion was slow — better opportunities f@mbers to have a meaningful
impact on the party and local political life. Sedpas indicated briefly in the previous
chapter, the socialist trade union UGT had collatest with the Primo de Rivera
dictatorship. Spanish socialism was consequentiy,sed some extent, as an integral
part of the discredited establishment that Renalidexided to rebel against. Third, if
the PCE was weak in numbers, it gained, at leags imembers’' own eyes, more than
compensatory strength from its political convicgoithis strength was not only rooted
in a belief in the practical power of Marxist doe& but also in an awareness of the
importance of the communist movement internatigndfideed, the feeling of being
part of a greater political community, which thrbuthe Bolshevik revolution had
already realised part of its aspiration to be addior global change, was no doubt an
intrinsic part of the uncompromising self-beliehthunderpinned the party's attraction
more generall§* Its radicalism clearly appealed to restless slik#sRenau who amidst
political and economic crises rejected slow paréatary engagement and instead

propagated revolutionary change.

Partido Comunista de Espafia en la || Repub(ietadrid: Alianza, 1987), especially chapters 7 &8nd
Hernandez Sanchez,Guerra o Revolucion: El Partido Comunista en la gaeivil (Barcelona,
Critica, 2010), 43-55.

Its Valencian branch was described by Rafael PEogrel as consisting of 'four cats' who celebrated
every new recruit by throwing a party. Cited in Agrunt Lacruz, H.a vanguardia artistica290.

Take, for example, the case of the university stuééejandra Soler, who joined the still relatively
small PCE in 1934 after Spanish social conflictd bacalated to a stage where her engagement with
the national student union, Federacion Universitiiscolar, seemed insufficient and needed to be
supplemented by engagement with a bigger and mawenful organisation. Interview with the

author, 22 June 2012. See also CruZIRRartido Comunistachapter 6.
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The PCE was one of the few organisations to moaaiferous opposition to the
Republic right from the start. According to theiatl party line, guided by the dogma
of the Comintern's 'Third Period" which prohibitatl collaboration with reformist
forces, only the dictatorship of the proletariatsveen option and anything else had to be
condemned as reactionary. Indeed, a small growghidimg members of the PCE's
national leadership, had gone into central Madrighrbtest against the new 'bourgeois’
regime on the very day of its féted proclamatiomgvpking hostile reactions from
jubilant crowds? The fact that few shared the party's dismissivimiop during the
optimistic spring days of April did not necessatitpuble the PCE faithful, however.
Remarking on their 'total isolation' at this tintlee then General Secretary José Bullejos
wrote in his memoirs: ‘we did not change our positinor did we modify the tone of
the propaganda. We were proud to go against tearstt® Again, such attitudes would
have been underwritten by the fact that many, ffmost, communists were convinced
that their Marxist-Leninist teachings representddralamental truth, and that this truth
would not be altered by 'the masses' enthusiasnsudperficial chang&. For some
sympathetic observers, like Renau's youngest hrothean, later to join the party
himself, this characteristic lent communists anoilexalted martyrs,' 'rushing to throw
themselves to the ultimate sacrifiteNot uncharacteristically, their set-backs were
incorporated into a greater narrative of selfléssdes’ pledging loyalty to an ideal,
confident that they would ultimately be vindicateghistory.

Despite energetic efforts to step up recruitmdrd,\falencian party membership
remained small in the pre-civil war years. Afteye@ar of campaigning, of devoting
more time to politics than to work, families, ory#imng else, the number of members
was still around thirty, according to RerfAtkew would pay them sustained attention
apart from the police, who in an indirect confirroatof the intensity of their labours

allegedly refused to believe that the short menthyersst obtained from a raid on their

2 Hernandez Sanchez, Guerra o Revolucionb8.

43 Bullejos, JLa Comintern en Espafia. Recuerdos de mi (fdiexico: Impresiones Modernas, 1972),
123f.

* Cf. Juan Renau stating that communists must 'rgiverin to the abortive enthusiasms of street
festivities' (entregarse jamas a los entusiasmorados de charanga). Rasos y Sombrag89.

5 |bid. See also Cruz, R. 'Como Cristo sobre las ggt89f. For a study of how similar attitudes were
present in the German communist movement, see Viei€reating German Communism, 1890—
1990(Princeton, NJ: Princeton University Press, 19978.

%6 Renau, J. 'Notas al marge#68. According to Fernando Hernandez Sanchez, RO total of 4,950
members nationwide at the time of the Republidxlamation, mostly spread out in very small
groups. The relatively low membership numbers gifeerspecific groups in the north (Santander,
Vizcaya, and Guipuzcoa), where the PCE was muongér than in Valencia, make Renau's figure
seem plausible. S&guerra o Revolucigrbaf.
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offices was the true orfé.One reason for their failure to grow resided iaqgical
strategy, which soon revealed a relatively stepdtern: apart from copying and
distributing material sent from the central comastin Madrid, which seems to have
been the main form of operational interaction witle party's Central Committee,
Renau and his comrades would organise marchesllyuswary other Sunday. These
invariably ended in the central square, where Ass@uards faithfully waited to
disperse them with their batons. Sometimes populpport was greater than others, but
on the whole little was achievétiAnother problem, discernable in their responsihéo
proclamation of the Republic, stemmed from the fihett standardised international
slogans often failed to reflect local concerns.sTivas at times apparent even to the
party activists themselves, as shown in Juan Remefléction on his first experience of
activism — a demonstration against imperialist ead unemployment. 'For an instant’,
he later wrote, having described his wait on thetreé square where people were
happily going about their business or heading ler heach on a hot Sunday morning,
'I'm struck by the absurdity of it all. | imagin® wne speaks about war, and there are
hardly any unemployed workers in Valencia. But igiiee is discipline®

That said, even party discipline had its limits.niay have been the same
demonstration against unemployment — which evenstugalist Casa del Pueblo had
suggested was virtually non-existent in Valenciavhich ended in such humiliating
failure that Josep Renau felt compelled to proaéstut it, in his capacity as Political
Secretary, to the PCE’'s Central Committee in Matfrith his own account, their
response was threatening, and it appears the Vafersection only escaped serious
sanction as a result of a complete change in th®nas party leadership shortly
afterwards! Even if communists, as disciplined and self-sainif defenders of a
cause, were 'proud to go against the stream,' there moments when blind obedience
to party hierarchy could not override members' awass of their persistent failure to
advance towards their goal.

One important characteristic of the PCE group idiclg Renau was the

7 1bid., 4609.

8 |bid., 471f. The square referred to was called #Bmilio Castelar at the time, today Plaza del
Ayuntamiento.

49 Renau, JPasos y Sombra812f.

% Renau, J. 'Notas al marge#i72. Cf. Bellén, Flosep Rengul56. What exactly the letter said does not
emerge from the sources but Renau was apparerithppy about the narrow and sectarian approach
of the Party at this time.

1 Ibid. The leadership change took place at the NE Eongress in Seville, March 1932.
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members' relatively young agePoliticised youth, and especially students linkethe
progressive university association, the Federatidiversitaria Escolar (FUE), had
played a significant part in the protests agaim& monarchy® Josep's six-years-
younger brother Juan had been, and remained, atiilien the Valencian FUE, as was
Alejandra Soler, a history student who would joosep Renau's PCE cell, 'Ruzafa’,
towards the end of 1934, when she was 21 yeardGulehter political involvement of
the young would frequently lead to a radicalisatioh debates, but also to the
introduction of new issues to the political agen@atical among these was gender
equality, which would come to occupy an importa@trtpof the activities of the
Valencian group. While the Republic somewhat impbthe status of women in Spain
and crucially passed the law of 1 October enfrasicbiall citizens over 23 years of age,
grass-roots activists like Alejandra Soler campaggrthrough both the Valencian FUE
and the PCE, for further de facto recognition ofivem's rights®> Manuela Ballester too,
a young talented artist, Renau’s partner, and likeva member of the Ruzafa cell,
contributed to such debates through articles pubdisin various radical magazinés.
While men were evidently less active in these cagmsa and often found it difficult to

translate gendered aspects of egalitarian dodtmtoepractice the increasing presence

%2 This is based on the members of the 'Ruzafa’ setidicated by Emilio Gdmez Nadal. These
included, apart from Josep Renau, Manuela Ballesterwriter Angel Gaos, the student and later
teacher Alejandra Soler, and Arnaldo Azzati, aevnthose father (Félix Azzati) edited the Valencian
daily (founded by Vicente Blasco Ibafid&)Pueblo.See Gomez Andrés, A. & Pérez i Moragon, F.
(Eds.) Emili Gobmez Nadal: Diaris i recor@galencia 2008), 386To this group we should add
Manuela's younger brother Antonio Ballester, whiscassed his participation | in a 1980 interview
available at CDHM (Salamanca), Fuentes_Orales-Mexio 9. Their young age is of course not the
least surprising if this had been a cell of PG#isth section, the Juventud Comunista (JC). Yet
Alejandra Soler claims that she was never pati@fIC, but joined the main party straight away,
which suggests that the cell composition refernebbmez was of the main party, if later in the
Republican period, as Gomez joined at the timeopiufar Front elections in 1936. For a brief
overview of GOmez's professional and political earsee Pérez i Méragon, F. 'Emili Gomez Nadal,
un intel-lectual en la cruilla del segle X28berintos: revista de estudios sobre los exiliokurales
espafiolesNo 10-11 (2008-2009), 286-288.

% Besides protesting against the dictatorship, thE Eampaigned above all for equal access to
education. For a recent account of FUE in Valersse, Perales Birlanga, Gatolicos y Liberales: El
movimiento estudiantil en la Universidad de Valan(di875-1939)Valencia: PUV, 2009). For a
broader overview of the role of youth organisationSpanish politics at this time, see Souto Kuastri
S.Paso a la juventud. Movilizacién democratica, éatamo y revolucion en la Republica Espafiola
(Valencia: PUV, 2013).

* Named after a residential area in central Valencia.

% Interview with the author 22 June 2012. She watiquéarly concerned to raise women's sense of
self-worth — especially in rural areas. See alsakidra Soler's memdia vida es un rio cuadaloso
con peligrosos rapidos. Al final de todo...sigo cmista(2™ Ed) (Valencia: PUV, 2009). Regarding
changing positions of women in politics, it shoaldo be mentioned that the Second Republic also
included, for the first time, female members oflipaent. Viktoria Kent (Partido Radical Socialista
Clara Campoamor (Partido Republicano Radical),Marharita Nelken (PSOE).

% See 'Una madre en defensa de sus hij@3tin, 8 (October 1932) and 'Mujeres intellectuales' in
Nueva Cultura5 (June-July 1935). During the civil war she edithe magazinBasionaria.

5 Aguado, A. & Ramos, M. ALa modernizacion de Espafib82. See also 261-276 for an analysis of
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of such questions in political discourse signalledew perspective, consubstantial with
the emergence of young people to direct emancip@ilitics towards new concerns.
Another noteworthy characteristic of the ValencRGE was that it contained
hardly any workers. Renau recalled a committeeegellly indicative of the social
composition of the local membership overall, caimsisof three painters, one singer,
three of four students, and an arti§aBimilarly, Emili Gé6mez Nadal, a journalist and
writer, later claimed that the Ruzafa cell, of white too was a member, was essentially
one of 'intellectuals.’ Although it has been sutgpbshat the national PCE membership
included a relatively low percentage of industnedrkers in general (unsurprising
considering the country's uneven industrialisatf®hp stated that the Valencian section
was, even so, 'a rather odgafticular] organisation within the PC, very quaint
[pintorescd.'® Whether the last remark was meant to suggestaielisconnectedness
from the grit of 'real' revolutionary activism angly the presence of strong idealism is
not clear. Either way, an element of idealism wobklp to explain why the PCE
recruits, who came mainly from middle- and loweddie-class backgrounds, decided
to dedicate themselves to a credo of worker-cenpa@dics in the first place. This
seems particularly relevant in relation to artiated writers who combined political
commitment with avant-garde experimentation. Suctiviats, of whom Renau is a
perfect example, had already rebelled against ¢t of dominant bourgeois society
in their creative work and no doubt hoped thatvtleeking masses, when the revolution
eventually came, would dismantle not only an oppveseconomic structure but also
the sclerotic cultural hierarchies that in theiewi held everyone imprisoned in a
spiritual sense. Indeed, progressive writers likséJDiaz Fernandez insisted (and
whether or not Renau read him, he would have aytbed cultural revival could only
spread with the rising working classes, becausatiséocracy and the bourgeoisie were
both exhausted as historically progressive cultimales® What was at stake here was
not only material improvements for the working skes but the creation of a social
order that would benefit all productive membersadiety by bringing greater freedoms

and new possibilities of self-expression. That thes central to the Ruzafa group is

these tension which became particularly evideninduthe civil war.

% Renau, J. 'Notas al marge#68. See also Tonico Ballester interview in CDHBAlamanca),
Fuentes_Orales-Mexico, no 9, 35.

% See Cruz, REl Partido Comunistachapter 3. See also Hernandez Sanch&udfra o Revolucion
279.

8 Gomez Andrés, A. & Pérez i Moragon, F. (Ed&)ili Gomez Nadal386.

®1 See 'Acerca del arte nueRostguerra(27 September 1927). Reproduced in Cobk,aCultura y el
Pueblo. Espafia, 1930-198Barcelona: Laia, 1981), 163-168.

54



suggested by Emili Gomez Nadal's comment aboveielisas by his admission that his
own militancy had mainly developed on a culturad amtellectual level. To some extent
this would gradually become true of Renau toogast from 1934, when he resigned

from his post as Political Secretdty.

Politics in the cultural sphere
Considering the fact of the PCE's relative weaknassvell as the influence of Renau’s
vocational interests, it is not surprising that hAlso came to engage in other
organisational initiatives, often ones with a breaase than the PCE, and focusing to a
greater extent on cultural questions. The firstigmowas the Unidn de Escritores y
Artistas Proletarios (UEAP), founded by himself drig colleagues in 1932-33The
name is misleading, as nor did this organisatiamtaio many ‘proletarians'. That said,
the wording was not entirely of the founders' cliogsThe original name contained the
term 'Revolutionary' instead of 'Proletarian’, mhen they applied to have the
organisation registered, the governor of Valentiais Doporto, a Geography and
History professor with old republican credentiatlshjected to the inclusion of
'Revolutionary' on the basis that it was 'very aggive' and implied 'a radical cultural
change', something which was 'unacceptdbldeénce the organisation had to indicate
its political orientation by naming the social sgdt sympathised with, rather than an
epithet they could apply to a majority of its memsbe

The motivation for forming the UEAP — an organisatiundoubtedly working
for 'radical cultural change' — was spelled outliamatic terms in a call to its inaugural
meeting, published in the Valencian dddlyPuebloon 7 May 1933. The text, attributed
to Renau? began by describing the state of the global econaithe time suffering
the full consequences of the Great Depressionpsedo apocalyptic terms:

A tragic wind blows across the universal landscde tall buildings

2 Bellon, F.Josep Rena99. The reasons for his resignation, as wellsasxact date, are not clear. It
may be that frustration with party strategy led hinfocus more on cultural propaganda work. It may
also be that the increased political repressionhftii@wed the change of government in November
1933 meant that formal leadership of the local RE&ion came at too high a prince, especially when
Renau's career was going from strength to stremgthhe and Manuela had just had their first child
(Ruy, born on 5 May 1934).

8 Founders were Josep and Juan Renau, Pascual BlagnBAngel Gaos, Francisco Badia, Rafael
Pérez Contel, Manuela and Antonio Ballester, En@iiimez Nadal, Francisco Carrefio, and José
Bueno Ortufio. See Rose Martinez Montén's intrododt the 2011 edition of RenauRhsos y
Sombras19f.

& Agramunt Lacruz, A.a vanguardia artistica274. This information originally comes from P2re
Contel, and is given in summary form in Aigistas en Valencig53. Also mentioned in Renau, J.
‘Notas al margen473.

® Reprinted in Cobb, Q.a cultura y el pueblo235-238.
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of capitalism crack and fall crashing to the groumdhe five corners

[sic] of the world. The administrators of this chaosapin technical

jargon of an economic crisis and formulate sciesdify satisfactory

yet useless recipés.
Capitalist society, the text continued, was 'absurd parasitic', and had arrived 'at the
end of its destiny.' Its forms of community obstadt the course of history, and
threatened 'to hinder the development of life." Thkl facts — overproduction, forced
unemployment, the slaughter of 'imperialist’ warall-but spoke for themselves. Only
one country had been saved from 'misery and rtie: Union of Soviet Socialist
Republics (USSRY’

The world was consequently being divided into twamps: one led by a
bourgeoisie which was turning to fascism and anag by the working classes — the
‘exploited’ and 'oppressed' called to organiser thelf-defence. As stated by Clarté
fourteen years earlier, artists and writers couwt nemain impassive before this 'epic
struggle." A retreat into solitude to produce &#ttis 'pure and dehumanised' at a time
when ‘all human problems acquire dramatic urgemoyld be a '‘cowardly desertion'
and a ‘crime.' In their awareness of this, membéithe UEAP did not intend to turn
their backs on the world. On the contrary, theyesnto immerse themselves in the
'torrent of life’, and with ‘intellectual arms aegic spirit' open a 'breach’ in history,
preparing the path for 'a new world and a new isizilon, more just and humas®.'

Organisationally, the UEAP was not tied to any focdi party, and the positions
espoused by its membership stretched, accordiiRgtez Contel, across the spectrum
of progressive politic®. Yet collectively UEAP was part of a new networktesding
across Spain and Europe, and composed of culttwdlupers who sought new ways to
organise in support of revolutionary sectors of wWarkers' movement. The first steps
had been taken in France with the foundation, oMaith 1932, of the Association des
Ecrivains et Artistes RévolutionairddAEAR).” Renau and his colleagues saw the

Valencian UEAP as its Spanish equivalent, but aragkction, using a direct translation

|bid., 235.

7 Ibid., 235f.

% lbid., 238 .

8 Ppérez Contel, RArtistas en Valencig650-652.

% Founded by Paul Vaillant-Couturier, together withniin Rolland and Henri Barbusse, as the French
section of the International Union of Revolution&Wyiters, which had been established in Moscow in
1927. Stanton, M. 'French intellectual groups d@dRopular Front' in Alexander, M. & Graham, H.
The French and Spanish Popular Fronts. Compargtimespective¢Cambridge: CUP, 1989), 254-

269.
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of the French name, was also set up around the sar@en Madrid, on the initiative of
the writers Rafael Alberti and Maria Teresa Létemd yet another section appeared in
Catalonia? If any of them could be said to have representegirSabroad, it was the
Madrid group led by Alberti and Leon, not least dngse Alberti had the most influential
international connections and would speak on betfalfie Spanish organisation at the
Congress of Soviet Writers in August 193&urprisingly, within Spain, there appears
to have been no formal organisational structuredardinate activities between the
three sections, even if ad hoc collaboration didua¢ Specific initiatives involved
organising exhibitions, as seen in the Primera Bigi@n de Arte Revolucionario, held
in the capital between 1-12 December 1933, wittoaganying exhibitions organised
in Valencia!> as well as the publication of the Madrid-based azawe Octubre:
Escritores y Artistas Revolucionarig$933-1934)? Beyond these examples there are
few traces of AEAR/UEAP's impact. Indeed, Gomeerlaemarked that the Valencian
section, which Renau claimed had about seventy rasftbwas 'very superficial® Yet
even so its existence must be considered signtfieateast insofar as it offered a broad
organisational alternative helping artists and evsitto participate in the struggle for a
new society in their vocational capacity — thabs artists and writers, rather than party
activists. Renau's engagement in UEAP was from ghrspective an indication that,
after a time of intense devotion to the party, pignary political interests would
approximate those outlined in the preceding marufe®f Barbusse, where art was

conceived as a function of politics and politicsagsinction of art.

" Fuentes, VLa marcha al pueblo en las letras espafio(,

2 Octubre(October-November 1933), 1

3 Fuentes, VLa marcha al pueblo en las letras espafio, Indeed, the couple's contacts in Moscow
naturally made them natural candidates, from aari@tional perspective, to lead the organisation's
Spanish section. See Elorza, A. and BizcarronddQieridos Camaradas: La International
Comunista y Espafia, 1919-19@arcelona: Planeta, 1999), 195-198.

" Cf. Agramunt Lacruz, A.a vanguardia artistica276. The poet Pascual Pla y Beltran looked after
administrative matters because he was joblessgfichg met in the studios of Renau, Francisco
Carrefio, and José Sabina.

5 SeeOctubre(April 1934), 16.

6 Alberti claimed at the 'First Congress of Sovieitérs' of August 1934 thactubresucceeded in
reaching the working masses. According to litefd@syorian Victor Fuentes, however, it only reached
small nuclei in 'capitals' and some parts of 'lajg@ia’ of Coérdoba, Jaén, and Malaga — who read and
commented on the content and contributed with ti@pisons of protest songs rooted in folklore. See
Fuentes, VLa marcha al puebld2.

" In his autobiographical notes, Renau admittedtti@tontemporary claim to have 125 members, as
stated in the in the October-November issu®diubre was almost certainly exaggerated. Renau, J.
‘Notas al margep473 (fn 4).

8 Gomez Andrés, A. & Pérez i Moragon, F. (Ed&m)ili Gomez Nadal391.
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3. ETHICS THROUGH AESTHETICS:
THE POLITICS OF CULTURAL REFORM
(1931-1933)

Renau's most influential contribution to the poétilife of the pre-war Republic did not
materialise through either the PCE or the UEAPpidesis evident dedication to both,
but rather through his collaboration with a numbémpolitical magazine$.Working
with magazines and other print media, not only msadist but also as a writer and
editor, had the obvious advantage of allowing hintammunicate his ideas to a mass
audience. Such work followed naturally from hisiéklhat art must come to the
people, rather than the other way arotiadd fulfilled an essential function in the task
of mobilising 'the masses' in support of his paditigoals. That said, the magazines with
which he collaborated did not represent a unifoartyppolitical viewpoint, even if they
did share an advocacy of proletarian revolution.ilgVmagazines likeDctubre(1933-
1934) andNuestro Cinemg1932-1935) were broadly Marxist in orientationherts,
most notably those that witnessed Renau's begiarda@ political artist, were inspired
by some form of anarchism — the primary examplesdo®rto (1932-1934) Estudios
(1928-1937), andla Revista Blanc1923-1936) Nueva Cultura(1935-1937)was not
tied to any specific ideology but sought to opel@dea forum for collaboration across
the progressive left. Still, with the possible gxoen of the somewhat mystical work
made forEstudiosbetween 1935 and 1936, the overall message qfdfitscal work in
this period is remarkably coherent. It constitidasntegral testament to his ideas and a
vivid indication of the particular cultural envinorent in which they were embedded.
Taken together, this work gives us a much fullersseof his ideological outlook than

does his party membership alone.

The forging of a new Republican nation
Before looking more closely at specific magazined artworks, however, more must
be said in order to situate this body of work witlihe broader context of Republican

cultural politics. As suggested above, the arrofahe Republic meant that progressive

! When asked about the importance of Renau withirvéhencia party organisation, Alejandra Soler,
who as mentioned joined at the very end of 1934miRenau had just stepped down from leading
roles within the local PCE, said that his contribns to party activities amounted to very little.
Interview with the author, 22 June 2012.

2 See inteview with Manuel Garcia Garcia in GarciagMal.Josep Reng278-280.

58



politicians and intellectuals could finally begimadernisation project that had found
steadily growing support among reformist workerd ansmopolitan middling classes.
The ideological character of this particular proje@s to a large degree tied to the
multiform yet identifiable philosophical-politicalutlook of the aforementioned group
of academics and writers who since the turn ofdiwetury, and with greater intensity
after the First World War, had engaged with sodebbates and in several cases had
become leading figures of the Republican movemewany had links with the
Institucion Libre de Ensefianza (ILE), an indepemdsstucational institute founded
1876 in protest against state interference in taemic sphere, but later seeking to
participate in government-driven charfgie. the first decades of the twentieth century,
the ILE had come to act, in the words of historiaarique Montero, as ‘contemporary
Spain's first think-tank in matters of politics,uedtional reform, and the promotion of
science? and had moreover sought to cement its influencedmcating a new national
leadership. Conceived as an 'natural aristocrdcldfty intellectual and moral culturé,’'
this leadership would maintain healthy traditionsiler also helping the Spain to
develop and modernise. To maimgstitucionistas then, the arrival of the Republic
represented first of all an opportunity to replaceobsolete oligarchy with a new elite,
capable of regenerating the country socially, eotinally, and culturally.

Yet to reform a country comprehensively, replacithg political leadership
would not be enoughinstitucionistashad long recognised the need for an expansion
and improvement of the national education systeath o facilitate progress and,
crucially, to defuse the threat of revolutiohhis task was tackled determinedly by the
first Republican government, which devised an aimist cultural programme aiming to

instil in the Spanish population a new set of aaltwalues that would serve as a base in

8 Their influence and prominence in the first demticrparliament has led many to call the new regime
'the intellectual's Republic', following in an até by José Martinez Ruiz (better know as 'Azarin’)
See Aguado, A. & Ramos, M. Aa modernizacion de Espafibs3; For a discussion focusing
particularly on the role of intellectuals in Spdnmlitics at this time, see also Bécarud, J. abypeiz
Campillo, E.Los intelectuales espafioles durante la Il Repul{liadrid: Siglo Veintiuno Editores,
1978) and Arbeloa, V. M. and de Santiago,IMelectuales ante la segunda republica espafola
(Salamanca: Ediciones Almar, 1981).

* The ILE was inspired from its foundation by the tpigantian thought of German philosopher Karl
Krause (1781-1832).

® Montero, E. 'Reform idealised: The Intellectual daheological Origins of the Second Republic', in
Graham, H. and Labanyi, J. (EdSpanish Cultural Studie425.

& Culture here meaning something aking to Germaduhiy' — i.e. the broad education by which one
becomes ‘cultured'.

" In the view of Tufion de Lara, the ILE effectivetietl to facilitate the ascendancy of the middling
classes to positions of power from which they hadrbexcluded by the Restoration systitadio
Siglo de Cultura Espafioj&@4.

8 See editors introduction ®panish Cultural Studieg.
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the formation of a new Republican nation. At tharhef these efforts stood a plan to
reform and expand primary education. The challeafj@ducating a population of
whom 44,37% were registered as illiterate was reisegl by the first Republican
Minister of Public Instruction and Fine Arts, Malice Domingo, who stated that the
Republic aimed 'to bring about a fundamental tramsétion of Spanish reality so that
Spain may become an authentic democratié creation of about 2,000 schools per
year in the first biennium (even if many of theseravjust a single classroom) and
13,580 teaching posts between April 1931 and Noweni®33, at which point the
incoming conservative government halted the progmam indicated a genuine
determination to make that fundamental transformmatiappen? So too did the much
disputed and ultimately unsuccessful attempt toosepa teaching ban on the religious
orders, who had previously had a virtual monopaiypdmary educatiof: Considering
that the Republic represented a secularising progaeking to detach the population
from its connection to traditional — and aboveraligious — authority, the reduction of
church influence in education was, as prominentalbepan and later president Manuel
Azafia said, essentially a matter of self-defédd@ut such measures also corresponded
to an idea of the moral responsibility of the stathich in the Republican view, again
expressed by Azafa, had an obligation to take cbrdf education and further
‘civilisation' throughout its territory.

In addition to traditional schooling, a number affluential reformist
Republicans also saw art as an important pedaddgma As an indication, perhaps, of
the Kantian roots of their intellectual trainingey believed art had the capacity to alter
and refine audiences' sensibilities, and accorgigghnted it a pivotal role in the
dissemination of new republican values. The promtimestitucionalistaFernando de

los Rios, Marcelino Domingo's successor at the $ftipiof Public Instruction and Fine

® Domingo is quoted in Cobb, C. 'The RepublicaneStaid Mass Educational-Cultural Initiatives
1931-1936' in Graham, H. and Labanyi, J. (E8panish Cultural Studie433. Literacy figures based
on the census of 1930, taken from Cobbl.&s Milicianos de la Cultura(Bilbao: Universidad del
Pais Vasco, 1995), 26. On the same page Cobb addgesganother, significantly lower estimate
(33,73%) but the first has been used since itss eloser to the estimate of 42.2% given in Aguado,
A. & Ramos, M. A.La modernizacion de Espafib6.

10 bid. The first government spent 7% of national ¢peidon 'politica educativo-cultural'. It wanted to
raise the figure to 10%, but never managed to gofttr, according to Eduardo Huertas Vazquez. See
La Politica Cultural De La Segunda Republica EspgafiMadrid: Ministerio de Cultura, 1988), 28.

" This only became law in May 1933, five months befarconservative government came to power
that was determined to oppose secularisation messur

12 Cobb, C. 'The Republican State and Mass Educati©ukiliral Initiatives 1931-1936' in Graham, H.
and Labanyi, J. (Eds3panish Cultural Studig435.

13 Aguado, A. & Ramos, M. ALa modernizacién de Espafiis4. Cf. Article 48 in Republican
constitution of 1931.
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Arts, stated the case clearly in an interview diy 1832. After describing the work
undertaken at the ministry, de los Rios justifieeirt efforts by mentioning his personal
conviction that 'Spaniards' could easily assimilagthics through aesthetics.'
Elsewhere he would also add that it was criticalthe future of Spanish culture that
these two factors be effectively co-ordinate@hus echoing the logic whereby a 'moral
accord' could be achieved through art, de los Rams suggested that aesthetics
represented way of life and must be harmonised votlective aspiration¥. The zeal
with which the government and other organisatiomssyed this goal would arguably
add credence to the writer Ernesto Giménez Caballécritical) remark, referring to
educational policy as a whole, that the Republid bame to Spain 'to replace the

Catholic religion with the religion of cultur&.'

The Misiones Pedagdgicas

The most emblematic expression of reformist Repahlieducational philosophy, and
the primary means by which the dictum 'ethics tijtoaesthetics' was to be converted
into practice, was the Misiones Pedagodgicas. Falimhe29 May 1931, the Misiones
consisted of teams of teachers and university stsdas well as cultural workers of
various kinds, who travelled the Spanish counteyda visit remote villages to present
educational programmes aiming, in the official fatation, 'to disseminate general
culture, modern forms of teaching, and educatiarceming citizenshig? In practice,
this work would take the form of lectures, poetsadings, theatrical and musical
performances (involving choirs, and, if feasiblenai orchestras) as well as art
exhibitions utilising reproductions from the Pratiuseum and occasional cinema
screenings. Although the cultural dimension of thizrk has received by far the most
attention, both from contemporary commentators kater historians, the Misiones’
lectures would also deal with practical subjectke liagricultural productiof?,

medicine? and the characteristics of the new democratimmed There would also be

4 El Sol24 July 1932, 12.

5 A statement of his to this effect (...en un paiso el nuestro la coordinacién de la ética con la
estética es esencial para el porvenir de la culfisacited in Huertas Vazquez L& Politica
Cultural, 56f.

16 Cf. the precedents discussed on pages 30-32 and 40f

7 Huertas Vazquez, Ea Politica Cultura) 20. Orginally from an essay on Azafia, Giménezallat,
E. Manuel Azafa (Profecias espafiol@8)adrid, 1975 [1932]), 173.

8 Gaceta de Madri®0 May 1931, 1034.

¥ Highlighted in Caudet, F.as cenizas del fénix. La cultura espafiola en fagsa8B0(Madrid:
Ediciones de la Torre, 1993), 83-106.

2 Mentioned by Fernando de los RiosEinSolinterview, 24 July 1932, 12.

% Gaceta de Madri®0 May 1931, 1034. See also Cobb, C. 'The Republitate and Mass
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sessions introducing local teachers to new teachiéefniques? Before leaving a
location, the 'missionaries’ would moreover proveleme means of local people
engaging in further cultural activities; typicaldy small library, but it could also be a
gramophone with selected records, or even a cineojactor? Between January 1931
and December 1933, they had visited 300 villagesaeated 3000 rural libraries. The
theatre and the choir had gone to 115 villages,lewtiie travelling museum had
exhibited two collections of reproductions in 6@g#s. In total, almost 4000 villages —
to some extent covering most of the country buttimdscated in and around the
central regions of Old Castife- had had some sort of contact with the orgamisati

According to Manuel Bartolomé Cossio, the last aloe of the ILE and an
admired political advisor among Republicans, thienary function of the Misiones
Pedagdgicas, of which he was the founder and 'mewnias to 'counter isolatioff This
ambition had at least two components. First, as seefforts to familiarise villagers
with other areas of Spain as well as with the Régslpolitical constitution, it was a
means to reduce the distance between differens parthe country, between city and
countryside, and a means, above all, to link ‘tedlarural areas with the capifalThe
Misiones were, in other words, born out of an éftor create an integrated national
identity, based on a new imaginary tied to natiogabgraphy and modern state
institutions. Given time, this could have playedracial role in consolidating the new
regime, as it served to alter social frames ofregfee and displace traditional structures
of power. Politically, the Misiones was a way sitankously to announce and secure
the establishment of the Republic, while also digm its adherence to a more
inclusive notion of citizenship.

Second, the Misiones was a means of counteracgimgual isolation. This is
indicated in the founding decree's stipulation tingdsionaries pay 'particular attention'

to the rural population's 'spiritual interestdut also, and more revealingly, in Cossio's

Educational-Cultural Initiatives 1931-1936' in Gaam H. and Labanyi, J. (EdSpanish Cultural
Studies 135.

2 |bid.

% Fernando de los Rios E Sol24 July 1932, 12.

2 See maps in Holguin, S. Ereating Spaniards: culture and national identityRepublican Spain
(Madison: University of Wisconsin Press, 2002),7b-

% See the organisations own rep@étronato de Misidnes Pedagdgicas. Septiembre 8é 49
Deciembre 1938Madrid 1934), xxi. Figures frequently reproduéedcholarly literature. See, for
example, Tufion de Lara, Mledio Siglo de Cultura Espafiqla62ff.

% Statement taken frofatronato de Misiones PedagdgicasFor a succinct biography, see Huertas
Vazquez, ELa Politica Cultura) 61-63.

% Holguin, S. ECreating Spaniards55-78.

% Gaceta de Madri®0 May 1931, 1034.
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statement for the organisational report of 1934:

If isolation provides the starting point for the iines, and social

justice its foundation, it is clear that the essent these [Misiones]

stems from the opposite of isolation, which is camination to

enrich souls and encourage in them the emergenaeiofall world of

ideas and interests, of relations human and dithae previously did

not exist?
If there appears to be a tension here between guarashd modesty (working for social
justice and opposing isolation amounts, in the éad;reating ‘a small world of ideas
and interests'), we should once again recall thigéqad value that had historically been
ascribed to the aesthetic experieffc@ossio was first of all referring to the importance
of opening up internal horizons, imagining new itegd, which would in turn help the
politically and culturally disenfranchised to forfate new identities — identities that
would no longer correspond to the limited space thaigid social structure had
assigned them. Underpinning his vision was a reitiognof potential, which could be
readily translated into a principle of equality.eTpoet Antonio Machado, also active in
the Misiones} stated the case bluntly while speaking about theatratisation of
culture more generally:

What is at the heart of the movement of the workingsses is an

aspiration to perfection through culture... Butpple say, 'How are

these brutes ever going to be cultured?' What thages want is not

being brutes. Everything that is defined as a |awé is a dead val@.
The categorical shift referred to by Machado wamsl (emains) a pre-condition of any
conceptualisation of emancipation. As such, it axd the fierce opposition voiced by
conservatives who claimed that initiatives like Misiones Pedagdgicas propagated an
‘unrealistic' view of people or even violated aunal' and divinely ordained ord&rlt
moreover shows why such a shift was indeed commaolyght by progressive

organisations of the left, and why it constituteccentral ambition of the political

2 Ppatronato de Misiones Pedagogicas

% Cf. dicussion on the Idealist origins of modernartpages 29-32 above. Tufion de Lara has
highlighted that Cossio, like de los Rios, wasipaldrly interested in the social importance of
aesthetics. Sededio Siglo de Cultura Espafigla2.

% Machado was a member of the board of the Misiofes.first page d?atronato de Misiones
Pedagdgicas

¥ From a 1934 interview cited in CaudetLBs cenizas del fénig5f.

% For a selection of hostile reactions, see HolgBirE.Creating Spaniards55-78. The conservative
government voted into power in November 1933 sldshe budget of the Misiones Pedagdgicas by
half. See Huertas Vazquez| B Politica Cultura) 26f.
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magazines to which Renau was contributing by P93&t it must be stressed that
neither Machado nor Cossio conceived of the Misoa® preparing the ground for a
workers' revolutio> On the contrary, if the intellectual elevation tfe rural
population had to entail a radical transformatibsedf-perceptions, it was because only
this would allow an approximation of the sensitghbt of the educated classes —
epitomised by the ILE establishment itself — thadvrconstituted the cultural model of
the new Republican nation. Combating isolation digioa recognition of equality was,
in the insitucionalistaview, above all a strategy to guarantee progresani orderly
fashion.

The initiative to extend education to parts of gogpulation previously partially
or wholly excluded from it did not stop with govement initiatives like the Misiones
Pedagogicas. The travelling theatre company LaaBarrfounded in 1932 and led by
the poet Federico Garcia Lorca, operated as ampamtkent group performing in towns
and villages? while the student theatre El Buho, directed by wréer Max Aub,
similarly represented an non-governmental init@titaking performances to the
countryside around ValenciaAlthough not directly linked to the Ministry of Blic
Instruction and Fine Arts or the ILE, these praggdargely shared their assumptions, and
moreover stand as eloquent testaments to the psyilit and optimism that inspired
many progressives in the initial Republican peffodlejandra Soler, the university
student active in Renau's PCE cell from 1934, iedisn a 2012 interview that
‘everyone' in those days wanted to be 'useful'.afdg/the end of his life, Renau too
suggested that this sentiment underpinned his vatrkhe time?® Student unions
moreover organised urban and worker-centred schemest notably the Universidad

Popular, likewise intended to facilitate accesgdacatiorf’ Such initiatives stemmed

% For a broad introduction, see De LuisCicuenta afios de cultura obrera en Espafia, 1890319
(Madrid: Pablo Iglesias, 1994).

% Although Machado would come to be broadly suppertif’an increasingly radical workers'
movement in the run-up to and during the civil war.

% Part of the 'outreach’ department (Departamenxtiension Universitaria) of the umbrella
organisation of provincial sections of the FUE, th@dn Federal de Estudiantes Hispanos (UFEH).
The UFEH was, however, supported financially byMiristry of Public Instruction and Fine Arts.
Tufion de Lara, MMedio Siglo de Cultura Espafiqla6b.

% Part of the Valencian FUE. See Perales Birlanga&d®dlicos y Liberalgs320.

% Cf. Tufion de Lara, MMedio Siglo de Cultura Espafiqla67f.

% Alejandra Soler, interview with the author, 22 JAGA2. For Renau’'s comments, see interview with
José Manuel Fajardo Mundo Obrerg 28 May 1980, 21.

0" This mainly consisted of students giving eveniragsks for workers, using the facilities of the
University, though there were also more far-reagt@rperiments with students living together with
workers. Tufion de Lara, Mdedio Siglo de Cultura Espafigla65. For comments on the varied
results obtained in Valencia, see Perales BirlaBg&atolicos y Liberales318f.
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from older attempts within the socialist and anatcmovements to provide working-
class constituencies with improved educational dppdies, but while the Universidad
Popular operated primarily as a means to extendb#efits of state university
education, older worker-oriented initiatives — asaky those sponsored by anarchist
groups — were primarily concerned to offer genarad and political instruction based

on alternative ideological perspectivés.

The reception of the Misiones Pedagdgicas
Before returning to Renau, it must be asked howehnritiatives were received by the
rural population. Obviously there are very few + tiosay no — direct sources, as the
rural audience, a great part of which was illiteraended not to leave any independent
written records describing their experiences. Téarest thing we have are testimonies
from those who participated in the various 'missibiheir reactions cover a range of
views and emotions, from triumphant confirmation doepticism and disillusion.
Alejandra Soler, active in El Buho, has describieel impact of their performances in
terms that vindicate the aspiration of Cossio:

Many of them were illiterate. They had never reackese, or seen a

theatre representation in verse. And still to thay | have not seen

people with eyes shining brighter [...] than theditelate peasants,

who came to see [...] 'Fuenteovejutfadnd who rose from their

chairs, delighted to understand what we were tegcthem. It was

wonderful. It was, | don't know, human wisdom eimgibrains as if to

impregnate them and make them open their éyes.’
Whether members of those audiences really did sialedt cannot, of course, be
ascertained. That said, although reception woulddaobt have depended on local
socio-economic conditions, the plot of Fuenteovajuthescribing how the murder of a
tyrannical rural commandant goes unpunished bec#useentire village assumes
collective responsibility for the deed, may cledrgve resonated with ordinary villagers
for whom daily life was a struggle, just as muchitafiited the agenda of a Republic
representing the democratic overthrow of a dictatoregime. And insofar as the
performances primarily aimed to spark audiencerast in the national cultural

heritage, evident enthusiasm was perhaps suffitemd-back to prove the their worth

“ De Luis, F.Cincuenta afios de cultura obrera en Espafia
42 Aplay by Félix Arturo Lope de Vega y Carpio (156@35) first published in 1619.
3 Interview with the author, 22 July 2012.
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as a starting point for change.

Other testimonies too suggested that classicaltrthesas particularly well
received by the rural population. At times this weasplained by reference to a
correspondence between the cultural environmetiteoplays' origins and the nature of
their audience in the 1930s: one report from thsidfies Pedagogicas stated that if
their theatre feeds off the same repertoire andse 'primitive’ predecessors, 'it is only
because it is directed to an audience that is goak in its tastes, sensibilities,
emotional response and languadgéAgain, it is hardly surprising if traditional play
describing scenes which rural audiences would hasegnised to some degree, proved
more successful than works associated with urbadenmity Yet it is interesting to
note that this comment also takes art to be yethanomeasure of rural people's
backwardness. Their tastes both confirmed andariaél their cultural location in a
national past. The cultural strategy adopted tommte national unity and inter-
connectedness served equally, in other words, phasise difference and distance.

There were also other moments when missionariearied on the inadequacy
of providing spiritual enrichment without adding tex@al help too. 'They needed bread
and medicine [...] and we had only songs and poemsumbags’, the playwright
Alejandro Casona lamented after visiting the vilagf San Martin de Castafieda
(Zamora) in 1934° Also Lorca, as he was coming to an end of hisinguwith La
Barraca in spring 1936, remarked that hunger pdeduany ability to appreciate
beauty’” The fact that the Misiones focused on peasantgeped spiritual rather
material poverty has furthermore generated histbraritique. To Tufilon de Lara,
writing in the 1960s, their approach was akin ttarifing trees upside dowfi.'
Considering the delay in enacting social and agtical legislation, even where this
was not entirely the government's fault, a cynamalw would even suggest that the
Misiones provided a cultural substitute for monegiale socio-economic reform.

* Tufon de Lara, MMedio Siglo de Cultura Espafiqla64.

4 Alejandra Soler, who performed both new and classiorks with El Buho, claimed modern works
were less effective as they seemed harder forutdieace to follow. Interview, 22 July 2012.
According to the painter Ramén Gaya, who was ort@fmissionaries' responsible for the travelling
museum, villagers also responded sceptically tot kiods of painting. See Basilio, M. Misual
Propaganda, Exhibitions, and the Spanish Civil \(fe@arnham: Ashgate, 2013), 73, 108.

46 Cited in Cobb, C. 'The Republican State and Mass&ibnal-Cultural Initiatives 1931-1936' in
Graham, H. and Labanyi, J. (EdSpanish Cultural Studie436.

* Tufon de Lara, MMedio Siglo de Cultura Espafigla44.

8 |bid., 264. See also Cruz, En el nombre del pueblo: Republica, rebelion y gaen la Espafia de
1936(Madrid: Siglo XXI, 2006), where the author argtieat the actual results of the cultural and
educational drive of the first years were far fronpressive. See esp. 48f.
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Renau's criticisms of the Misiones

Renau and his colleagues too were critical of theidies Pedagdgicas, which despite
good intentions and 'generous attitudes' had iir thew to be regarded as wholly
insufficient. Their greatest problem — easily ttech materialist critique — was a lack of
interest in feedback. In effect, as Renau lategsstgd, the rural population was treated
like an 'empty sack' to be filled with ‘leftist' réeons of Golden Age aft.Audiences
were presumed to be entirely passive, and cultias eistributed from above, as if
through charity® Regardless of progressive intent, this was a palistic, not to say
elitist, approach to the task of regenerating agmatratising Spain.

But in addition to the lack of reciprocity, thereasvanother problem, rooted in
the very heritage that organisations like the Mis® Pedagogicas sought to popularise.
While the group gathered around Renau had, liket magyressive artists and writers,
profound respect for the 'humanist traditions' leéit national past, they were also
critical of certain characteristics typically praseén the works of the Spanish Golden
Age. According to Renau, they objected, abovetallits ‘individualist', ‘aestheticist’,
and 'fatalist' nature, tendencies which moreovereaped to find new forms in much
contemporary work, produced by progressive Repabticas well as othetsEven if
the former drew on tradition with the objective wfodernising it, this tendency
amounted, in Renau's view, to an essentialist fairgultural conservatism which in fact
hindered the realisation of the Republic's progvesgoals. It offered, in short, neither
ethics nor aesthetics that corresponded to thel@sapntemporary needs. What was
required here were entirely new cultural co-ordesatnspiring the creation of a truly
modern Spaif Exactly how this vision might be elaborated wob&tome the central
guestion of his most far reaching cultural projéaieva Culturabut was a fundamental
concern from the beginning of his days as a pag artist.

The difference between the values which reformmstitucionistashoped to
instil in the population and those propagated byenwadical figures like Renau can be

clarified further by analysing the way their divierg aesthetic ideals were perceived to

49 Renau, J. 'Notas al marge#77.

0 The idea of culture being distributed like chaigtyecurrent in the scholarly literature. See, for
example, Cobb, C. 'The Republican State and Massdidnal-Cultural Initiatives 1931-1936' in
Graham, H. and Labanyi, J. (EdSpanish Cultural Studie436.

L The primary representative of progressive Repubticadopting this approach would be Garcia Lorca
and hisGypsy Ballad¢Romancero Gitano), published in 1928. This isipaldrly clear in a 1976
interview with Renau by Inmaculada Julian Gonz&Bee Julidn Gonzalez Bl Cartel Republicano
en la Guerra Civil EspafioléMadrid: Ministerio de Cultura, 1993), 185f.

%2 Renau, J. 'Notas al marge#74f.
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correspond to political virtue. In connection witis statement regarding the capacity of
Spaniards to assimilate 'ethics through aesthekeshando de los Rios had added that
the goal of such education was to produce 'morafiymed men'lfombres moralmente
exquisito$.> In contrast to this ambition, aptly described badWlado as ‘the gradual
aristocratisation of the masse&sthe ambition of Renau and his colleagues was to
transform 'the masses' into an agent of proletagaaolution, driving the revolt against
all traditional — and above all aristocratic — meaé being. 'The refinedlq exquisit)
was precisely what Marxist writer César Arconadd,ha a literary survey of June
1930, praised the avant-garde for having attackeul (n his opinion destroyeéd.
Although his choice of this word would not have beeconscious reference to de los
Rios's statement, Arconada’s celebration of aggmesmarked a principal difference
between reformist and revolutionary politics. Indleen the basis of this distinction, the
correspondence between avant-garde attitudes @&ndvdly radical artists and writers
imagined revolutionary subjectivity can be takentHar: if refinement could be
associated with contemplation and a certain degfegassivity, revolutionary ideals
revolved around activity, violence, conquest. Cagju— part of Ortega's defining
description of the avant-garfie- was a particularly pervasive trope whenevercalt
and political discourses overlapped (on both th& had the Rightj! It recurred in
1935 in the celebrated statement by French writedrd Malraux, which sharply
contrasted with Spanish reformers' approach talisgemination of cultural history and
identity: 'Heritage', Malraux claimed, 'is not teanitted; it is conquereéf 'Rather than a
passive recipient of 'aristocratic' education, théme masses', in the minds of most
revolutionary writers and artists, had to be anvacand creative agent, occupying the
field of culture as producers as well as consunmegspropriating history on their own

terms.

% Cited in Huertas Vazquez, Ea Politica Cultura) 56.

% Cited in Cobb, CLa Cultura y el Pueblo7.

% La Gaceta Literarial5 June 1930, 3f.

% See page 32f above.

5 Arconada also discussed congquering the spherassadrad politics. Seea Gaceta Literarial5 June
1930, 3f. For an example of this language on tijetrisee, for example, the national syndicalist
publication edited by Ramiro Ledesma Ramidsg Conquest of the Stdtea Conquista del Estado).

% The statement was made at the First Internationabss of Writers for the Defence of Culture, held
in Paris in June 1935. Anzar Soler, Mongreso internacional de escritores para la dsfede la
cultura (Paris, 1935) Vol. {Valencia: Generalitat Valenciana, 1987), 64.
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4. ART TO GUIDE THE MASSES:
ORTO AND ESTUDIOS (1932-1934)

To help achieve his radical artistic and politigahls, Renau would, as suggested, work
with magazines propagating a revolutionary egadtaipolitics. What they proposed
was not only another regime change, but an entimely society based on different
values, an alternative vision of a future natiom.Spain, calls for a radical break
gathered momentum as the practical failures of mdf®rming Republic became
increasingly evident. The mood changed again asnaentrated conservative counter-
offensive, led by a new government after the Novemi®933 elections, threatened to
turn back to the clocks on the few gains made dutiire first biennium.At the same
time, the international climate, marked by econoanisis and increasingly authoritarian
responses to social unrest, most ominously repredgdyy Hitler's ascent to power in
January 1933, unmistakably indicated sharpeningasconflicts ahead, as well as a
further deterioration of the liberal system. To iawk the goals of popular
enfranchisement in such an environment, a radmaicach was needed, and with this a
new kind of education. In spite of these increassigkes, and well-intentioned
egalitarian sentiments, the practical effort to hed 'the masses' around a new set of
ideals remained, however, largely prescriptive diddctic.

The two magazines which more than any other lauhdRenau's career as a
political artist,Orto andEstudios were both eminently didactic in their outlookdahe
idea that the proletariat had to achieve a cettial of political consciousness before
fulfilling its revolutionary task was clearly refieed, albeit in significantly different
ways, in its editorial ambition©rto, where Renau formed part of the editorial team as
the graphic directorstated in its inaugural issue of March 1932 (datgid to ‘the study
of the crisis of the global economy’) its intenttoraid 'all those who want to see clearly
and deeply in the intricate labyrinth of social lgems.’ It wished to teach its readers
about 'the period of transition and constructiontleé New Era’, and offered the

following proclamation as a summary of its aims:

! This involved a reversal of land reform and labagreements, as well as a halt to cultural expansion

etc. For an account of the effects this had onasoelations, see, for example, Prestord,H¢ Spanish
Holocaust 52-89.

The main editor was Marin Civera, who was politicebmmitted to the anarcho-syndicalist
movement. See Paniagua, J. 'Estudio preliminarirMaivera y la cultura popular, Orto (1932-1934)'
in the facsimile version ddrto (Valencia: Centro Francisco Tomas y Valiente UNBBira-Valencia

& Fundacion Instituto de Historia Social, 2001).
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Let the masses understand. Let them enrich thaeisilsiéties. Let

them think with rectitude. Let them proceed acalyat

This is what we aim to achieve.
If 'the masses' were clearly the main protagommstdrto's conception of politics, their
impact, the editors seemed to suggest, would oalse positive effect once they had
been given correct instruction.

This particular attempt to guide progress faileccomvince, however, adrto
eventually ran foul of its readers. Its last issu@s published in January 1934, and
appears to have been preceded by a sudden dragem s prompting the editors to
insinuate, somewhat obliquely, that they were mstiof a co-ordinated hostile
campaigrf. The problem seems to have been ideological diffars, as the last editorial
insisted on defending, as if against an accusati@nmagazine's advocacy of discipline,
control, and collectivity — terms which anarchistgen responded to with ambivalence,
if not outright hostility> Perhaps its Marxist element was largely to blaoret$ failure
to survive among Valencia's militant grass-rootd] predominantly influenced by
anarchisn®. It is also possible thaDrto's particularly strong focus on international
subjects made its content somewhat remote fromirtiraediate concerns of the
Valencian readership.

By contrast, Estudios launched in 1928 and described by the editora as
monthly magazine of ‘anarcho-sexo-nudist' orieatatas hugely popular, both locally
and nationally (indeed, its competition might hdeen a further contributory factor to
Orto's demise). A direct successor to a publication call€eneracion Consciente
(1923-1928) Estudioswas firmly established and enjoyed great prestiigeng Spanish
libertarians, not least because of the qualitytohirticles and the attractiveness of both
presentation and them&sén addition to political commentary and generali@tional
pieces, each issue contained practical advice dteradike diet and sex, for example. It

achieved an impressive circulation, both geograglyiqcovering not only Spain, but

®  Orto(March 1932), 1.

*  No specific reasons explaining such a campaign gieen. The drop in sales was highlighted already
in the editorial of the April issue 1933, where #uitors appealed to their readers to suggest elsang
if they were not happy with the magazine's curchrgction.

®  Workers need to realise that 'discipline is notelg, nor control authoritarianism', they stataj a
reminded its readers that 'the world of the futiwes not belong to individuals, but to collectivies,
the great masses'. See editoriaDoto (January 1934).

® Uniquely in SpainQrto sought to marry the idea of Marxism with the ide&narchism. Paniagua,
J. 'Estudio preliminar’, xv.

" For a comprehensive studyB$tudios see Navarro Navarro, F.Bl. paraiso de la razon: la revista
"Estudios” (1928-1937) y el mundo cultural anargai®/alencia, 1997).

8 Ibid.. See especially 70-76.
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also France, Belgium, and Argentina) and also duainely.’ According to Spanish
cultural historian Javier Navarro Navarro, an eatarincluded in a 1933 CNT report by
Russian anarcho-syndicalist Alexander Schapiro beageen as a reliable indication of
Estudios regular print-run at this time: about 25,000 espper mont?? In Navarro's
view, this figure may be compared with monthly pmans of 6,000-8,000 copies for
another flagship anarchist magazine (for which Reakso did a few covers), the
Barcelona-based but also nationally distributeal Revista Blanca(1923-1936)!
Whether or not the real figures consistently cqoesled to these estimates, it is clear
that Estudiosoffered Renau an opportunity to present his worla ihighly respected
forum that reached a large working-class audience.

In terms of its contengstudioscarried articles on politics, art, science, sexual
education and health. In accordance with typicalrelmst pedagogy, its approach was
less prescriptive than that @frto and placed a greater emphasis on self-improvement
and independent learning. To introduce an elemedialogue between the magazine
and its readershipEstudios also included, as didOrto,** a section where a
knowledgeable collaborator, frequently a Dr. RabeRemartinez, answered readers'
guestions? A glance at this correspondence indicates thademsatoo placed great
weight on their self-education, and later intengemith magazine subscribers saw them
reiterating that a ‘whole generation' benefiteanfritss positive formative influence. As
one interviewee stated:

In terms of education, the magazine did a greatgotong people
[...]. Reading its pages, we discovered the valueudtiire in helping
the individual to develop within society. [...] Thesparked in us a
feeling of solidarity and self-overcominguperaciol;, a feeling of
being something more in this world than just a namamong the
millions of beings who form part of it.
Playing a part in this achievement, Renau's imaga® praised by readers for their

‘eye-catching' qualitie’S,which made them an important means by which thgaziae

°® lbid., 70f.

1 bid., 67.

1 |bid. Renau's covers appear on the issues of 1fu&gb1934, 30 November 1934, and 4 January
1935.

2 From December 193®)rto included a 'consultorio socioldgico' allowing resslto seek published
answers to any question related to the magaziieddsdf interest.

¥ This section was predominantly geared towards tprestelating to personal (often sexual) health,
but would occassionally include broader culturabiiss.

4 Navarro Navarro, F. El paraisq 74.

5 This praise was also extended to the other artiskiwg regularly forEstudios Manuel Monledn.
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communicated its political and cultural contént.

The role of Renau as an artist contributing to ¢decational projects dDrto
and Estudioswas necessarily different to that of those whotonted with written
articles (though he occasionally did too). To ustherd why this was so, it must first of
all be remembered that images cannot communicateeptual knowledg€.They can
only imitate written discourse through symbolicrespondences, and to the degree that
these relations are less precise than linguistatioas (stabilised to some extent by the
authority of dictionaries and logical connectorshey are also more open to
interpretation. Any political reading of Renau'sriwavould thus have been a result of a
dynamic and less predictable exchange betweemitsplar symbolic composition and
audiences' understanding of the symbols themsebsesyell as their possible inter-
relations. It may thus be presumed that Renau eregimply taught his audiences new
discursive knowledge, nor simply provided a symbathirror image of pre-existing
conceptions. Rather, his influence would consigjuiding pre-existing conceptions, so
as to bind them to certain associational patteas gave each component a specific

meaning'®

The politics of realism

Renau’s determination to influence his readers,thnd make his images as effective as
possible, was part of the reason why Renau's warkfto and Estudiosentailed not
only a change in content, compared with his eadre ongoing advertising work, but
also a change in form. Instead of experimentindn dtibist and Surrealist influences,
his political work operated decisively within theatm of realism. That realism should

be his aesthetic choice in this context did noyoalate to its perceived effectiveness in

Ibid., 210.

% bid., 78, 209-217 (esp. 210). More prosaicallyages also constituted a significant factor in
boosting sales, and it is noteworthy tRatudioswould not miss any opportunity to advertise
'sensational graphic material' on its cover. Seg-@at 1933, and ad for Renau's upcoming 'Ten
Commandment' series in Jan 1934.

7 Here | agree with Susan Sontag's viewdim PhotographyLondon: Penguin, 1979) (see especially
page 24).

8 Like all propaganda, Renau's images needed to dnguve-existing conceptions to be effective. The
propagandist’, Aldous Huxley observed in 1936 'lsan who canalises an already existing stream. In
a land where there is no water, he digs in vaime' fetaphor is particularly apt in relation to ireag
If the impact of propaganda is generally greatdstmpreaching, as David Welch puts it, to the
‘already partially converted', the propagandistiage needs an audience already initiated in the
relevant discourse to be correctly understoodlaak David Welch 'Nazi Propaganda and the
Volksgemeinschaft: Constructing a People's Commudaturnal of Contemporary Historyol. 39,

No. 2, Understanding Nazi Germany (April 2004), 288 (see especially 214 for Huxley quote and
the idea of preaching to the 'partially converted")
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conveying specific messages, but also to the Fattit was seen as expressive of a set
of values matching his political orientation. Befoconsidering specific images
highlighting the visual-pedagogical strategiesOofo andEstudios then, it is necessary
to clarify the aesthetic logic as well the politicstakes generally implied in this
conception. In the case of Renau, this means niagirfirst of all, to the book that he
believed was one of the most influential in defgninis path as an artist devoted to
politics: G.V. Plekhanov'Aart and Social Life

The main contention of Plekhanov's book, originalliecture delivered in Liége
and Paris in 1912, was that art, in order to mainta vitality, needed to incorporate the
emancipatory ideas of its time. At the beginningtleé twentieth century, abstracted
styles like Cubism were, in Plekhanov's opinioncajpable of doing this. The
fundamental problem lay in their apparent appeal tadical idealism, which stated that
objective reality was unknowable and that truth veas isolated product of each
individual. To Plekhanov, this idea was absurd, ayadle artists impervious to criticism,
regardless of the quality of their work. It effeely meant that the painting
corresponded only to an internal reality to whiah external audience could have
access? At a time when human emancipation was inextricalihked to mass-
movements and collective action, such ideas disacted art from the historical forces
of progress, and pushed it into a spiral of détay.

These points were later stressed by the Spanisaérigamon Sender, who in his
review of Plekhanov's book agreed (in terms thaigsrus back to Renau's first solo
exhibition of 1928) that Cubism, 'in itself acceptas a facile humoristic game’, had
‘descended to an inferior life; that of decoratwe' While ‘aesthetically revolutionary’,
it had ultimately served a 'conservative social.udence, Sender concluded, avant-
garde artists experimenting with abstraction thauttey were rebelling against
tradition when in fact they were only disregardiprgcisely that which was 'new and
vital' in their era!

To engage with the progressive forces of the eftakh@nov and Sender
maintained, artists had to adopt some form of seakesthetic. Theoretically, there were
three major considerations — corresponding, resmdgt to concerns for objectivity,

accessibility, and collective action — that madeéheadnce to realism within the

1 Cf. Ortega's description of avant-garde art. Seepa2f above.

2 plekhanov, G. VArt and Social LiféLondon: Lawrence and Wishart, 1953). See espgdidll. Note
too that Plekhanov accepts that artistic isolaffefection of social life) can be a valid protdsif
under entirely different social conditions (see,dgample, 67).

% Sender, R. 'Plejanov y el arfd' Sol10 July 1929, 2. Also in Cobb, Ca cultura 188-191.
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progressive arts politically significant in Spaindaelsewhere. These considerations
were all implicitly if not explicitly addressed iRlekhanov's reasoning, but must be
further explored for their full ramifications to @@me apparent.

First and foremost, as is clear from Plekhanogsiment, realism meant that art
corresponded to an external and in theory univigrsaicessible referent. This had an
evident political value insofar as the referent ldobe a point of convergence for
collective opinion — a referent enabling the emeogeof what the Clarté manifesto of
1919 called a 'moral accordYet on a deeper level, this attribute is also @sslef any
aesthetic co-ordination of sensibilities is to progl an agreement on the conditions of
collective action. Politically motivated endorserh@h realism would thus logically
revolve around a readiness to collapse the subgeatiediation of Schiller's aesthetic
epistemology (premised on a cancellation of oppesiind a suspension of domination)
in order to formulate objective truths and capiarart a fragment of the real.

This logic further underpinned an artistic inteyestnerging at this time and
shared by Renau, in documents and the documentara garticular mode of
representation. Documentary practices in art wena fthe beginning tied to collective
concerns. These practices took shape across Ewaped 1930 as a part of a
burgeoning workers’ movement, and responded toeal ne give visibility to the new
mass-subject of democratic politféslo represent this subject adequately, artiststsoug
to implement the philosophical precepts of realismincreasingly radical ways. In
effect this reduced the distance between art aoglsknowledge, between fiction and
non-fiction, art and non-art. Manifestations ofstrambition can be seen in Soviet
attempts to create a literature based on#dwtit also in suggestions, voiced by Renau
among others, that art could be profitably infornbgdsociology?® It could further be
detected in an article published in the inaugwssiié ofOrto, where Renau argued that
art was unable to generate the great syntheséeg gfast and instead had to 'descend' to
contemplate the realm of '‘econorfiyrhe last example no doubt represented an attempt

by the artist to align his practice with the madbsi principles of Marxism, but it may

2 See pages 40f above. Note the fact that Ctigtdéanded that artist should try to represent tith fs
well as beauty in their works.

% See Jorge Ribalta's preface in Ribalta, J. (Ede) Worker Photography Movement (1926-1939):
Essays and Documen(fsladrid: Museo Reina Sofia, 2011), no page number.

2 See, for example, Wolf, E.'The Author as Photogeapfret'iakov's, Erenburg's, and II'f's Images of
the WestConfigurations Volume 18, Number 3, (Fall 2010), 383-403.

% See Renau, J. 'Cinema: El camino de la vida (Rilso de Nicolaiekk)' i©Orto, 5 (July 1932). See
also, for example, Zambrana, A. 'Consideracioriesdliias de un tipégrafo' Ira Gaceta Literarial5
Sept 1928, 4.

% Renau, J. 'Fundamentaciones de la crisis actudlrt&lOrto, 1 (March 1932). 41-44.
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also serve as a reminder that the epistemologitaldetween documentary practices
and mass-politics typically contained an ideolopigianension committing both to a
programme of change. In this sense, as Molly Né=stobserved in her study of avant-
garde photographers, artists used 'the most conuwhtwrmal materials, the document
[...] because they need to keep up with its moderhitgriticize it and to surpass it.'
Orto, similarly, presented itself as a magazine nopadalitical opinion, but of 'social
documentation,' guiding its readers towards a newReports on an increased interest
in non-fictional social literature as the politicaituation of the Republic grew
increasingly volatile may further suggest that #hfan the transformative power of
social knowledge was shared by members of the mgagliblic toc”® In conjunction
with progressive politics, then, the promotion bk tdocument may be seen as an
attempt to take the aspirations of realism to a hel, an attempt that gave concrete
expression to what French philosopher Alain Badas called the twentieth century's
'passion for the real' — that is, a desire not dalknow the real, but also to convert
previous centuries' utopian dreams into redlity.

Intrinsically linked to this collectivist vision vgathe notion of realist aesthetics'
immediate accessibility. In this respect, realisasiounded on the logic of mimesis. In
the standard translation of the Aristotelian temmnesis refers to imitations of actions
taking place within a universally graspable pfoEven if realism here substituted
objective reality for the plot, the relation betweeepresentation and referent is
essentially the same. As described by Jacques &ancmimesis presumed a
concordance between the signs exhibited by theodktwon the one hand, and the
emotion and perception by which these signs wedenstood, on the other. There was a
correspondence, in other words, between the twddonmental processes involved in
communication through art poeisis(relating to production and display) aatsthesis
(relating to reception). Classical theatre thusraigel in a space where the stage, the
audience and the world were 'comprised in the seanénuum? What was conveyed
from the stage was equally accessible to — thagsally available to the senses of — all

members of the audience.

2 Cited Mendelson, Documenting Spairxii.

% Fuentes, VLa marcha al pueblo37-51 (especially 47). See also report form Méigr@nnual book
fair in EI Sol9 May 1934, 7.

2 Badiou, A.The CenturyCambridge: Polity, 2007).

% For a succinct explanation of the Aristotelian agptoof plot, see Malcom Heath's introduction to
Aristotle'sPoetics(London: Penguin, 1996).

¥ Ranciére, JThe Emancipated Spectat@rondon: Verso, 200950f.
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Along similar lines, one of Renau's closest coltabars, the painter Francisco
Carrefio, would publish an article Mueva Culturadescribing realism as an inherently
popular form which could give audiences direct asd® meanind Accessibility was
here taken to involve understanding as well aslabisity; a perception which was
particularly pronounced in relation to photographyhe realist imag@ar excellence.
'No kind of representation,’ asserted the Russiist &| Lissitzky in a claim which
would later be echoed in Spain, is as completeljmprehensible to all people as
photography?® Politically, this carried obvious democratic oweres, and contrasted
sharply with the abstracted aesthetics describeddtigga y Gasset as intrinsically
incomprehensible to all but a select grédtigndeed, from this perspective the
establishment of a democratic Republic clearly s®m@as an important contextual factor,
in conjunction with intellectual developments withthe international leff, to explain
why the arts in Spain saw a more general resurgeinelism in the 19308.

The third reason why a return to realism was palily significant was that, in
comparison with abstracted forms of avant-gardeesgion, it was taken to encourage
strong emotive responses. Again, to understandtiwge associations were made quite
categorically in 1930s Spain, we need to retur@ttega y Gasset's 'dehumanized' art.
One of the fundamental characteristics of thisvat emotional distance, maintained by
the artist (and thus imposed on the audience) deroto arrive at pure aesthetic
contemplation. Ortega y Gasset's illustrative eXangb what this entailed involved a
man who is lying on his death bed and is surrouryeldis wife, his doctor, a journalist,
and a painter. Emotional engagement in the eveni ithis example, strongest in the
wife and gets progressively weaker with each chiaranentioned above. The painter
takes virtually no interest at all in the distrégfore him, but rather contemplates the
room's aesthetic qualities: the light, its shap®s eolours, and so oi.For politically
committed artists like Renau, this form of detachineas anathema, and Ortega y

%2 See Carreiio, F. 'Arte de Tendencia y la Caricaiuidtieva Culturall(March-April 1936), 14f (part
), andNueva Cultural2 (May-June 1936), 14f (part II).

% Ades, D.Photomontagé2™ ed.) (London: Thames & Hudson, 1986), 63. Cf.gteclamation in civil
war magazindlianza 30 (11 May 1937), stating that photography wémnguage 'that the whole
worlds understands.' Cited in MendelsorR@vistas y Guerra354.

% That is, people equipped with particular aesthstitsibilities. Ortega y GassetLa.
deshumanizacigrvOff.

% Including the official adoption of socialist reafisn the USSR at the 1934 Congress of Soviet
Writers. For background and connections with Spsse, Aznar Soler, M.iteratura espafiola y
antifascismp36-47. For further comment, see also pages 10&h&Rw.

% Ernesto Gimenez Caballero was one of many whoalegarly perceived realism's rising prestige in
1930s. lbid., 19f.

% Ortega y Gasset, lla deshumanizaci¢81ff.
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Gasset's particular terminology frequently led adwes of realist art to emphasise, as
did Ramon Sender in his favourable review of Plekivés book, its 'human and
humanitarian' — as opposed to 'dehumanized' — exdtiBuch normative twists to
Ortega’s essentially descriptive term were perlapays likely to surface in left-wing
criticism, not least because identification and athp were cornerstones of the
solidarity which progressive mass-movements ne&algdow and act.

Photography as a political weapon
Concerns regarding objectivity, accessibility, a@ehotional identification were all
central to Renau's use of photography, which cnet his primary means of exploring
the possibilities of realism. As suggested by theulaneous emergence of
documentary arts, photography (together with filngs seen by Renau and countless
contemporaries within the cultural circles of tleialist and communist left to offer an
ideal base on which to develop an a cultural foaradhering to Marxist principles. As
a form it denoted a primary interest in materiallitg; it was inherently made for mass-
production, which undercut earlier models of pagéd access to art; it effected a
perfect instance of mimesis, which made it bothversally understandable and
conducive to the formation of new collectivities)dafinally, it drew on developing
representational technologies, which pointed toymb®lically important link with
scientific progress and modernity. Photographyreftie in short, a democratic mass-
expression supremely equipped to capture the yedlitontemporary society. Of course
this, together with its association with objecttveth, also made it a powerful political
and educational tool. Such considerations no dpudotided the immediate motivation
for Renau's adoption of the form. Before returnioghe cultural battles of Republican
Spain, then, it is necessary to analyse the p#aticpropagandistic potential of
photography and consider the ways in which it iicéd the ideological message of his
visual artworks.

Photography was incorporated into Renau's workdate a number of different
effects, but most commonly it was presented asnmicating evidence, a fact to expose
establishment lie¥. This is evident in series like 'Dark Pages of Wahat they

concealed from the people' (Paginas Negras de @ar&uo que se oculté al pueblo),

% Sender, R. 'Plejanov y el arte'. See also AznaerShl. Literatura espariola y antifascismbof.

% Cf. the comments of a contemporary German worketqgrapher: 'All sorts of things could be
denied, but a photograph was evidence you couldwist around so easily." Stumberger, R. 'AlZ and
the German Worker Photographers' in Ribalta, J.)(Hte Worker Photography Movemg86.
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published inEstudiosbetween August and November 1933. Here censoregiaphs
originally obtained by the French magaziie were presented as revealing the true
brutality of the First World War. Similarly, a plograph of colonial abuse, depicting a
white man beating a black man who is tied to a, twees published ifOrto in August
1932 and reused by Renau Mueva Culturan March 1935, with a caption explaining
that its distribution had been prohibited by a iBhitcourt!° Less violent, but published
with similar motives, was a photo feature on modspying gadgets, which appeared,
possibly as a result of Renau's connection witln Imagazines, first i©ctubre (July-
August 1933) and then, in expanded versiorEstudios(December 1933Y. In short,
the aim here was to prove the deceitful naturéefruling classes (and, by implication,
the inadequacy if not wilful obfuscations of mamesim media). In the latter example,
the penetrating work of photography acquired aniteaél dimension as the actual
machinery of duplicity was laid bare before readeyes. Yet in all cases photography
was taken to reveal, as indisputable fact, whatuheg classes tried to conceal.
However, the objectivity of the photograph, whikrtainly real in relation to its
indexicality, was often invoked in ways which exded its truth claim in problematic
ways. One illustrative if relatively crude exampliethis appeared in a short illustrated
column in the May 1933 issue B&tudiogFig. 2]. This column was not necessarily put
together by Renau, but the logic at work appliesh &b many of his later compositions,
most notably theNueva Culturaseries'Dark Testimonies of Our Times' (Testigos
Negros de Nuestros Tiempos, 1935-1936, 1%3In).the Estudiosexample, cryptically
entitled 'The Humane Sense of Women' (El Sentidm&ho de la Mujer), we see two
photographs of different women: one evidently a fnemof the urban bourgeoisie,
seated in a living room; the other a peasant, ggett by the outside wall of a simple
stone house. The text to the right suggests teaetimages offer 'eloquent examples' of
how the 'bourgeois’ woman and the 'village' woméaspldy diametrically opposed
characteristics, which are in turn indicative o tihoral composition of their class. The
first is apparently ‘artificial' and 'individualistievoid of all maternal instinct, while the
latter displays 'affection’ and is ultimately susfiye of 'all that a woman can be:
mother and sister, friend and lover.' The inclussda plastic doll next the former, and a

0" Nueva Cultura3 (March 1935), 8. All images i@rto appeared in a separate picture section in the
middle of the magazine, consisting of two sheethioker and better quality compared to the rest.
The pages in this section were not numbered.

“1 Octubre 2 (July-August 1933)13. Estudioshad the same arrangementato with regards to visual
material (see previous note). Hence it is not fidesd0 provide references with page numbers.

2 See chapter 5 below.
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small lamb in the lap of the latter, suggestingaaalogy between the peasant and the
Virgin Mary, further reinforces the distinction imaternal capacit{$ Besides the
essentialist description whereby both women areiged either to their child-bearing
role or their relation to men (in itself indicativé the actual limitations imposed on
female emancipation in most Spanish progressiveemewts at the tini® and the way
anarchist propaganda made extensive use of Christimbolism despite its fiercely
anti-clerical stanc&, the rhetorical strategy of the feature is notetwprbecause it
appeals to the objectivity of the photograph tadaik a blatantly subjective reading of
its content. In other words, photography servesaagevice by which discursively
derived meaning could appear to be anchored incbbgereality and correspond to an
undeniable truth. Such rhetorical techniques detnatesclearly photography's potential
as a political tool, which permitted actors to &ujfy’ subjective conceptions and
incorporate these into pre-determined cognitivéepas.

In a larger context, this conflation of objectiviyd discourse was a powerful
way to disrupt hegemonic perceptions in the puBlbhere, and place new social
perspectives 'on firm ground.’' This was arguabdyfttndamental aim of the progressive
documentary photography movement of the 1930s.c@jlyiless romanticizing of rural
life than theEstudiosexample considered above, it set out to depietihf Europe's
industrial centres as seen from a proletarian petse, a perspective that was, as a
rule, absent from mainstream metfiaThe movement spread to most European
countries, but was particularly strong in Germangl Russia, where it had originated as
a result of two almost simultaneous initiativeslB26, hoping to encourage workers to
supply worker magazines with photographs takerheynselve$! Although ultimately
hampered by material limitations and at times @httory attitudes from sympathetic

professionals, 'worker photography' became in #esse one of the most effective

43 Jesus is at times referred to as 'The lamb of ®dthristian teachings (from the Gospel of John).

“  See Aguado, A. & Ramos, M. Aa modernizacién de Espafii20f. For a more extensive analysis of

gender relations in working class communities,dash, M.Mujer y movimiento obrero en Espafia,

1931-1939Barcelona: Fontamara, 1981).

For a succinct analysis of the overlaps betweesrtkian and Christian discourse, Alvarez Junco, J.

‘La subcultura anarquista en Espafia: racionalispmpylismo' in Fonquerne, Y-R. & Esteban, A.

(Coords.)Culturas Populares: Diferencias, Divergencias, Gtds (Madrid: Universidad

Complutense, 1986), 197-209.

%6 Ribalta, JThe Worker Photography Movemg84.

47 Ibid. In March 1926, the German illustrated workeagazineAlZ called on amateur photographers to
send in images of their everyday life. The follogzimonth saw the publication of the first issue of
Sovetskoe fot@ magazine dedicated to the task of enhancingrtifde of photography in the
building of socialism. Through these two initiativa Europe-wide movement gradually emerged,
aiming to use photography to strengthen the paligad cultural mobilisation campaigns of the
international left.
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attempts to create a new proletarian art f6ff@n the whole, however, its lasting
achievement was to provide the worker movement wittoncrete visual language —
that is, a means visibly to anchor progressivetipslin the lived reality of everyday
life. As such, it was not, as art historian MandieBorja-Villel has pointed out, merely
an artistic sub-genre, but 'an expression of aigerWeltanschauunga way of seeing
and experiencing the worlt.'

The worker photography movement did not, in thewid critic and curator
Jorge Ribalta, have any real base in Spain, butmiags likeOrto, as well as Alberti
and Leon'sOctubre may well be seen as representatives of its paliyi charged
aesthetics? Nueva Cultura whose visual elements took inspiration from titated
workers' magazines like the GermArbeiter-lllustrierte-Zeitung(A-I-Z, 1924-1938)
and the multi-lingual Soviet publicatioBSSR na Stroik€English title: USSR in
Construction 1930-1941,1949), would also show affinities witiis movement. These
magazines, like their international counterpargported on the plight of the poor in
images as well as words, and photo features wateumental in their efforts to put
readers into contact with their class brethrenveieee. As the world was going through
the worst of the Great Depression, and aggressiyg-wing regimes across Europe
grew in strength, such features inevitably focuseadthe suffering and violence that
frequently marred working class life. Widespreadgrty and hunger was particularly
shocking considering the unprecedented fact of preeuction, and one of the most
powerful photo-spreads compiled by Renau as gragiior for Orto juxtaposed three
images of food being deliberately destroyed wifowrth showing children lynched by
their own mother, allegedly unable to bear the gfmuof them slowly starving to
death?* The 'evidence' of wilful waste next to the lifedashildren makes the perversity
of their fate painfully glaring, and as a whole g@ead provides a more persuasive
example of how an ethical argument could be stregd by photography's

documentary aesthetics.

8 Leading figures in the worker photography movenstreissed the importance of grass-roots
participation, yet when it came to evaluating aobligzhing the results, professional opinion andkwor
was typically given precedence. See Wolf, E. 'Taei& Union: From Worker to Proletarian
Photography' in Ribalta, The Worker Photography MovemeB2-50.

49 Borja-Villel, M. J. 'Presentation’ in Ribalta,The Worker Photography Movement.

%0 That is, these magazines did not send out theirgivatographers, nor did they explicitly attempt to
popularise photography as such among their reagierphotography was the main form of
illustration, which moreover had a similar styletiat seen in European counterparts.

* Orto, 17 (November 1933).
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The transformative power of photomontage

The technique of deploying contrasting juxtapossioto reinforce a particular
interpretation of the photograph was also cenwalhe art form that would be most
intimately associated with Renau — photomontage. &s artistic technique,
photomontage had first appeared in Germany andi&assund the time of First World
War® In Germany it was above all linked to the Berlinda movement, which sought
to criticize the social order underwriting the dantfthrough a disjointed form of
collage based on newspaper cuttitfigiohn Heartfield (born Helmut Herzfétl] whose
work would later constitute the single most impottanfluence on the political art of
Renau, was one of the principal figures in thisugroand the pioneer of a subsequent
form where the Dadaist collage was given a moreadid orientation. In Russia
montage had similarly been used to oppose a toaditiorder and was, at least until the
gradual imposition of socialist realism from 1928psely associated — especially
through Constructivists like Alexander Rodchenkd &hLissitzky — with the aesthetics
of the Bolshevik Revolution. Although art historiBawn Ades has suggested that there
is little evidence of mutual creative influence vbeén these groups in their early
stages? Heartfield's entry into the Communist Party in 8&nd growing prominence
as a political agitator would eventually bring himo direct contact with the Bolshevik
avant-garde and place his work at the heart of lutenary art debates in both
countries’® What had united German and Russian artists froen kibginning was,
according to Ades, the rise of social concernshenartistic agenda, and a concomitant
desire 'to move away from the limitations of absicmn without slipping back into
antiquated illustrational or figurative mode&slh this ambition, just as photography
became a way to insert reality into the artworklage or montage permitted a range of
expressive possibilities not available to adherehtsaditional realisni® Photomontage
was, in other words, an attempt to harness the pafethe photograph — its

accessibility and indexical realism — in order taampulate and metaphorically

2 Various forms of humoristic and popular manipulataf photographs can be seen to have their roots
in the 19' century, however. See Naranjo, J. 'Josep RenatioRbntage, Between Political Agitation
and Artistic Production' in Garcia, M. et dbsep Renau: Fotomontad@57.

% See Ades, DPhotomontage.

% Heartfield changed his name as a protest agaiasirtti-British campaign seen in Germany during
WWI. See Drew, J. (edJohn Heartfield 1891-1968: Photomontadesndon: Arts Council, 1969),
11.

% Ades, D.Photomontage?7.

% Evans, DPhotomontage: A Political Weapg¢hondon: Gordon Fraser, 1986), 15-21.

5 Ades, D.Photomontage64-66, 66.

% Cf. Various artistsFotomontaje de entreguerras.
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transform the reality it represented.

The propagandistic potential of this technique ddag¢ explained in a number of
ways. The possibility to disrupt perspectives, pnésunexpected or even shocking
juxtapositions, allowed artists to produce forcedmd compelling images that would
more readily command audiences' attentfoBy merging disparate objects, montage
could jolt viewers out of cognitive habits or foriteem to see connections not normally
visible to the naked eye. Yet even where the symbelations or metaphors were not
entirely new to viewers — as would most often haeen the case in the examples
considered here — montage, as suggested above, lseuhfluential in clarifying and
perhaps dramatising these by sharpening contrasithvihad previously not been so
clear-cut?® The effect in such cases would be more subtlenbnetheless powerful —
indeed, probably more powerful than attempts tockhas viewers might not have
realised that they were being influenced. Finally, must be remembered that
appropriate exemplification often makes abstraoppsitions both accessible and easy
to remember, which in itself has an obviously pcdit value. In an interview towards
the end of his life, Renau said that the 'secfedirowas 'to say things that everybody
understands and nobody forgétsPhotomontage, with its combined realism and
flexibility, was an ideal medium to realise suchaanbition and to put it to political use.

Renau's development as a montage artist went thrgegeral stages. Apart
from an early Surrealist-inspired composition appegain the short-lived Valencian
magazineMurta (1931-1932)? his first montages drew primarily on the ideasSofiet
film maker Vsevolod |. Pudovkiff. The latter allegedly came to Renau via Juan
Piqueras, the editor of a progressive film magawiitke which he collaboratedJuestro
Cinema (1932-1935). 'Piqueras imprinted Pudovkin's theony my mind’, he later
commented, 'that a pointless image, according tatvthhas at its side, changes its
meaning and acquires anothéf.The influence of this thought and its application
film may be glimpsed in compositions like the oppearing in the first issue @rto
(March 1932)[Fig. 3]. Here a nurse, situated in thieldle of the pictorial field, is
shown pumping breast milk into a glass bottle. Faddlitional scenes are incorporated

% Cf. Estudiosreaders describing Renau's work as 'eye-catclieg' page 71 above.

Intelligibility was of overriding importance to doHeartfield and Renau, which meant that they
avoided visual metaphors which risked being miststded or simply puzzling.

®1 Garcia, M. et allJosep Renal279.

2 Called 'El hombre arctico' iMurta, 2 (December 1931).

By first montages | mean those made in a periatating, roughly, from March to November 1932.
 Cited in Forment, AJosep Renaul19.
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in the corners: we see infant beds in a maternaydywa baby being bottle fed, naked
children walking in a row, and five, slightly oldehildren, standing together and
laughing. Accompanying an article on the economigisand eugenics, the image was
presumably intended to defend the benefits of dtatestment in child car®. Thus
Renau invited the viewer first to contemplate tleatral image, suggesting a form of
rationalisation of infant care, and then to procdedread the peripheral scenes
sequentially, like a story culminating in a happyieg (after which, appropriately, the
gaze is diverted back to the start and the circplacess starts anew). Rather than
various photographic fragments merged into one ean#gs was collection of images
arranged to be read one by one in a certain amlesh like a film.

Another example, slightly different but also indiva of the formal approach of
Renau's first montage work, appeared in the Semed®82 issue dEstudiosand was
entitled 'Panorama of bourgeois society' (Panordmda sociedad burguesa)[Fig. 4].
This composition shows an urban landscape reveaba class hierarchies. The top
part is made up of skyscrapers, suited attendeashah-society dinner, a luxury car,
and a smiling woman with a horse, while the botfoant contains scenes from poor
workers' homes. A dark horizontal field cuts theage in half, which leaves the two
sections sharply divided. The only interaction kew the two sections is represented
by a man begging. Here again different pictoriah@nts are juxtaposed without really
forming a unitary whole. In this case, however, digconnection clearly forms part of
the message conveyed, as the composition can betsakeinforce the notion of a
fundamental binary opposition in society (the bewaigie versus the proletariat) and
reminds us of the distinctly Manichean world-viessaciated with Bolshevisff.

Even if it could thus be applied with some succélsis, formal strategy was
modified from late 1932, when Renau discovered wuek of John Heartfield. In
contrast to the sequential and segmented exambteae aHeartfield had developed a
technique where different photographic fragmentseweombined in one single
compositional unit. Renau later suggested thatishike difference between collage, as
seen in Dada experiments, and the political photdege which Heartfield
subsequently pioneered: while collage offered gnfranted image which could only

% The article, entitled 'La Eugénica ante la crisisr@mica mundial de hoy y sus previsiones para el
futuro', criticised, for example, the rise in infanortality rates and cuts to services in maternity
wards.

% As highlighted by the historian Peter Holquist. Séelent Russia, Deadly Marxism? Russia in the
Epoch of Violence, 1905-2Kritika: Explorations in Russian and Eurasian Histo\Vol. 4, No. 3
(Summer 2003), 652.
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guestion the limitations of representation, montdgenot diminish the formal realism
of the picture, but rather aimed to create whatdiked 'a strictly photographic spaée.'
The interaction between the different elements @ahius be more immediate and
persuasive, enhancing the effect of visual metaphad creative alterations of reality.
By imitating the 'straight’ press photograph, Hezgd's montage can also be read as a
more unsettling (if perhaps self-defeating) crigqaf photography's truth claim as
such® Either way, an illustrative example, reproducedR®nau in the April 1933 issue
of Orto, is Heartfield's 1932 image of a hyena prowlingaddy battlefield littered with
dead bodies.[Fig. %] It wears a top hat and a military medal whereitiseription has
been changed from 'Pour le Mérite' to 'Pour le iBrdogether with the caption, 'War
and Corpses — The Last Hope of the Rich’, Heatdtfmdmmunicated through one
simple, effective image an uncompromising critiqui¢he ruling classes, perceived by
left-wing radicals both to have profited from theoMd War and be ready to start
another in defence of their privileges.

The experience of seeing his first Heartfield mgat@n the November 1932
cover of A-I-Z was described by Renau as ‘enlightenniénEbntemplating the
composition showing a white dove impaled on a bayghig. 6] — a comment on the
violent suppression of an anti-fascist demonstnatioGeneva that year — he saw, at a
stroke, how his political convictions could be eegsed in ‘concrete images' and how he
could best contribute to the revolutionary causg. rBaintaining a semblance of
photographic realism, Heartfield's formula contdingn Renau's view, a particular
propagandistic potential that other montage artistd yet to explore. A desire to
harness this potential for political purposes wassurprisingly, a fundamental driving
force for Heartfield too, who in 1931 had told a $¢ow audience:

If I collect documents, combine them and do tha tlever way, then
the agitational-propagandistic effect on the mas@lisbe immense.
And that is the most important thing for us. Thathe foundation of
our work. Therefore it is our task to influence thasses, as well, as

strongly, as intensely as possible.

¥ Renau, J. ‘Homenaje a John Heartfield’ First piiaisinPhotovision no. 1, July-August, 1981.
Reproduced in Brihuega, J. (Edgsep Renguw53-458. Quote on 456.

% See Kriebel, S. 'Manufacturing Discontent: JohnrHiedd’s Mass MediumNew German Critique
107, Vol. 36, No. 2, (Summer 2009), 53-88.

% Published imA-1-Z, 18 (April 1932).

0 Evans, DPhotomontage22.

" bid. p 19.
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Although the political value of photomontage wasr falom uncontested in
contemporary Marxist debat&s,Heartfield and Renau were not the only ones
convinced of the technique's efficaciousness. Takuml critic Walter Benjamin
commented in 1934 that the German pioneer, who plsmluced images for a
publishing house called Malik, had turned the senpbok cover into a political
weapon, while the surrealist poet Louis Aragonriie Heartfield's work to a 'knife that
cuts into every heart®' Before the revolutionary force of his twisted i@ — its
'revolutionary beauty,’ in the words of Aragon -di@aces would be compelled to see
the violent truths that underpinned contemporanjetp.*

Apart from its power to shock, montage artists #rar Marxist champions of
the 1930s maintained that photomontage also caaieducial epistemological claim.
The problem with straight photography, argued Bminjawas that it generally failed to
represent social relations. A picture of a factomlding, to use his own example, tells
us nothing about the exploitation that goes ondmSi The potential strength of
photomontage was to incorporate into the imagalibeursive meaning that may make
that exploitation visiblé® This point was later emphasised by Renau, who 19&il
essay on Heartfield claimed that political phototage was in fact 'the only' artistic
form that could represent, 'verisimilarly,' 'thesatdl and paradoxical character' of the
society in which we live. Photomontage captured'dtsitradictory essenc€;" which
could be neither visualised nor photographed ira space. That such a procedure
should moreover be distinguished from other formghmtographic manipulation had
been pointed out in 1931 by the Hungarian artacAffréd Kemény, who offered the
following clarification in the German worker photaghy magazinedDer Arbeiter-

Fotograt

2 For a good empirical and theoretical analysis daditfield's reception in the USSR, see Gough, M.
'‘John Heartfield's biography of Soviet petroleumMViendelson, J. (EdNlagazines, Modernity, and
War (Madrid: Ministerio de Cultura, 2008), 75-90. Thelbates should also be placed in the context
of wider contemporary discussions concerning diffiélunderstandings of realism. In his famous
exchange with Bertolt Brecht, Georg Lukacs clairtret photomotage could, at most, have the effect
of a 'good joke," while Brecht defended new repreg®nal techniques as necessary to capture the
reality of twentieth century society. See VarioutharsAesthetics and Politicd.ondon: Verso,

2007), 28-86 (esp. 43, 83).

3 For Benjamin's comment, see 'The Author as ProdircBenjamin, WReflectiongNew York:
Schocken Books, 1986), 229. For Aragon's commesttesxt originally published i@ommung20
(April 1935) but also reproduced in Various auth&@omontaje de entreguerral9-121 (quote on
120).

" Various authorsFotomontaje de entreguerra$19-121.

5 See 'The Author as Producessp. 229f.

6 Cf. Various authorsrotomontaje de entreguerras21.

7 Renau, J. 'Homenaje a John Heartfield', 455.
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While bourgeois photomontage uses photographed péanteality to

falsify social reality as a whole [...], revolutioyaphotomontage by

an “artist” (technician) of Marxist orientation hgs photographic

details (parts of reality) into a dialectical retaiship, both formally

and thematically: therefore it contains the acttedationship and

contradictions of social realit¥.
Thus, as long as it was correctly informed, anrayeanent of several photographic
images could simultaneously represent and aesdligti@-enact contemporary social
relations. It did not trick the audience, but ratlvéfered it an opportunity tsee
through in art critic John Berger's term, the deceitfulrface reality of bourgeois
ideology and to contemplate a deeper truth reggrdiapitalism's inner logi€.
'Revolutionary photomontage' — as opposed 'bousgpbotomontage’ — captured the
complexity of contemporary society in a way whiclsiagle reality fragment (i.e. a
straight photograph) could not do.

Photomontage i©rto andEstudios(1932-1934)

For all his praise for Heartfield, Renau did nanhgly copy his magisterial example.
First of all, Renau rarely produced composition&kehelements were truly arranged in
one photographic spdte- an effect that was easier for Heartfield to aehisince he,
unlike Renau, used bespoke photos taken in hisstudio®! The nearest Renau came
was an integration of different elements into onmeage. An early example of this,
providing a complement to 'Panorama of bourgeotsesg, appeared in the December
1932 issue oEstudioswith the title ‘Bourgeois sensibility’ (Sensibdid burguesa)[Fig.
7]. Here we see a smiling woman, evidently of tlituent classes, enjoying the
company of her two cats, and, on the other sida dfawn brick wall, two children —
unhappy, poor, apparently abandoned. The contedtelen the situation of the children
and the comfort enjoyed by the cats suggests ligatvoman utterly lacks compassion
and that the indifference of the rich before thghilof the poor has taken on monstrous

proportions. If viewers appear to be implicated thg boy's accusatory stare, it is

8 Cited in Simmons, S. ‘Picture as a Weapon in the@ae Mass Media, 1914-1930’ in Marquardt, V.
H. (Ed.)Art and Journals175.

% Renau himself saw montage as a the most 'adecpratetb express Marxist-Leninist dialectics
visually. See Renau, la Batalla por una nova cultur@/alencia: Eliseu Climent, 1978), 150.

8 Cf. Heartfield images like 'Hurrah, die Butter ie&in A-I-Z (December 1935) and 'Mimikry' i-1-Z
(April 1934).

8 See Kriebel, S. 'Manufacturing discontent', 65,domments on Heartfield's studio practice.
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because only they can be expected to change thty dahe children's cruel exclusion.

As in 'Panorama’, 'Bourgeois sensibility' offersraage where social division is
portrayed as spatial division. Yet at the hearthef message is a question of common
humanity, a status effectively denied to some efrtiost deprived social sectors of pre-
and inter-war Spain. Many owners of the large estaicross the south especially, did
little to alleviate the brutal living and workingeditions endured by the day-labourers
in their employ, who during harvest times typicdtlgd to toil from sun rise to sun set
for starvation wages and make do with virtuallyhmog during the remainder of the
year. Conservative parts of the urban establishrsiemtarly tended to view industrial
workers, often living in cramped and unhygienic i@, as simply troublesome rabble
to which no concessions should be m&dehe first Republican government tried to
mitigate some of the suffering caused directly ratinectly by such attitudes, but to
radical groups on the left change was, as indi¢ateml slow and insufficient. In fact,
Renau's title implicitly discredits, as communigtsl anarchists explicitly did, the very
validity of the reformist model as such: if disredj&or the rights of the poor is to some
extent inherent in the 'bourgeoisie’, no 'bourgeegime — as the liberal Republic was
labelled — could be expected to ensure genuinelgostice®®

The coming of social justice had been the them&eahau's montage for the
previous issue oEstudios (November 1932). Entitled 'The dawn of social iest
(Amanecer de la justicia social)[Fig. 8], it shoascouple in evening dress dancing
under a crystal chandelier, while two rural womed &wo hands — one reaching out as
if to grasp something, the other a clenched fi$brm a quarter-circle beneath them.
One of the rural women has non-European featuresgnander of the fact that
colonialism occupied a central place in Renau'stamndolleagues’ global understanding
of social injusticé? But as this was not necessarily a big issue ferplitical left in
Spain, we can assume that their knowledge of caliem was largely shaped by
features in foreign magazines likel-Z, which did address such questién#. is also

notable that all but the couple appear to have gedgeout of a dark haze, and that the

8 Cruz, R.En el nombre del puehl&0.

8 Cf. Juan Renau's references to the Republic asputfiquita’ (little Republic) that would make no
substantial differenc&asos y Sombrag90.

% Rosa Ballester, Manuela Ballester's younger siséed, in a 1979 interview that Renau would make
references to colonial abuses from the early stafjbs political activism. See CDMH (Salamanca)
Fuentes_Orales-Mexico, no 10, 10. B@tho andEstudiosincluded articles of colonial abuse with
relative regularity.

8 Manuel Monleon, the other main artist working Estudios even copied a Heartfield image foi-Z
showing a black and a white clenched fist nextatcheother @b schwarz, ob wej2931) for his
cover forEstudios 126 (February 1934).
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women, observing the dancers with angry expressibagse an almost ghost-like
quality. It is as if the politically and histori¢ploppressed — appearing as a form of
repressed social subconscious — have returned noarde their due from those
benefiting from their labour. The montage was ihlielihood made before Renau
penned his call to the inaugural meeting of the ddnde Escritores y Artistas
Proletarios, but it is tempting to see in this cosipon a visualisation of a
revolutionary 'breach in history," providing theckxded with an entry point to a social
space where equality in all its forms may be re@mghand enacted.

The oneiric quality apparent here is in fact a reng and distinct feature of
Renau's photomontages, through which the inclusibnphotographic reality is
accompanied or even countered by an aesthetic stiggef dreams and nightmares.
While this aesthetic is occasionally attached tesirable possibility, it more frequently
indicates an ideological veil that accompanies abdcures material exploitation,
facilitating viewers' task of 'seeing through' byakimg visible the components and
quality of its fabric. This can be seen in an UmditEstudiosmontage published in
August 1933 where rural workers — mostly women e iling in a field, situated
beneath a pulpit from which a smiling priest te¢hem 'Resignation, brethren. Christ
suffered more for us.'[Fig. 9]Behind the pulpit, at the centre of the pictofiald,
stands a gigantic crucifix, behind which a corptilend visibly content man in suit —
carrying a small yet plainly visible swastika ors lapel — hands the priest a bundle of
notes® The dark palette and sombre atmosphere of the asitign recalls the religious
painting of the Spanish Golden A¥eyet instead of celebrating piety and sacrifice it
denounces religious discourse as a tool to cormgacrisy and legitimise suffering.

Again, such a view would not have been unfamilethie readers dEstudios or
any other radical left-wing magazine. Throughoueé theriod of the Restoration
monarchy (1875-1931), and continuing into the Répab era, the Church was
perceived by substantial sectors of Spaniardsl@gitamising tool for a constellation of
ruling conservative powers, underpinned by a landog elite, determined to maintain
a social system based on rigid hierarchies andipleilforms of exclusion. Indeed,

during the monarchy, with its repressive approaxclrty assertion of workers' rights,

% See page 56 above.

8 Org. 'Resignacion hermanos. Mas padeci6 Cristavpsotros.'

8  Again there is a similarity with a Heartfield mogéa('Der sinn des Hitlergrusses', coveAdfZ
[October 1932]) which shows how a saluting Hitleceives a bundle of notes from a huge suited man
standing behind him. Both images linked the weatthyitalist to fascism.

8 Especially, perhaps, José de Ribera (1591-1652)eantisco de Zurbaran (1598-1664).
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the clergy's often pervasive and direct influenparticularly in cities, in spheres
affecting both political and everyday life madeaitkey symbol of social contréf.
Church collaboration with state institutions blutithe boundary between religious and
political authority, and for the urban poor, espégj the external imposition of a rigid
though arbitrarily applied moral code added to maltehardship a dimension of
psychological abuse. Popular anticlerical views #&ilsld priests to be lazy, immoral and
acting primarily out of their own material selfémest. 'What was the Church?’, a
Barcelona worker asked in 1936, 'Only a chain staling in funerals, baptisms,
marriages, hospitals, education, money-lendingk®acafés® While the poorest were
denied their most basic needs, the Church wasteagse its position to amass fortunes
for itself.

While such hypocrisy naturally embittered those imdisadvantaged by the
system of which religion was an integral part,soagenerated much resentment among
progressive sectors of the middling classes — #wkdround from which Renau and
many of his colleagues came. Their disdain fordleegy, like that of poorer sectors,
was exacerbated by the subsequent opposition aEliuech to Republican refoffin—
although their anticlericalism long pre-dated threp&blic. The influence of writers like
Vicente Blasco Ibanez (1867-1928), a novelist arnlitamt republican who caused
controversy through his newspapel Pueblq contributed to the dissemination of
anticlerical sentiments and had a particularlyrggronpact on the political atmosphere
of his native Valencia. It is said that Renau’s dather, José Renau Montoro, was an
admirer of Blasco lbafiez, and his youngest son wmand later characterise him as an
anti-clerical catholic. It seems Blasco Ibafez waisthe only factor here, however. The
alleged failures of local priests to pay Renau Momtfor his artistic contributions to
church processions, payments which the young Jeaspypically sent to collect, may
well have been enough to stir anticlerical feelimgshe struggling father of fiv&. It
may also have created a psychological foundationhi® anticlerical sentiments of his

eldest sorf?

% For a thoroughgoing analysis of the social rootardf-clericalism on the Spanish left, see Thomas,
M. The Faith and the Fury: Popular Anticlerical Violsmand Iconoclasm in Spain, 1931-1936
(Brighton: Sussex Academic Press, 2013).

%t Cited in Graham, HThe War and its Shado®&9.

%2 As a result of secularising legislation, not to t@mthe recurrence after 1931 of popular antiictdr
protests leading to church burnings, the Churctigdrto identify the Republic as a whole with anti-
clericalism. See, for example, Prestorilie Spanish Holocauyst6f.

% Cf. page 21 above.

® Renau, JPasos y Sombrag9.
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To return to Renau's dark 1933 portrayal of clérmamplicity in systemic
oppression, then, it is evident that the cathobpés serve to broaden the link between
the culture of the church and the hypocrisy depictes well as to emphasise the
benightedness and tragedy of the lives enduredhéyural poor. The scene is infused
with a sense of grotesque surreality, reinforcedhleyfacial expression of the priest and
the disproportionally huge cross with the man behinThe only thing that seems truly
real is the pained expression on the face of onmamowho looks up towards the
viewer.

The grotesque and surreal element of this image greatly enhanced in a
coloured montage series called 'The Ten Commandm@rds Diez Mandamientos),
published inEstudiosbetween February and November 1933atirizing the failure of
the conservative establishment to live up to itsnowthical doctrine, 'The Ten
Commandments' combined caricatures of the rich ghéphic images of brutality and
bloodshed?® The first two installments, arguably the most aspbished from an artistic
point of view, may in this sense be taken as remtasive of the tone of the series as a
whole. The first, "You shall have no other godsobeime' (Amar a Dios sobre todas las
cosa®)[Fig. 10], which is the only one to contain a thuaf humour, portrays a wealthy
man, a representative of the bourgeoisie, who Imasdif taken the position of god.
With a smug smile on his face he is surrounded byey and lightly dressed women
(presumably representing prostitutes). His halomade of bayonets. Here the
supposedly virtuous ruling classes are, in otherdgjocharacterised by narcissism and
megalomaniac ambitions, driven by materialistic i@ss that perverted love and
glorified war.

The second commandment, 'You shall not take theenainthe Lord thy God in
vain' (No tomaras, en vano, a Dios por testigo)[Eld, is more severe in its imagery. It
shows the body of a prisoner, killed by decapitgtiging before a crucifix and a Nazi
flag. The bloody scene appears to be located iwnaedtic saloon, with its dark-red silk
drape drawn back to reveal the symbols that samatiorder. A hand enters the pictorial
field from the right, suggesting an impotent gestior stop what has occurred. Being a
militant atheist, Renau no doubt felt that anyscétr God's help in times of real crisis

% The idea as such came from Adja Junker's seridsagfings of the same title, publishedOnto, 9
(November 1932).

% It was described by the magazine as an 'implacaltigue of the international bourgeoisie'. See the
ad for the upcoming series in the picture sectiolBstudios 125 (January 1934).

® Rather than a direct translation of the Spanislasri have opted to use one of the standard
translations of same commandment in English.

90



were bound to be 'in vain' — especially considethisy 'true' face represented in the
previous installment and his allies as represettect. To some degree, then, his
recycling of the Christian message in this conteay contain implicit criticism against
workers still holding on to religious belie¥Even so, little can detract from the main
charge of the montage, which is directed agairGbd that is portrayed as pitiless and
cruel when his repressive law is offended.

Indeed, as the series continues the scenes becotnenty more formally
complex, but also more violent, gruesome, and shgcK he fifth commandment, "You
shall not kill' (No mataras)[Fig. 12], is illustest with a central figure pasted together
from gunships, the facade of a symbolic 'Parliantérifeace’, and a skull wearing the
royal crown — all surrounded by red smoke and bldahched bodies. In the lower
right corner we see a face which has been cutlinus below the nose, the raw flesh
confronting the viewer like a grisly scream. Simlifathe illustration for the eighth
commandment, 'You shall not bear false witnessnagjahy neighbour' (No mentiras)
[Fig. 13], is built around four corpses whose bl@tdins most of the pictorial field,
while a sign in the lower right corner tells an mmnde that total calm reigns the country.
In these images it is as if Renau sought to shalaidiences into action by the sheer
force of visual horror. Here the real takes onedpminantly psychological dimension;
it manifests itself in suffering, severed limbs tinateriality of our bodily existence and
death®® Photography is used relatively sparingly, onlyt uisough to anchor in reality a
a truly nightmare-ish vision of contemporary Sphnsociety. The hypocrisy of the
Church and the catholic establishment were hetettieacts of extreme brutality, and
politics appeared inseparable from violence.

Like all Renau's Esudios montages, the images constituting 'The Ten
Commandments' series were printed on a separate aadf to allow the possibility of
them being cut out and used as a small posteh&ohbome or the workplace. The idea
in itself blurs the boundaries between the ephele@ printed mass-media and the
lasting value ascribed to more traditional artwpeksd reinforces the fact thestudios

considered its task to be that of fostering anrerditernative culture, encompassing

% Cf. theOrto photo feature, presumably put together by Renditlezh'Freedom to pray and freedom
to sleep.' Here Renau mocks working-class womébepression-hit America for praying for more
jobs.Orto, 8 (Octobre 1932).

% This is also a central aspect of 'the real', agepiualised by Badiou and, before him, JacquesrLaca
(among others). For an brief comparative discussiea Buch, RThe Pathos of the Real: On the
Aesthetics of Violence in the Twentieth Cen{Baltimore: The John Hopkins University Press,
2010), 8-15.
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new arts as well as new morals and education. T Ten Commandments' was
appreciated by readers (and, despite or perhapubeof its grim content, actually
used as wall decoration) is suggested by an anecdopplied by Renau himself,
describing events during the first phase of thd @rar, when all social relations were
indeed saturated with violence. Shortly after beapgointed General Director of Fine
Arts on 9 September 1936, Renau had to visit armsrbbld Toledo, in order to
safeguard the artistic treasures of the city'sedhtid. Entry into the city proved difficult,
as the anarchist militia in command would not retsg any central government
authority. Negotiations between Renau and thd leeaership only took a turn for the
better once the artist noticed that Estudiosseries hung on the wall in the militia
leader's office and could strategically indicatatthe was the creator of the much
admired works®

In terms of form, 'The Ten Commandments' offers ohthe clearest examples
of the fact that Renau's practice also blurred tbendaries between photomontage,
drawing, and painting. To a much greater extent tHaartfield, Renau included in his
montages elements that were visibly drawn by Hérde also made heavier use of air-
brush — a tool which he claimed to have introdutte@&pain before anyone else and
which had quickly become central to his commenp@dter work? In purely technical
terms, this is how he produced the oneiric atmosphbemontages like 'Dawn of social
justice' and, to a lesser extent, the second instat of The Ten Commandments'. Yet
it must be added that a less strictly realist a&thalso formed part of the particular
graphic style ofEstudios and in a sense reflected the magazine's hoasiicspiritual
outlook. Probably for the same reas&sfudioswas the only political magazine which
Renau supplied with designs that were based gntrelair-brush and devoid of overt
social criticism:®

Nonetheless, the general point remains: montageydéess of all contemporary
claims about its quasi-scientific epistemologicatgmtial, was for Renau a technique

that could not be categorically separated from rofbems of visual representation.

190 Cited in Bellén, FJosep Rengl205.

101 Again, this is partly a consequence of him tryingthieve Heartfield's effect without copying all
aspects of his practice.

192 For his claim to have been the first to use airshrin Spain, see interview with Facundo Tomas Ferré
held during Renau's last visit to Valencia. Tomég¢, FLos Carteles Valencianos en la guerra civil
(Valencia: Ayuntamiento de Valencia, 1986), 107.

103 see, for example, his series on the sead@sscuarto estaciones the January issue, 1935. Other
examples include the series entldembres grandes y hombres funestos de la his(ggarurary-
November 1935)El amor humandJanuary 1936), anida lucha por la vidgFebruary-September
1936).
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Apart from the evidence of his own practice, thiaswsuggested by a distinction he
made in a 1933 article 'Cinema and Future Art' QiElema y el Arte Futuro), where
science was described as the ‘'analytical' andhartsynthesising' branch of human
knowledge’® Considering its fundamental nature as assemblaf@tomontage
undeniably corresponded to his 'synthesising’ cayedwhile straight photography,
according to this scheme, can be considered atytmad fragment that can provide
scientific information and direct links between artd material realit§). A clearer
indication of Renau’s view of photomontage asinmsically tied to other forms of art
would come in the 1981 essay where he describedtfitdd as an artist who worked in
the Realist tradition of Goya and Daumier and whousd be seen as a painter using
modern mean¥?

In terms of content, 'The Ten Commandments' refteeind coincided with an
intensification of the social conflicts accomparyiSpain’'s uneven twentieth-century
development, which had reached a new pitch withahieval of the Republic. The
reversal of the 1931-33 republican-socialist camlitgovernment's reform programme
after the right's victory in the November 1933 &tats — just as Depression-induced
unemployment in Spain was reaching its peak — ekated tensions in city and
countryside, and left huge numbers of people withbe means to support themselves
or their families’®’ In the agrarian south and south-west of Spainjm@hmeasures to
protect unionised workers, to guarantee a fairribistion of work, and enforce
agreements on minimum wages were either undernonéghored, and union activity
everywhere was met with increasingly harsh repoes$i Strikes were called
throughout the spring of 1934, all of which endedtalemate or union defeat, and on 7
March the Minister of the Interior, Rafael Alonsal&zar, closed down the headquarters
of the Socialist Youth, the Communist Party and @¢T after declaring a state of
emergency® In the cultural sector, most projects to expandcation were halted and

the budget for the Misiones Pegagdgicas was cutalfy’'® This attack on progressive

194 Reproduced in Pérez Merinero, C. & Pérez MerinBrdel cinema como arma de clase: antologia
de Nuestro Cinema 1932-198%lencia: Fernando Torres, 1975), 46.

1% Forment has plausibly claimed that Renau was rieterested in photography as a potential art form
in itself (though he did, as we have seen, takatgnterest in it as document). See Forment, A. 'El
artista en sus libros. La biblioteca Josep Reldalias,no 9 (1993), 141.

1% Renau, J. ‘Homenaje a John Heartfield’, 454f.

197 preston, PThe Spanish Holocayss2.

198 1bid., chapter 3.

199 1bid., 61, 78. 222 of 315 days of Radical governtpassed with a state of emergency declared,
which meant that constitutional guarantees werpenuded.

10 Huertas Vazquez, Ea Politica Cultural De La Segunda Republica Espafias-27.
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politics was paralleled by a new assertiveness grtioa conservative and extreme right
sectors. The violent activities of fascist groujk® Ithe Juntas de Ofensiva Nacional
Sindicalista (JONS) and Falange Espafiola, therlatteled by wealthy monarchists as
an instrument of political destabilisation, wentgkly unpunished, while the mass
Catholic party, the Confederacion Espafola de Dee@uténomas (CEDA), gaining
increasing influence in parliament, adopted a sérd rhetoric making it practically
indistinguishable, at least to Spain’s contempotafy from Italian Fascism or early
Nazism'! The mixture of Catholic conservatism and fasaiappings found in the
CEDA served for many as sufficient proof that tHd oonservative establishment,
primarily comprised of ecclesiastical authoritiegalthy industrialists, and landowners,
was turning to fascism in a desperate attempt tendetheir respective interests. Hence
the frequent juxtaposition of swastikas with bowigeand religious symbolism in
Renau's representation of the alliance oppresspan$ poor. If the Republic had
momentarily brought hope to the socially and ecaneally disenfranchised, the centre-
right government elected in 1933 (which would fasttwo years) and depended on the
CEDA for its parliamentary majority appeared detiewd to extinguish that hope, if
necessary with the boot of authoritarianism.

The growing unrest of 1934 culminated in a sodiddid revolutionary revolt in
October — the subject of Renau's blood-soakedndtisn of the eighth commandment.
After nine months of continuous defeats, the ledswn no position seriously to attempt
a revolutionary conquest of the state, but whenRhesident, Niceto Alcala Zamora,
invited the CEDA to form part of a new governmantportant sectors of the socialist
movement felt they had no choice but to act agdinsterosion of the Republic’'s
democratic potential. Lack of preparation and aevieng attitude among the socialist
leadership nationally meant that the rising wasftiwidefeated in Madrid and
Barcelona and of minimal consequence in most gplaets of the country. The only
place where the insurrection was temporarily swgfoésvas the northern mining
districts of Asturias, where the terrain and theners' particular skills, as well as
effective collaboration between socialist, commynignd anarchist organisations
allowed the rank-and-file to hold out for two weelR$ie governmental response was
ferocious, and involved the deployment of Morocaaercenaries who used brutal
colonial tactics to terrorise the civilian poputati Once the rising was defeated, the

task of maintaining 'public order' went to Civil &d Major Lisardo Doval Bravo, who,

111 preston, PThe Spanish Holocaysi6.

94



equipped with special judicial powers, used savagéhods to punish workers further
for their insubordinatiof'?

The events of October, despite causing little distoce outside of Asturias,
presented the government with an excuse to unlaaséries of repressive measures
across the country. Workers' clubs were closed,sth@alist press was banned, and
leaders of workers' organisations were arrestecities, towns, and villages. In
Valencia, Renau and Manuela Ballester, with whonmdw& had a six-months-old baby,
Ruy, were among those detain&dExactly how long they were kept in arrest is not
clear, but since none of the available sources ging details on the matter, the
detention was presumably relatively shiéttMany were much less fortunate of course
and thus the demand for a far-reaching amnestytherthousands of people who
remained in prison as a result of the events obkt 1934 would become foundational
to the reconstruction of a new broad left alliarjost as it was later also probably the
most important rallying cry of the early 1936 PaouFront election campaign, as well
as featuring in election posters by Renau and Maniti€Overall the October rising and
its aftermath would have a pervasive impact oragdhs of politics; it raised the stakes
of the social conflicts besetting the Republic, andelerated the polarisation that would
make social relations in 1936 even more explosive.

Considering its repercussions, the October instioreaould not but have an
impact on the Spanish cultural environment too. Aghéhose already committed to
social struggle, reports of the atrocities sene@dttengthen their resolve, while many
who had previously remained detached now felt colegbéo add a social dimension to
their work® In the prologue to Emilio Prados' poetry colleatiblanto en la Sangre
(1937), the poet and publisher Manuel Altolagustated that it was 'necessary for the
year of the bloody repression of Asturias to ardioe all of us, all poets, to feel an

urgent duty imperioso debgrto adapt our work, our lives, to the emancipatory

12 Reports of Doval's abuse provoked horror in therimdtional press and eventually forced his

relocation on 8 December. Ibid., 88. See also QRuEN el nombre del puehl64-67.

Ruy Renau was born on 5 May 1934. Regarding tlestusee 1980 interview with Antonio Ballester
in CDMH (Salamanca) Fuentes_Orales-Mexico, no 8, B&nando Belldn also claims, without
explaining why, that Renau was already hiding ftbepolice in August 1934. S8esep Renau

182. For further, if inconclusive thoughts on thée also, Forment, Aosep Rengul07.

In his 1976 interview with Inmaculada Julian, Rextaimed that the police were often fairly lenient
with him since he was well-known and highly respdgbrofessionally. See Julian GonzaleEgl|.
Cartel Republicanp186.

See in interview with Renau in Garcia, M. etJalsep Renau: Fotomontad@78-280. On references
to Asturias in February election campaign, see @lsz, R.En el nombre del puehl69-82.

See Aznar Soler, M.iteratura espafiola y antifascism62-65.
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movement in Spairi!’ In addition to the overall human cost of the ribe| writers
were also moved by specific cases like the extiécial assassination while in state
custody of Luis de Sirval, a journalist who hadvéléed to Asturias to report for the
Valencian dailyEl Mercantil Valenciangd*® Further protests related to the imprisonment
and torture of the journalist Javier Bueno, andrttwath-and-a-half-long imprisonment
of writer Antonio Espina for writing an article agat Hitler® Such events, together
with the knowledge of book burnings and even harsbpression against dissent in
coercive states like Nazi Germaiyserved as a wake-up call for progressive cultural
producers in Spain, reminding them that their #otis were by no means separate from
broader social and political developments. Thusemwllvarez del Vayo addressed
delegates in Paris at the First International Cesgjrof Writers for the Defence of
Culture in June 1935, organised by the Associaties Ecrivains et Artistes
Révolutionaires, he could justifiably claim that $oke 'in the name of a country that
[had] experienced eight months of tense fightingcidture’, and that 'for Spaniards' (as
indeed progressives of many other nationalitié®,question of defending culture went

'beyond the limits of the purely literaty*'

17 Cited in Fuentes, \L.a marcha al pueblo62.

18 As well as the farcical trial held in Oviedo in A@§35, which made the most respected names of the
intellectual elite (Miguel de Unamuno, Antonio Maclo, 'Azorin’', Juan Ramén Jiménez, Julian
Besteiro, José Bergamin, Corpus Barga, José F gian® to sign a letter protesting against the
sentence. Sdel Sol(11 August 1935).

% Fyentes, VLa marcha al pueblo62. The editors dflueva Culturgincluding Renau) also published a

note declaring their support for Espina. See 'Casatonio Espinalueva Cultural0 (January

1936), 2.

The importance of this knowledge to artists' insileg commitment was emphasised in the memoirs

of Rafael Pérez Contel. SAdistas en Valencia39.

121 Fyentes, VLa marcha al pueblo63.
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5. CREATING A CULTURAL POPULAR FRONT:
NUEVA CULTURA (1935-1936)

It would be in this very highly charged social gralitical environment in Spain that the
most ambitious of Renau's cultural projedtgieva Culturawas launched. Although
first appearing in January 193%he magazine had been discussed among Renau's
closest collaborators in the UEAP since the end 983, when they had agreed to
develop a publication based on a principle of &ctnti-fascism. It would be open to
collaborators of various ideological backgroundslasy as they accepted its basic
raison d'etre It would also be independent not only of the UBAfRLt of all other
political organisations too, the PCE include@ihat said, Renau did seek advice from
the PCE during the preparations, especially afté@ral hopes to engage prominent
cultural figures in Madrid came to nought. But Renaas told by PCE General
Secretary José Diaz and Politburo member Antonije khiat the Party had neither the
means nor the expertise to aid their project anywespfar as the PCE leadership had
any opinions, they added, Renau and his colleagroesd hear them after publicatidn.
But judging from the account which we have fromnJiRenau, the only misgivings
ever expressed within PCE circles came from membeéithe Valencian Provincial
Committee itself, who nonetheless later retractesirtcomplaints after a meeting in
which Josep Renau forcefully defended the magaZ{de.this occasion, as so many
others, wrote the admiring Juan, his brother's aogible arguments simply crushed all
objections like a 'bulldozel)'Despite the limitations imposed on what wouldstlstart
as a self-financed and regional publication (whfas# print was only 1000 copi&s

rather than the national magazine envisafyestva Culturaquickly grew in stature and

1 In his autobiographical notes Renau claimed thattrabthe material for the first issue was put
together by himself, while Rafael Pérez Contelp alsnember of the editorial team, insisted that the
issue was the result of a group effort. See Rehdlotas al margem69, and Pérez Contel, R.
Artistas en Valencigb56ff.

2 Most, if not all, of the founding members were hoeepart of this organisation, and the two
initiatives would often operate in tandem. See Reda'Notas al margen', 479, and Pérez Contel, R.
Artistas en Valencig653.

® Ibid., 473f. Pérez Contel has also stressed tleathih magazine was not tied to the PCstas en
Valencig 651. A slight modification in its organisatiorsatucture occured in the civil war, when
Nueva Culturébecame the official magazine of the Valencianddia d'Intel- ltuals per & Defensa de
la Cultura,' itself closely related to the PoplHaont government. See chapter 6 below.

4 J.'Notas al margem70f.

® Renau, JPasos y Sombra847.

® Pérez Contel, Rartistas en Valencia658.
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reach’ By summer 1936, contributions came from a widegeamf collaborators,

including some who had first rejected the il&&upport groups, formed of volunteers
who facilitated the magazine's distribution, wergtablished in Alicante, Sevilla,

Santiago, and Bilbao, and editorial committee membeere located all over the
country, as well as in Parfis.

Apart from Renau, who has been described as ftharid soul' of the magazine,
foundational figures in the formation biueva Culturavere Angel Gaos, Rafael Pérez
Contel, Francisco Badia, Francisco Carrefio, Juarai8e Armado Bazan, Pascual Pla
y Beltran, Juan Renau, and Antonio and ManuelaeB@l® Angel Gaos, also a
member of UEAP and the PCE, was a powerful oratdrane of the most erudite in the
group™* He was moreover recognised as its best writera assult of which most
editorials were penned by hithGaos also stood out ideologically, as he combined
Marxist convictions with a deep religious sentimé&mérez Contel was a sculptor who
would work with Nueva Culturathroughout its existence, and take command of its
graphic design during the war years. Badia ande@armwere part of Renau's closest
circle of friends since school days, while Serraaanedic and writer, and Armado

Bazan, appear to have been newer acquaintancesénBazPeruvian essayist and

" Josep Renau tended to suggest that the magazinfemees! by him only, while Pérez Contel insisted

that all the editors contributed to the extent thay could. Either way, Renau was by far the highe

earner (apart from his successful career in achiegi he had also taken up a part-time teaching

position at the San Carlos School of Fine Arts983), which no doubt meant the greater part of the

cost was carried by him. See Julidn Gonzalegl Cartel Republicanol86, and Pérez Contel, R.

Artistas en Valencig654, 658.

According to Renau he talked to Miguel Prieto amtiito Serrano Plaja, who in turn had discussed

the idea with théctubregroup in Madrid. See J. 'Notas al margdi0.

There are no exact figures on later print runts,gemgraphical spread, apart from the support group

mentioned in the magazine itself (see no 13 [JABE], 23.) According to both Josep and Juan

Renau it also had some presence in Latin AmeSea.lbid., 459, and RenauPasos y Sombras

346f. For a list of editorial committee members Neeva Cultura6 (August-September 1935), 16.

The exact membership of the editorial board isatedr and may have changed over time. Juan Renau

claimed the original group consisted of Josep ReRéatez Contel, Carrefio, Francisco Badia, Serrano,

Pla y Beltran, Alonso, an administrator and him@edsos y Sombra845). Francisco Agramunt by

contrast claims it also included Angel Gaos, AntoBeltoro, José Bueno, and Armado Bazan, but not

Pla y Beltran, Badia, and Alons&.a(vanguardia artistica300-303). The list above represents the

names present on both lists (Josep and Juan Reéag, Contel, Serrano, Carrefio), plus names that

were elsewhere mentioned by either Renau (ManAelgel Gaos) or Pérez Contel (Bazan, Antonio

Ballester) as having played a significant part fritwe start, as well as hames whose close personal o

organisational ties to Renau mean they can be &sbtorhave been have played a part in the

magazine's inception (Pla y Beltran, Badia).

1 Gaos was inthe PCE from early 1936 at least. Na@altions him as part of the his PCE cell, though
Nadal himself only joined the PCE around the tirhthe general elections in February 19G&mez
Andrés, A. & Pérez i Moragon, F. (Eds.) Emili Goriedal 386. Juan Renau called him an ‘orador
de escandal®asos y Sombrag97.

2 J. 'Notas al margem81f.

13 |bid. Renau claimed that he occasionally left atifaneetings because he was irritated by the
materialist emphasis of his colleagues' sociaitipal, and cultural analysis. See also Agramunt
Lacruz, FLa vanguardia artistica276, 299.
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literary critic resident in Valencia, spoke a numb&languages and would be the first
to contribute with translations of foreign articland document¥. Pla y Beltran, the
UEAP administrator and nominally ‘President’ of Yfa¢encian PCE, was a self-taught
poet. He was one of the few (if not the only omejhie group from a poor background,
for which reason he had been obliged to turn téofgowork from a young age. After
discovering poetry, he had become a prolific andoampromising writer — thenfant
terrible of Valencian letters according to Juan Rénau and would later impress
observers with his ability to connect through h@kwith the most exploited sectors in
Spanish societ{f. Juan Renau was also, as we've seen, active intlhotHEAP and the
PCE, and held positions of responsibility in théevi@ian branch of the students’ union,
FUE, for which he was briefly the General Secret@pmisario Genergl*” He too
wanted to go to art school, but as José Renau Mwrtecided that two artists was
enough for one family, he had to settle for lawdsta instead. The subject did not
interest him and eventually he became a histormahveriter. Antonio Ballester was a
sculptor who was fully involved with local avantrda circles and moreover had close
family ties to Renau, who had married his eldetesidlanuela.

An extended mention needs to be made regarding &anBallester, who
played a pivotal role not only as a co-editor andtgbutor toNueva Culturabut also
as crucial support in Renau's political and adistireer generally. Manuela was herself
an excellent painter, predicted in the late 1920adhieve great succe$shut would
ultimately sacrifice a significant part of her owartistic ambitions for the career of her
husband? Indeed, as Fernando Bellon has suggested, itffisulli to imagine how
Renau's phenomenal artistic output in the Republiears — encompassing, as it did,
multiple forms of advertising commissions, magaalhsstrations, and book covers, as

well as regular and frequent contributions to jpeditmagazines lik®©rto andEstudios

14 Pérez Contel, Rartistas en Valencias57. Pérez Contel did not specify which languabassays that
Bazan provided translations for the first issueiclwimeans his language skills could have included
French, German, Russian and Italian.

* Renau, JPasos y Sombrag850f.

8 Fuentes, VLa marcha al pueblo en las letras espafip23. See also Agramunt Lacruz| B
vanguardia artistica277.

17 Agramunt Lacruz, A.a vanguardia artistica279. Juan Renau also ran the visual arts seacfiits
magazineFUE.

'8 Ibid. 204-262. See also two articlesLiaberintos: revista de estudios sobre los exiliourales
espafioledNo 10-11 (2008-2009): Bellon, F. 'Manuela Ballestga, hermana y esposa de artista' (pp.
148-164) and Escriva Moscard6, C. 'Recordando auglarBallester' (pp. 165-177). There also an
exhibition catalogue, Garcia Garcia, M. (Bdomenaje a Manuela Ballestévalencia: Institut
Valencia de la Dona, Generalitat Valenciana, 1995).

1 See Bellon, F. 'Manuela Ballester, hija, hermaeaposa de artista', 159.
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— could have been maintained without the assistahbes wife?° Even while providing
help, Manuela had to restrain her husband's otserwnbounded eagerness to take on
new projects! It also seems that the couple depended hugely anuMa's mother,
Rosa Vilaseca, to take care of all household dwtiede they worked? Nonetheless,
Manuela's own work would achieve some visibilityrotlgh collaborations with
publishers like Cenit? as well as with magazines lik&rto andNueva Cultura* During
the war years she would take the lead in editirghesr publicationPasionarig as part
of her work for the Committee of Anti-Fascist womd@omité de Mujeres
Antifascistasy?

If these were Renau's key collaborators from thgariméng, various prestigious
names would be added to the listNiseva Culturss stature grew. Among those who
repeatedly contributed with articles and art wotking its pre-war phase (during the
civil war the list would expand even further, abdéicame the official publication of the
main cultural organisation in Valencia. See chaptgrwe find the novelist and
playwright Max Aub, the poet Juan Gil-Albert, arigk twriter César Arconada. Taking
this array in conjunction with the political positis of the editors, the magazine thus
represented a broad and varied ideological outl@loich spanned the spectrum of the
progressive left

In its efforts to co-ordinate the different poldicvoices present in
common opposition to fascismueva Culturaoffered a cultural parallel to the
contemporary political developments which would nomlate in the Popular Front
coalition that fought the February 1936 electidviaterialising (and triumphing) largely
as a result of the extraordinary campaigning of M#rzana, the electoral coalition
would include reformist republicans, socialists amnmunists, who sought to regain
the political initiative and resume the reformisogramme that had first defined the
Republic in 1931-3%’ Even the previously sectarian PCE had, as a rekglass roots

pressure, begun to engage in cross-party collabarat connection with the Asturian

2 bid., 150.

2 Bellon, F. Josep Renal227.

2 See Bellén, F. 'Manuela Ballester, hija, hermaeaposa de artista’, 151.

% Escrivad Moscardd, C. 'Recordando a Manuela Balledi#?7.

24 Apart from articles mentioned in footnote 56 on @a§ above, see photomontage®ito, 15
(September 1933) ardueva Cultura9 (Decembre 1935), 10f.

% Agramunt Lacruz, A.a vanguardia artistica204-262.

% Arconada was a communist, Aub a socialist, andXgikrt not affiliated to any political party.

% For an account of Azafia’s role in the creatiorhef‘Popular Front’ coalition of 1936, see Presfan,
‘The Creation of the Popular Front in Spain’ infom, P. and Graham, H. (Edshe Popular Front
in Europe(Basingstoke: Macmillan Press, 1987), 84-106.
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rebellion. It then, fortuitously, found its marginaarticipation in the electoral coalition
officially sanctioned when, in July-August 1935.etlPopular Front strategy was
endorsed by the Comintefh.

Before considering how these political developmamiisiencedNueva Cultura
it should be mentioned that the Spanish PopulantFn@s not itself free of internal
tensions. These can, in most cases, be traced fadhthat the coalition from the outset
meant different things to its different componentlitcal parts. For reformist
republicans and many parliamentary socialists, dlienate goal was to recover
parliamentary strength and thus defend Republicasttutionality and (especially for
the socialists) the legislative power of parliamdnt enact social reform. For
revolutionary socialists and communists, howevee, Popular Front was primarily a
pragmatic and temporary concession forced by tfeatef October 1934, a defeat that
reminded the radical left once again of its limaas (as similar failed risings had
across Europe since the Bolshevik revolution): rtépessive apparatus of the modern
state would always triumph in an open battle wiglofutionary forces. It was this
insight, plus the Soviet fear of expansionist Nagzisthat finally prompted the
Comintern to admit, at its Seventh Congress of @f-40 August 1935, that the
sectarian tactic characterising its 'Third Periodeded to be abandoned for one
emphasising collaboration with all progressive ipartat least until historical conditions
were more favourable to radical change. Finaliyiist also be noted that many of the
grass-roots constituencies that supported the Bopubnt primarily saw it as a vehicle
to resume the journey towards comprehensive saaoilpolitical reform, however this
was achieved. That this part of the Popular Fromtained an element that was more
radical than the coalition's electoral programmegested became clear when the
narrow electoral win of February 1936 gave rural anban workers across Spain the
confidence to stage a series of land occupatioms adher challenges to industrial
managemertf. As in the first years of the Republic, then, themere different views
within the progressive camp concerning the pacesang@e of the change pursued. The
difference was that after five years of escalatsogial conflict, such disagreements
were potentially more explosive than ever beforailufe to co-operate would now

% Graham, HThe Spanish Republic at WaB-62. See also Haywood, P. ‘The development axfxigt
theory in Spain and the Frente Popular’ in Alexanife and Graham, H. (EdsThe French and
Spanish Popular Front€Cambridge: CUP, 1989)

2 For an overview of the political dynamics of thepBlar Front in Europe see editors introduction in
The Popular Front in Europ€el-20. For the cases of Spain and France, seékgander, M. and
Graham, H. (EdsJhe French and Spanish Popular Fronts8.
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come at a price that progressive Republicans duardly afford to pay.

What kept the coalition together, despite inteteakions, was, as indicated, an
overriding commitment to anti-fascism. The unifyieffect of this commitment was
particularly strong and even broader in culturdiesps, where confrontations between
reformists and revolutionaries had never been agpsis in politics proper. With a few
reservations we can thus concur with cultural histoManuel Aznar's comment that
Nueva Culturabe first and foremost considered an attempt tofar'cultural popular
front.®® The term is useful as long as we Skeva Culturaas the intellectual branch of
a developing social movement rather than merelg asltural project which found a
symbolic counterpart in an electoral coalition. Elaver, it is important to note that it
did not attract collaborators on the basis of amg-getermined agenda. Though its
founding idea was to fortify anti-fascism in andaihgh the arts, it basically operated as
an open forum where the significance of anti-fdascemmitment was constantly
redefined through dialogue and interaction.

If Nueva Culturawas, as its subheading declared, primarily conechitd
the creation of a new ‘intellectual currentiéntacion intelectug| it also stressed to its
readers the need to translate intellectual activity concrete action. The first editorial
stated that the magazine's aim was to overcomeolasixontemplation and that only
action could generate 'authentic creation and tyedli Similarly, in the October-
November issue of 1935, commemorating both the Hgwei&k Revolution and the
Asturian rebellion, the editors asserted, with Mathat the task was no longer 'to
contemplate the world, but to transform it." Awdhat their efforts as 'revolutionary
intellectuals’ would add but 'a grain of sand'tkee 'dynamism of these terrible and
decisive times,' their labour would be 'in vainthiey could not make readers ‘play an
active role' in the process of contemporary hist@wly by convincing a broader
population to turn to action would progressives sgndhe force to overthrow
'imperialism' and create 'new forms of human cstexice®*

The responsibility of the artigt this 'drama’ was discussed in an open letter to
the sculptor Alberto Sanchez, written by Renau @adrefio and published iNueva
Culturas second issu@-ebruary 1935). Entitled 'Situation and HorizorisSpanish

Visual Arts: Letter from “Nueva Cultura” to the Sptor Alberto’ (Situacion y

%0 Soler, M. A. ‘La revista Nueva Cultura y la constion del Frente Popular cultural de la revolucion

espafiola (1935-1937)’ (Faximil Edicions Digital§0B).
¥ Nueva Cultural (January 1935), 2.
%2 Nueva Cultura7-8 (October-November 1935), 2.
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Horizontes de la Plastica Espafiola: Carta de "Nu&awéura” al Escultor Alberto), the
text starts with four 'objective facts' which, aatiog to the authors, justify their
intervention: first, the fact that an increasingnier of artists supported the anti-fascist
cause, which they understood to be about combatirignticulture resulting from ‘the
decomposition of capitalism’; second, that theyspea that the current system needed
to be changed for one that was 'more just andnaitias well as conducive to the peace
needed to create art; third, that they understdwd only 'the true people — that
composed of workers and peasants — may createdhisty’; and fourth, that despite
these insights many artists had not understood'ftrenidable role of culture' in
maintaining the present system. After offering ateeded analysis of the development
of Spanish arts from the early twentieth centuryh®ir present day, the authors then
criticized Alberto Sanchez, who, in spite of hisrtnendable attempt to give tangible
expression to life in the countryside, had failedreépresent the reality of rural social
relations. Even though his work sought to connetth whe spirit of the Castilian
landscape, it seemed oblivious, Renau and Carrefiotamed, to the present revolt of
its people. This was a consequence, in their vidihe fact that Sanchez had allowed
himself to be influenced by the 'idealist’' and edagt conceptions which unavailingly
limited the social impact of contemporary art. Tdesnceptions, rooted in the notion of
‘art for art's sake," diminished the content of Wk and tied it to an individualist
paradigm, which ultimately deprived it of the masiportant capacity granted art: its
ability 'to establish spiritual contact between ges.' The solipsistic decadence which
took its place undermined, in other words, the ibadgy of art contributing to social
mobilisation — a 'fact' which could only aid, infiRe&1 and Carrefio's view, the advance
of fascism??

In his short reply toNueva Cultura Alberto Sanchez declared himself to be
prepared to join the revolutionary struggle, buggested that to debate whether abstract
art was 'bourgeois’ or not was a waste of time.taddy, Renau's art-theoretical
argumentation may — not least from a present-dagppetive — appear unproductively
rigid,* but it should be reiterated that terms like alasiba and realism should not be
understood too literally. The opposition was note dpetween non-figurative and
figurative representation. Rather, as in the ditiom between collage and

photomontage, the former is concerned with theretexal and practical limitations of

% Nueva Cultura2 (February 1935), 3-6.
% Renau himself later admitted that the argumentgmtesl in the letter may appear 'a bit naive and
schematic' (un poco ingenua y esquématica). PéeteC R Artistas en Valencial 37.
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representation, whereas the latter refers to somd &f engagement with social
reality>® What Renau and Carrefio criticized was, in essemtddea of art as self-
referential experimentation or as a self-justifymgsuit of some timeless Beauty. Even
if such art is not necessarily socially inconsediaénn the long terni® Renau and
Carrefio's critique must again be understood icdiméext of contemporary political and
cultural demands for immediate collective actioeaksm, thus understood, was (and
is) the only way to speak directly to ‘peopleso-use their own description of their

audience — rather than 'individu&ls'.

The 'Dark Testimonies of our Times' series

Renau's own answer to the challenge of formulaBinginnovative and politically
effective response to his times had been foundwelse seen, in photomontage, a
technique which he developed furtherNimeva Cultura and especially in the series
'Dark Testimonies of our Times' (Testigos Negros Nigestros Tiemposy. '‘Dark
Testimonies' did not start out as a series of nga#dnased on photography, but its core
idea was from the beginning to use documents tbhatdwnmask the reality of fascism.
The first couple of installments consisted of gsote@m speeches, books, and other
material, arranged as a textual unit and accomgahie commentary to make the
significance of the excerpts plain to &llfhe fourth issue dilueva CulturaMay 1935)
was conceived in its entirety as an installmentDafrk Testimonies', highlighting the
dangers of fascism through detailed analysis oftissitzs, tables, political
documentation, as well as photographs taken frorm@ey and Italy? Also anxious to
point out the real danger of fascism rising to poweSpain, the introductory editorial
offered a historical analysis of the emergence wbpean fascisms which highlighted
similarities between the context of continental regeand the contemporary Spanish
situation (pointing broadly to a political and eoamc crisis that leads Capital to side to

with anti-liberal forces, forming an alliance aimgimprimarily to defeat Marxism and

% See pages 83f above.

% See pages 32f above.

% Renau later claimed that the letter had signifi¢antact among cultural circles locally and even
nationally. Pérez Contel, Rrtistas en Valencial37.

% For an analysis covering every installment of ggides, Revert Roldan, J.misseny grafic en
revistes valencianes: Grafica i retorica en Nuewdt@a (1935-1937)unpublished PhD thesis,
University of Valencia, 211-238.

% See number 1 (January 1935), 6f; number 2 (Febydi®85), 8f. The installment appearing in
number 3, 8f, is the first to include photography.

0" Including some pictures previously used for thetptseries 'Dark Pages of War: what they concealed
from the people' ifestudios August to November 1933.
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defend an order conducive to their material intsjedt ended with a passage which
later, against the reality of Francoist repressiooyld appear darkly prophetic to Renau
and the otheNueva Culturaeditors?

Just as in ltaly, in Germany, and in Austria — jastin all fascist

countries, incapable of saving their national beorgie from the

mortal decadence of capitalism — they will mounteh@®n top of the

Spanish people, on top of its hunger, its misergd &8 toil, an

absolutist state of military men, clergy, and aduegrs at the service

of capitalists and landowners. They will lock aw&yanish culture in

dark seminaries, and through this tragic Spanigimtnwill burn yet

again stakes of the Inquisitiéf.
Against this threatNueva Culturareiterated its commitment to fight on the sidetioé’
people’, to join the workers' militias to opposes# 'who carry in their hands the yoke
of servitude and the arrows of martyrdd.'

In the more image-rich instalment of 'Dark Testimegshthat followed, the focus
would increasingly turn to Spain, and Renau would 0 his ominous rhetoric a dose
of bitter sarcasm. This was particularly evidentti@ sixth instalment of August-
September 1935. Entitled 'Spain through the glas$d3on Salvador de Madariaga'
(Espafna a través de las gafas de Don Salvador darMga), the montage combines
excerpts from two books by Madariaga, then the Bparepresentative in the League of
Nations, with images from key events from the Rdéipah period. The first pairing
consists of a quote which states that the Spaisdrit a citizen of an egalitarian state
like the French, nor is he a member of a natiooeiesy like the English, nor a subject
of an empire like the Italian or the German of ypdde is a marf Below this quote we
see an image of dead bodies scattered on the gremoh@ group of onlooking police
officers, priests, and soldiers. In reference ®liloody repression of an anarchist rising
in Casas Viejas (Cadiz) in January 1933, Renaysiatasimply reads: 'The Human

Condition: Casas Vieja$§.The conflict between intransigent conservatism popular

“ Cf. Pérez Contel, Rirtistas en Valencig656.

2 Nueva Cultura4 (May 1935), 5.

3 bid.

* Nueva Cultura6 (August-September 1935), 8.

%5 The nation-wide anarchist rising of 8 January 1883 easily suppressed in most of Spain. Many
government supporters as well as the right-wingpepplauded the response of public order forces,
but as the extreme brutality used to suppressshern Casas Viejas became known, the
government — and especially the socialists, whméat part of the coalition — clearly felt eventdo
politically damaging. There are many accountduitiog Ramén Sender’s contemporary eyewitness
reportage. For a concise and vivid historical aotosee Preston, Phe Spanish Holocaust.27f.
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revolutionary compulsion is similarly put in shamgief throughout the composition.
Another quote remarking on Spanish passivity beftire vicissitudes of life is
juxtaposed with an image from the Asturian reballiand Salvador de Madariaga's
suggestion that Spanish society needed politiditinions to have a religious base is
placed next to an image of a burning church. Refgrto a spate of church burnings
that took place shortly after the proclamation led Republic, the caption underneath
states 'New catholicism: 11 May 1931". Apart frdra tact that Renau thus ridiculed the
statesman’s denial of Spanish workers' readinesgltel, it is noteworthy that this
montage also suggests a modification of his rhedbrstrategy. In addition to the
recurring reliance on photography being read a®fprBenau signals here a clear
presumption that his audience shares his understarud the meaning of the events
portrayed. If not, his sarcasm would risk beingungerstood. In itself, this implies that
didactism has here been replaced by an expressiggestive of a discursive
community, a community where the artist addresseaunience less as a teacher than a
fellow activist propagandising for a common cause.

A more elaborate example of this can be found en@ttober-November issue
of 1935, where a four-page instalment of 'Dark ifeshies' appeared under the title
'Let's talk now about the good life in Spain' (Hahbbs ahora del buen vivir en Espafia)
[Fig. 14]. The montage, which is made up of a Iseges of captioned images reading
like a photographic comic strip, starts with a refee to a fortune-teller advert
emphasising the importance of knowing the futurengkrator, whose commentary
accompanies the images, takes this as a starting foo a presentation of Spain's key
cultural institutions, which allegedly offer a salbase for future national development.
The tone is again one of biting sarcasm, as a fewads will show. The reader is
advised not to 'fear' popular enfranchisement,has'distinguished clairvoyant' José
Ortega y Gasset can be trusted to 'prophesizaifues of the masses in their attempt to
direct the destinies of the world." Should the s¥able a sworn atheist, the narrator
presents a child from the Basque village of Ezkiade 'with the same naivety with
which he would pick a number in the national lottevill offer 'a true and disinterested
testimony [...] of having seen God himself in arty image® Catholicism does not
only represent the sole true creed, continues #meator, but has also had a positive
influence on modern culture and the mass mediganSA review of magazines then

shows covers with anticommunist titles and pictuwlesorkers behind bars, and behind

% The village of Ezkioga was famous as a site of Madpparitions that began in June 1931.
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the header oRevista de Occidenteraised for its 'elegant’ propagation of the 'new
conceptions' of 'western idealism', we see twadthiof a swastika. The rest of the
‘culture’ on show is dominated by naked female rfspdabarets, as well as images of
heavy drinking, said to illustrate the intereststls# 'gentlemen’ of the fascist Falange
Espafiola. At the end of the narrative sequencegruaml image of soldiers in Morocco,
the narrator mentions how the Spanish state, asnihw@l tutor' of its population, sends
its young to the colonies for a 'cultural exchangée next picture, taken in Asturias
during the 1934 rising, shows a Moroccan merceteliyng aim with his rifle: the other
side of that generous excharfgginally, the narrator asks, as the reader is fadgédan
image of a working-class woman sitting on the cudss holding her head in her
hands, ‘is having been born Spanish not enoughirtg b tear to one's ey&?"

As in 'Spain through the glasses of Don Salvaddviddariaga,' the images here
are supposed to belie the captions, and thereby @mgarent Renau's satire. Yet in this
montage, the relation between image and text is #edf-evident and can only be
unambiguous if subjected to a predetermined rea@iggin suggesting Renau's trust in
a like-minded reader). Indeed, should the relatimn studied without any fixed
predisposition, meaning seems to come apart, assential indeterminability produces
a cognitive clash between different possible irmetiggions. Looking at the third and the
fourth image [Fig. 15], for example, depicting se&om Ezkioga, it is impossible, on
the sole basis of what is shown, to be certain drehe images confirm or undermine
the claims made by the narrator. The 'reality’ hid photograph is, in other words,
caught in a tension, suspended between divergentsir mutually exclusive and
irreconcilable. One might even suggest the imagesnok so much stage a clash
between interpretations as conjure manifestatidrisvo possible worlds. Either way,
this tension inevitably problematises the inhereidcursive meaning elsewhere
ascribed to the photograph. Yet considering thagtrabthese pictures were presumably
taken from mainstream media, this too may be unoiedsas part of Renau's objectile.
What is undermined, on such a reading, is firstfaneimost the truth of the photograph

as it appears in the 'bourgeois’ or 'reactionagssp Needless to say, the distinction is

“7 This picture was a reproduction of the coveCaobnica 28 Octubre 1934.

8 Nueva Cultura7-8(October-November 1935), 12-15.

49 Renau said in a 1978 interview that the 'Dark Testiies of Our Times' series aimed to turn
'reproductive media' into ‘productive media' —aesnent which seems to have referred to a process
whereby images that already in the public sphezeggaren new meaning by an artist who inserts them
into a new context. See Tomas Ferré, F. 'Los emtalencianos en la Guerra Civil Espafiola’ in
Aguilera Cerni, V. (Ed.)Arte Valencianp189f.
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purely ideological.

The quest for a cultural alternative

Nueva Culturehad from the outset sought to occupy a ‘criticalemical, and creative'
position vis-a-vis Spanish mainstream media. Atoeidl column entitled ‘'Index of the
Spanish press' (indice de la prensa espafiola),adpgein the inaugural issue,
maintained that the lamentable 'material and galitisituation (referring, in effect, to
ownership structures) of national magazines hadetlirthem into instruments of
'spiritual oppression.’ This was doubly significamce the press, together with the
cinema, constituted the ‘primary indicator' of @mnporary cultural life and a
predominant '‘pedagogical influence' on 'the masséds.order to clarify the pivotal
justification and ambition of their own endeavahen,Nueva Cultur& editors offered
an overview of its relationship to its main ‘comipats’.

After a quick review of the dominant conservaticatholic, monarchist, and
fascist magazines that constitutétbeva Culturs main adversaries, as well as
‘pornographic’ general interest magazines dismiasetlue expressions of a 'decaying
bourgeoisie,’ the editors turned to publicationsciHay closer to its own ambitioh.
They commended the socialist papeviatan while suggesting that its exclusively
political content was too narrow to address themn anterests, and also expressed a
recognition of certain ‘healthy' and ‘authenti@neénts in anarchist magazines like
Estudios and La Revista Blanca which otherwise suffered from a degree of
'disorientation’ and 'anachronism.'

The two most important titles ilNueva Cultur&s overview were the well-
establishedRevista de Occident€1923-1936, 1963-present), founded by Ortega y
Gasset, and the liberal cathol@éruz y Raya (afirmacion y negacioil933-1936),
founded by the writer José Bergamin. These werendddgo constitute the only two
Spanish publications representing a truly moderiium Revista de Occidente
incidentally the first magazine that Renau had letyiread in his youth — was praised
for the high standard of its literary and philosmph content, but was considered too
liberal and germanophile in its political orientati Cruz y Raya described as a
'national response’ to the 'cold occidentalismOafega's magazine, was praised for

having followed a broad and liberal path, despiie growing influence of fascism in

% Nueva Cultural (January 1935), 1f. The column was written Ingél Gaos. Renau, J. 'Notas al
margen' 469.

L The criticism was in one sense remarkable, since®&as himself the creator of some of these
'‘pornographic' images. Bellon, Josep Renaul89. Cf. photomontage entitled ‘'La Rosa', publisim
Cronicain April 1936. Cut out available in Archivo JosBgnau, 84/2.2.
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conservative circles. The editorsifieva Culturashared its desire to take as their point
of departure Spain’s own realities and to credteatonal culture’, but crucially did not
want to suggest (as they impli€tuz y Rayadid) that certain religious or political
forms could be seen as consubstantial with whae#nt to be Spanish.

These comments, read in conjunction with Renaut®gpgective ones on the
magazine's birth, highlight not onlueva Culturs critical role but also give an
indication of how it conceived of its positive autal contribution. Fundamentally, the
aim of the magazine was to formulate a new cultmarative, departing from the
'moral conservatism' and 'spiritual autarky' dieebte, as Renau had pointed out, in
Republican reincarnations of Golden Age art as veall in fascist manifestations
appearing at the extreme end of the essentialgttgpn. Iltwanted to lay the basis of
lasting change, influenced by international progiresideas as well as healthy national
traditions. ThusNueva Culturahoped to dismantle the rigid and discredited value
hierarchies on which fascism too ultimately reliéatdeed, to its editors, anti-fascism
did not only signify a combative stance againstenbreaction, but a commitment to a
different cultural order that would make the futwesurgence of fascism a practical
impossibility. Similar feelings among progressietsewhere help to explain a Europe-
wide concern with cultural renewal (seen not l@aghe work of the Frankfurt school
and the writings of Antonio Gramsci) — a concdratttook many forms in the interwar
years. To achieve such radical renewal culturadpecers needed to embark on an
exploration of the unknown, to unfix the boundariefs collective and individual
existence. New cultural possibilities had to beicalated for alternative cultural
identities to be imagined. To such endsieva Culturaadvocated the creation of a new
Spanish 'myth? incorporating what was useful from the past iadically reformulated
cultural self-perception. Constituting, in effea,new 'social imaginary;' this myth
would serve as an ethical foundation for the 'predl rational' system posed to replace

%2 Nueva Cultural (January 1935), 1f.

% The use of the term 'myth’ suggests the influeridBeoFrench syndicalist thinker George Sorel, who
stressed the importance of myth in people's lidesvever, there is no mention of Sorel anywhere in
Nueva Culturaand | know of no other indication that Renau rhigéwe read him.

* This term does not appearflueva Culturbut is useful as a clarification of what the editeought
to change. First elaborated by Lacan in the 19P@sconcept of the 'social imaginary' was taken up
by theorists like Cornelius Castoriadis and Chafedor who described it as the way in which people
imagine the society which they inhabit and sustBinthis none of them mean a visualising of an
abstract representation of institutions and prastibut rather of significations (Castoriadis) vhic
come to hold together shared meanings in socienanderlying moral order (Taylor) which
consciously or unconsciously informs behaviour rmlight. Both Castoriadis and Taylor can be said
to place the individual as a (trans)formative andéproductive agent of social institutions at the
centre of their theoretical concerns.
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the capitalist order in Spain, as well as a soafgaspiration for future artistic creation.
The last installment of 'Dark Testimonies' to bdélmined before the start of the
civil war, an installment entitled 'Anathema’, gaasgression to a clearly millenarian
dimension of this aspirati®h[Fig.16]. Here an old myth is invoked to speak loé t
coming of a new one, as the prophet Isaiah emdrgesthe Old Testament to witness
the cruelties and injustices of the modern day. Timages consist of small
photomontages depicting contemporary scenes oélsogsery while the captions are
taken from the biblical original where the proplspeaks of a coming judgement —
depicted as a popular revolution — against Judakhd first instance, the montage thus
provides another example of how Renau criticizddaditionally Christian society by
using elements from its own cultural canon. Yet tistorical overlap produced by the
juxtaposition of Isaiah with contemporary eventsarguably the composition's most
salient feature, and emphasises how social inpigtitd violence have deep historical
roots which can only be overcome — as the Clang UEAP manifestos also stated —
through a complete break with history. Accordinghe vision, true change will only
come with what Juan Renau called the 'quotidiaralFludgementyindicating the

powerless and signalling the dawn of a new wefrld.

Turning principles into practice

The values projected onto this new world are ndg tmbe detected iNueva Culturss
textual and visual content, but also in its edabrpractice. Relations between
collaborators were, first of all, based on a clpanciple of egalitarianism. Though
Renau was a key figure in the founding of the megazthere was no single voice
standing above the rest at editorial meetingsdadlisions were taken collectivelyAs

a result, these meetings, typically held in theand run-down Ateneo Musical, which
had the advantage of being visited by neither thleeg nor its own members, would
often involve epic discussions and heated argumi&aiscontributions were welcome,
but nothing went into print without first being stinised by the group, and editorials
were only written once divergent views had beenthsgised into one. According to
Juan Renau, the intensity of the effort often tb# participants exhausted. 'We left

those glorious and torrid meetings like convaletcafter a devastating typhus: rickety,

% Nueva Cultura12(May-June 1936), 12-14.

% Renau, JPasos y Sombra851.

" lbid., 346. Cf. Pérez Contel, Rrtistas en Valencig654f.
8 Agramunt Lacruz, A.a vanguardia artistica299.

g a

110



out of breath, beaten to a pulp,' he later wrotieisrautobiography

Around the time of the fourth issue (May 1935),tedal discussions were
moved to a workers' café in the p&rtiere all those present in the café were invited to
contribute with questions and commeftdNueva Culturathus opened its editorial
process to direct feedback from its intended regdeerd allowed them to participate as
cultural producers as well as consumers. While ldteer may be said of other
magazines too, especially where linked to effantereate an alternative, 'proletarian’
culture, such an immediate, and potentially ristgnnection with the readership was
unusual, if not uniqué. It bespoke the editors' aspiration to a ‘profoimahersion in
the community' and to create a 'popular' (though'pmpulist’) publication that would
open up cultural debate to all. To what extentrttagazine actually managed to appeal
to working class constituencies nationwide mayrokcated by the fact that the stated
professions of its various support group memberseigaly suggested a higher socio-
economic positio? Considering that any real engagement with the zings content
demanded a certain level of education, and thati@ilconcerns in general tend to be
less pressing for the poorest, this should not urprising. Nonetheless, in view of
Nueva Culturs commitment to a multilateral process theordicdiled to the
proletarian revolution, workers' contributions, whehey could be secured, remained
vital nourishment for their project.

Nearer to the time of the February 1936 electidhsgeva Culturaexpanded on
this idea and began to engage in an alternativ@oreof the Misiones Pedagdgicas, by
visiting villages in the Valencian countrysitfeThere the editors read out and
encouraged discussion around the magazine’s edgand illustrations — above all, it
seems, the 'Dark Testimonies' series. In the imatederm, these sessions would have
focused on building electoral support for the Pap#ront. Like many progressives, the
group behindNueva Culturawas convinced that another victory for the constve

block risked irreparable damage to constitutionaedloms and worsening social

% Renau, JPasos y Sombra846.

€ J. 'Notas al margem78f. The café was calldel Polp and was then Calle de la Reina.

1 Pérez Contel confirmed thhlueva Culturalso travelled around the countryside in ordemgage
villagers in their work (see below), so it wouldt i@ out of character if they adopted a simiterdus
operandiin the café. SeArtistas en Valenciab53.

2 Other Renau-related magazines that operated witie $ind of feedback mechanism (mostly in the
form of a section for readers' letters) wéngo, Estudios Octubre andNuestro Cinema.

% SeeNueva Cultura10 (January 1936), 15, ahdieva Culturall (February 1936), 21. Members of
these support groups were mainly doctors, skilledkers, journalists, teachers, students, writets an
artists.

® J. 'Notas al margem79. Pérez Contel, Rrtistas en Valencia653.
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inequality, and in January 1936 the magazine ewdatighed a supplement containing
photomontages, a poster, and an ‘electoral mamifesitlining in detail what it
considered to be at stake in the upcoming electfolisthe same timeNueva Culturss
rural excursions also underscored the magazine(sterm goal. By actively interacting
with their rural audiences, they addressed an inmtedolitical challenge in ways
which simultaneously sought to widen the dynamitgrass-roots democracy and to
formulate a new cultural consensus.

Less interactive, but nonetheless worthy of mentiorthe context ofNueva
Culturas extra-editorial activities, was the setting npbDecember 1935 of a ‘popular
cinema study clubGine-Estudio Populgr Renau and his colleagues saw the cinema as
a powerful educational tool, and with this orgatigaal initiative, which was part of an
expanding and diversifying trend during the Repaii year$? they aimed to support
the dissemination of progressive films while aletping members to see the underlying
ideological and economic reasons for what was éir tiew the regrettable content of
mainstream, and above all Spanish, cinéhiEhey had already organised an earlier
session on 17 February 1935 (then without the 'faopin the club name), but this
seems to have been a one-off event, and the inéidid not really develop a regular
momentum until the end of the yéakowever, beyond the two first two screenings,
consisting of Rene Clairshe Last Billionaire(1934}° on 22 December and Mervin
Leroy's American gangster stokjttle Caesar(1931)° on 5 January 1936 — the latter
accompanied by a talk entitled 'On some fascisthsiyt— no details are given in the
magazine about further activiti€The last mention of the cinema club, emphasising

% The manifesto was divided into five sections: fitiadal culture', 'the university', ‘primary eduicat,
'the problem of artistic creation' and 'the natianamorities'. In relation to each of these, thegamine
argued for a politics that would guarantee equeéss to education, a progressive approach to eultur
and science, and complete recognition of nationabrities within Spain, preferably within a federal
state structure or even through full independence.

% Pérez Merinero, C. & Pérez Merinero, Del cinema como arma de clase: antologia de Nuestro
Cinema 1932-193¥alencia: Fernando Torres, 1975, 25.

¢ Renau'sNueva Culturs view was essentially that big capital's owngpshfi the film industry
allowed it to use the medium to propagate its oalues, or simply to sedate workers with mind-
numbing entertainment. For a representative terd, lse 'Manifesto de Amigos de Nuestro Cinema'
in Pérez Merinero, C. & Pérez Merinero, el cinema como arma de clag?1-225.

% Judging from the lack of notices Mueva Culturebetween February 1935 and January 1936, as well
as a note in the January issue (page 13) sayihghih@roject had been long in the making.

9 Original title: Le dernier milliardaire Spanish title £l dltimo millonario

0 Spanish titteHampa dorada

L One section of this talk was reproducediimeva Cultura10 (January 1936), 13f. Here Max Aub
presented a few impressionistic thoughts highlightiow fascism opposed the natural plurality of
‘Life’.

2 The fact that no Soviet film is mentioned, despiau's stated admiration for Soviet film-making,
may partly be due to Republican censorship. Famaetnporary discussion around this, see, for
exampleNuestro Cinemall (April-May 1933), 146f. See also Pingree, G:NBodern Anxiety and
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only its general importance in the anti-fascistgtfle and encouraging the creation of
similar clubs where these did not already exispeaped five months later (May-June,
1935).

Nueva Cultura and the USSR
The positive example and practical inspirationNneva Cultur& pursuit of radical
cultural change was, above all, the Soviet Uniotimiation for the socialist state was
by no means restricted to communist circles in ititerwar period, but would for
various reasons be expressed by observers acegsafressive spectrum — something
true in Spain as well as in Europe more bro&dihe USSR was first of all an ally in
the struggle against fascism, but many would alsoirbpressed with the apparent
success of the Five Year Plans in both rapidly stdlising an agrarian country and
keeping it immune to the corrosive effects of theds Depression. In this sense, then,
the USSR also appeared to represent a superiorlmbdeonomic development, a
model which looked particularly powerful when casied to the malfunctioning
economies of the US and much of Europe. While warke advanced capitalist
countries were left without the means to suppoeirtfiamilies, the Soviet economy
maintained full employment. The optimism, dynamismd vitality that in sympathetic
accounts accompanied the construction of socialisisied yet another dimension to
such foreboding comparisons with a 'declining' vfest

Equally important, however, especially fdlueva Culturaand other cultural
endeavours of its kind, was the perception that WI%SR represented a revival of
humanist values and a new model of social equéalych aspects of the Soviet project
offered an interesting counterpoint for Spanishgpeesives who had seen their hopes
for equality sparked by the Republic, just as thksp underscored why the USSR was
perceived as the antithesis of fasci$mA central expression of these values can be

Documentary Cinema in Republican Spain' in Lar&rand Woods, E. (Edd/sualizing Spanish

Modernity(Oxford and New York: Berg, 2005), 301-328.

Most obviously, this led to the coinage of the téfietiow-traveller', meaning (in this context)

someone who sympathised with the goals of the BeikRevolution but was not a card-carrying

member of the Communist Party.

An interesting empirical study of this can be foumdtrika Wolf's article on the reception of the

glossy Soviet propaganda magaziifeSR in Constructiorsee Wolf, E. 'When photographs speak, to

whom do they talk? The origins and audienc&85R na StroiK@JSSR in Construction).eft

History, Vol. 6, No. 2 (2000), 53-82.

SeeNueva Culturaspecial issue on the Bolshevik revolution (Octoerember 1935). See also, for

example, Cruz, R. 'Como Cristo sobre las agua8., T@dcompare another national context, see Weitz,

E. Creating German Communisichapter 7.

® Hence the Red Army could be referred to as the yAofrPeace'. Sedueva Cultura7-8 (October-
November 1935), 20f.
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found in the idea that the socialist state had oy liberated workers from the
dynamics of capitalism, but had granted them (asRkpublican ultimately hoped to
do) unprecedented opportunities to fulfil theiriindual potential.

A photo-series reproduced in the October-Novem@851lissue ofNueva
Cultura, originally taken from the multilingual propagandegazineSSSR na stroike
(USSR in Constructigr’ offered but one illustration of how such ambitiomere put
into practice. It followed the journey of illitemipeasant Viktor Kalmykov, who takes
up work at the newly constructed Magnitogorsk stdaht. There he finds not only a
secure income and comradeship, but also accesssto éducational resources to help
him develop his intellectual abilities. In the ehd is elected member of the plant's
'industrial-revolutionary council' and nominatea recognition of his achievements, for
the 'Order of the Red Banner of Labour.' Accordimghe accompanying text, the story
of Kalmykov is representative of 'thousands' ofalland urban workers who have all
been transformed in the process of socialist coastm. His was a typical example of
the 'the new man' emerging under communism, grdotethe first time the profound
rewards of civic association and individual groiNeedless to say, the illustrated
story does not give any indication of the extrenagdbhip and violence that the
realisation of the Five Year Plans also entailed.

From a theoretical perspective, the question offétte of the individual in a
collectivist society was central to the editorsNafeva Culturawho sought to counter
all forms of individualism — revolutionary as wels reactionary — with a collectivist
ethos respectful of pluralism. As indicated by trerative of Kalmykov, the USSR
offered potential guidance here, and on an ideosdddevel the country seemed to have
resolved the tension between collective obligatod individual freedom by means of
the concept of 'socialist emulation.’ This was enésd toNueva Culturareaders via an
article by Maxim Gorky, published in the July issok1936!° The highest form of
socialist emulation, said Gorky, drawing on a speew@de by Stalin on the subject,
could be found in the Stakhanovite movement. Naafest the record-breaking miner

who was officially celebrated as a communist roledsl, this movement represented

" The series was originally entitled 'The Giant amel Builder' and appeared iiSSR in Constructign
1,1932.

8 Nueva Cultura7-8 (October-November 1935), 22-25. The pathHingareportage first delivering
individual life stories from the Soviet Union appeéinA-1-Z (September 1931) under title '24 Hours
in the Life of a Moscow Worker Family'. See Wolf,'EAs at the Filippovs”: The Foreign Origins of
the Soviet Narrative Photographic Essay' in RibdltdEd.)The Worker Photography Movemghp4-
131.

" 'Sobre el Hombre Nuevblueva Cultural3 (July 1936), 11.
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‘an explosion' of energy, a celebration of workd,acrucially, a voluntary unity of
purpose? These characteristics brought new impetus to Bstcieonstruction and
would eventually make Soviet citizens, alreadyiabcequal,’ equal as 'men’ — that is,
equal 'in force and value.' Yet, Gorky hasteneddd, this development must not entail
repression of the development of the individuahe ™ore diverse the talents and gifts
of men’, he stated, 'the more abundant will be therk," and the faster the world would
be collectively reorganised along communist liftes.

Similar comments were made at the First Internati@ongress of Writers for
the Defence of Culture in 1935, an event whidheva Culturafollowed with great
interest? One of the principal speakers was French writedrArGide, who began his
talk by stating that it was possible to support ocamism actively while remaining
profoundly individualist. This assertion was bagedhis conviction — comparable to
Gorky's — that 'being as distingbdrticular] as possible is how each individual best
serves the community." Gide, like most delegatepressed his admiration for the
USSR, whose progress offered an ‘unprecedentedasfg®f 'exemplary’ importance.
This admiration led him to add a collorary thesisthie first, namely that 'it is in a
communist society that every individual, the distiveness particularidad of every
individual, may develop most full§?'Gide would later become disillusioned with the
USSR, but considerindgNueva Culturegs determination to seek collective action in
defence of pluralism, it is not difficult to see withese sentiments of Gide’s were
quoted in its June-July issue of 1935 as both iaiphn and prestigious suppétt.

Formulations like those of Gorky and Gide would naty have been read as
attempts to safeguard individual expression inleectivist society, but would also have
appealed to Renau and othbBlueva Cultura editors because of their potential
applicability to the problem of regional nationaii& In his notes on the history and
rationale behind the Valencian magazine (writtea &tne when Valencian regionalism

8 From a less biased and historical perspective tipmssregarding voluntary self-sacrifice under
Stalinism are, of course, very complex. For a ssfptdted social and cultural history, see Kotkin, S
Magnetic Mountain: Stalinism as a CivilizatiéBerkeley: University of California Press, 1995).

8 'Sobre el Hombre Nuevblueva Cultural3 (July 1936), 11.

8 For a comments on the wider impact of the congreSpain, see Anzar Soler, Mcongreso
internacional 77ff.

8 Cited inNueva Cultura5 (July-July 1935), 2.

8 The centrality of Gide's intervention to the phiphical outlook oNueva Culturshas also been
emphasised by Manuel Aznar Soler. See ‘La revisteMd Cultura y la construccion del Frente
Popular cultural.'

8 The other regular contributor who had a strongréstin nationalism and its place within Marxist
thinking was Emili Gomez Nadal.
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was enjoying a resurgerie Renau stressed that its battle against essentmlwas
shaped by the fact that 'Spanishness' tended exdlasively located within the geo-
cultural co-ordinates of Castile and Andalusia. réh&vas thus a certain sense of
exclusion conditioning cultural relations with thmapital, a sense which initially
expressed itself as a ‘provincial complex' but nhatgr have been a significant factor
informing the magazine's opposition to homogenisim@ions of cultural identity
emerging from any centfé.Instead of enforced uniformity within the pres&manish
state,Nueva Cultursg approach to regional nationalism was consequéeased on self-
determination and coexistence via multinationaieinaity®® Here Gide's comment at the
Paris congress provided direct encouragement, apréiaced his theses with the
insistence that it was possible to be profoundgnEh and profoundly internationalist at
the samé? Yet once again it was the USSR that offered tlaetmal example to follow,
as it had adopted a nationalities policy encouigaginat least on paper — the free
expression of national difference within a multtoshl union? This policy was
discussed on several occasionsNoeva Cultura typically in articles published in
Valencian?! but had interested Renau from an earlier dateyimsed by a photo feature
in Orto entitled 'The liberation of oppressed nationaiiie the USSR’ (La liberaciéon de
las nacionales oprimidas en la URSS), publishédigust 1932.

The changes in the USSR were seen to affect ngtwaoitk and politics but all
spheres of life, however. According Mueva Cultur&a October-November 1935 issue,
dedicating eighteen pages to the achievementseaédhialist state, the USSR had also
made huge progress with regards to women's emadiwcipachild care, and the

promotion of healthy sexual and marital relati&¥et revolutionary aspirations went

% This is particularly notable in the recollectionmpaaring in Doro Balaguer's 1994 book on Renau.
That Renau's autobiographical texts should engatipeswch debates is of course not surprising, as
they were written in the early stages of the titzmsito democracy (1977).

8 Renau even talks about a concentration camp logievierse. See Renau, J. 'Notas al mard@f. It
should also be mentioned that the PCE had demagréatker recognition of cultural differences and
even self-determination for minority nations sitice early days of the Republidueva Culturss
approach in this regard can thus be seen as abmmadly accepted position on the radical left. Cruz
R. El Partido Comunista de Espafis30.

8 The clearest editorial statement on this questidound in the election manifesto of February 1936.
According to thisNueva Culturssees 20 century Spain as a product of an imperialist frogad
advocates full self-determination for all its congnt peoples. See 'Manifiesto electoraNieva
Cultura in Nueva Cultura10 bis. (February 1936), 8.

8 Cited inNueva Cultura5 (July-July 1935), 2.

° In reality, however, the nationalities policy o&tBoviet Union was complex and in many cases
extremely violent. See Martin, T. 'The Origins @&t Ethnic Cleansindhe Journal of Modern
History, Vol. 70, No. 4 (December 1998), 813-861.

L The author or translator of these were in all Iikebd Emili Gomez Nadal.

92 See the articles entitled 'El amor al hombre: lmaoa del Bolshevo' (26f), 'Dignificacion de la nitije
(page 27), and 'Hombre+Mujer' (page 29).
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further still. In the article quoted above, Gorkgisted that socialist 'emulation’ must
also come to mean mutual aid, helping one's neigisban everyday life. Soviet
workers had to create new socialist manners, nestoms and morals, making words
like 'comrade' signify more than an 'empty gestir@his, at heart, would lend
substance to its democratic promise of equalityt as passionate dedication to work
would ultimately realise its economic promise obgperity. Taken together, such
political visions combined with tangible technoloai and industrial advances to make
the USSR more than a momentarily impressive exaropkeconomic administration.
For many, especially in progressive intellectuatles, it represented a supreme model
of modernity, and an attempt to realise the highsptrations of humankind.

The influence of the USSR on Renau particularly i@asbut not least related to
the arts. As most progressive artists would hayeeeted, the gradual emergence of a
new life in the USSR was accompanied by new astiivelopments. Different formal
trends had fought for influence since the BolsheéRévolution, but generally, among
different art forms, photography and, above aleona came to be considered the most
characteristic media of Soviet cultifeRenau, as mentioned, was from an early stage
inspired by the cinematographic theories of Pudoviind wrote on several occasions
about the superiority of Soviet cinematography,eesgly compared to its American
counterpart? In the April 1932 issue dDrto, for example, he had argued that regardless
of ideological injections, Hollywood productions deamanifest the cold realities of
American life — mechanisation and standardisatsrpjugation of all 'pure’ human
values to the single-minded goal of material acdatman — and that it was up to
European and Russian film makers to achieve a meeded 'humanisation’ of filff.
In a review of the Russian filfal Camino de la Vida(1931){" directed by Nikolai EKK,

% 'Sobre el Hombre Nuevblueva Cultural3 (July 1936), 11.

% Lenin famously claimed that of all the arts, filnmsvthe most important to the Bolshevik regime. For
a general analysis of why photography and film waresented as particularly relevant to Bolshevik
Russia, see Hauser, Ahe Social History of Art (Vol. 4): Naturalism, Inegsionism, The Film Age
(3“ Ed.) (London: Routledge, 1999) pp. 214-247. Forase detailed analysis of the debates within
the Russian avant-garde, see, for example, BucBloH, D. 'From Faktura to Factograpl®c¢tober
Vol. 30 (Autumn 1984), 82-119. For an insight ithe more prosaic reality of Soviet cinema, see
Taylor, R. 'A“Cinema for the Millions”: Soviet Siadist Realism and the Problem of Film Comedy’
Journal of Contemporary Historyol. 18, No. 3, Historians and Movies: The Stafi¢he Art: Part 1
(July 1983), 439-461.

% Again it may be noted that Renau's advertising wwwdduced some contradictions in his creative life,
as he was, between 1934 and 1936, the main desifpesters for the Valencian film production
company CIFESA. In this capacity, he arguably sgthe very film industry he so severely criticised
in his articles.

% 'Cinema. América y Europ@rto, 2 (April 1932), 31-35.

" Original title: Putyovka v zhizrEnglish title:Road to Life
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Renau further claimed that the superior qualitiRassian cinema was ultimately a sign
of the political and cultural superiority of theopstarian Soviet staf8.lts unique
conditions allowed for the production of a uniquedkof film where form and content
were perfectly fused.

Comparable ideas were expressed beyond the clicle=s] to Nueva Cultura
The April-May 1933 issue ofNuestro Cinemgublished an article taken from the
American magazine€experimental Cinemg1930-1934), where the critic Somerset
Logan argued that Russian film did not include amynanticised features or
‘arrangements' of the facts of daily existenceeéu she claimed, Russia was 'the only
country where film is made from the substance & litself.®® Apart from the
considerable romanticisation that such sentimenteemselves reveal, what is striking
is the similarity between such understandings efpface and role of artistic creation in
the USSR and the foundational artistic vision egpeel in the nineteenth century by
Schiller with regard to arts in ancient Greece.&;lé¢00, art had become inseparable
from life and politics and offered but an immediaigpression of life's self-formation.

Such celebrations of perceived fusions between Idet, and politics hid,
however, a fundamental tension that affected pssyve artists working in the USSR
and elsewhere. If art only reflects the actuallisixg substance of life — being, in this
sense, an exemplary form of realism — it depriveslfi of any ability to influence the
process by which life may change. Its transfornmaticcapacity is, in effect, ceded to
politics ! This dynamic manifested itself with particular ritha in the USSR, where
Stalin famously referred to writers as 'enginedrthe human soul." Literature, in this
phrase, was thus just another tool of socialiststrastion, critical in the design of a
new mode of being and living, but tied, like alhet activities, to an overarching
centralised plan. The direction of human develognbay) in other words, solely and
firmly with the Party. Yet such a scheme jarredwashave seen, with the fundamental
role ascribed to art in many progressive — and @alhe avant-garde — circles. André
Malraux, as a participant at the Soviet Writersh@ess of August of 1934, where
Stalin's phrase was extensively discussed, diplcaibt remarked that 'if writers are
the engineers of the human soul, then they shaatldonget that the highest function of

% 'Cinema: El camino de la vida (Film ruso de Nicekd)' Orto, 5 (July 1932).

% Nuestro Cinemall (April-May 1933), 152f. Cf. Comments made biad Piqueras: 'If at the present
there is any cinema that can be said to be stibisggRussian cinema. But that is because its image
exist in perfect communion with the life it reprat®’ Nuestro Cinemg4 (September 1932), 110f.

10 Cf. Jacques Ranciere's distinction between thstiartind political avant-garde on page 17 above.
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the engineer is to invertt” To renounce artistic autonomy completely and abte
simply translate political instructions into anttstorm was, in this view, to deprive art
of its fundamental mission. It signified an abandent of its commitment to indicate
new modes of life, and replaced innovation withoarfula conducive to mechanical
conformity, especially where artistic as well abestpractices were tied to a singular

revolutionary 'blueprint'.

Innovative realism

While Renau's artistic practice suggests he waglynaspired by Soviet arts before the
imposition of socialist realism, the tension betweeollective co-ordination and
autonomous creation would apply to all socially coitted artists and was clearly
formative also in his own artistic developmé&ttNueva Culturs declaration that the
role of art was to serve as a 'mediator and ineept 'clarifying' the social problems of
the day, appeared to lie closer to a perspectiyghasising the need for collective co-
ordination!®® His general adherence to realism and use of tieéoghaphic document
were likewise rooted in a determination to addresBective experiences. Indeed,
documents, written as well as visual, constitutbd tritical device by which he
anchored his art in the 'facts' of social life, amgarted to it a significance tied to co-
existence and contemporanéftyRenau too worked, to some extent, with ‘unadorned'
reality, if only to expose its contrast to hegeneariligious and political myth'§?

Yet in content as well as form, his was an innosatiather than a conformist
realism. Indeed, in the absence of a victoriousr-ewen a particularly strong —
revolutionary party to drive change and providepiretion, it could hardly have been
otherwise. Art had to lead the way in the quesigen up minds, prompt new attitudes,
and formulate social alternatives. From this per8pe, realism in its documentary
mode may even have granted art enhanced transformahtapacities: art made from
the materials of life may well have been betterigoed to shape life in its own image.

It should also be reiterated that, despite thevasige of the USSR as a practical

101 Anzar Soler, Ml congreso internacional de escritoregs3.

102 Albert Forment and Facundo Tomas have also sughdsiethere was a tension in Renau’s work
between the theory, which tended towards sociadadist dogma, and the practice, which was
formally experimental. See Forment, Jasep Rengul02, and Tomas Ferré,llos Carteles
Valencianos90. See also the analysis of Renau's theoryegbtister on pages 185-195 below.

103 Nueva Cultura 10 bis. (February 1936), 7.

104 Cf. reply to Alberto Sanchez, where Renau and @arreaintain that 'El arte tiene que ser un
concepto de actualidatlueva Cultura5 (June-July 1935), 14.

15 Renau also expressed frustration with artists (edain 19 century realist painters, and, at times,
Sorolla) who tried to cast a poetic gloss on pgvé&ee Bellon, Rlosep Rengul39.
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model, for Renau and the editorsfieva Culturathere was no ready revolutionary
blueprint available for Spain. The aesthetic formualccompanying if not driving
cultural renewal was yet to be discovered, andewtylistic choices may indicate what
Renau himself saw as sound aesthetic principldsedaime, the final answer would only
be provided in democratic collaboration with theggom a new culture was meant to
represent. That said, if utopian promises were tatenalise, it is clear Renau
envisioned some sort of 'rational' consensus —ptece needed to create ‘&t~ to
replace the plethora of voices. Here the influentghe USSR was significant. It
suggested to contemporary progressives in Europedalistic feasibility of a model
where the multiple crises of the interwar yearslddind a radical solution in the
implementation of a total life programme, by foigia collective unity that would
ultimately render the conflicts of politics obsaet

In Spain, by contrast, political conflicts wereillg intensifying, and the winter
of 1935 and spring of 1936 were marked by frengoidtical activity across the country.
Renau first dedicated his energies to campaigmutir the PCE as well dsueva
Cultura, for a Popular Front victory in the February dl@as, and, when this was
narrowly achieved, extended his efforts to furtbeltural change through a revitalised
progressive agendd. The tumultuous months that followed the electiorgse marked
by a continued obstruction of progressive measimeshe conservative elite and
increasingly desperate responses from the peof¢etad. Social relations became
increasingly conflictive and violent in the courdige, where land occupations, always
brutally suppressed by the Civil Guard, were ulteha the only means for many
destitute peasants to attempt to feed their famil@ne such event, which occurred in
the Castilian town of Yeste on 28 May, leading 8deaths (including one civil guard)
as well as scores of wounded and arrested, waupdby the editors dlueva Cultura
(July 1936) as paradigmatic of agrarian conflictoas Spain and an occasion to
reiterate their unwavering solidarity with the rupsoletariat'®® But violence was also
seen to escalate in urban areas, where extremiegrghps, most notably the Falange,
were engaged in deliberate political destabilisatita deadly street battles with left-
wing activists'® Fatefully, the all-republican government, formefteiathe Popular

Front coalition had delivered the desired resuthatpolls, responded to the mounting

1% Nueva Cultura?2 (February 1935), 3.

97 7. 'Notas al margem79. Cf. extract from the interview reproduce®llon, F.Josep Renaul93f.

1% Nueva Cultura2 (February 1935), 3. For a good account of themts at Yeste, see PrestonT e
Spanish Holocausfi 19f.

199 preston, PThe Spanish Holocayst10-127. See also Cruz, Bn el nombre del pueblo.
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crisis with tense passivity. It felt itself to b@pped between two undesirable extremes:
between on the one hand military reaction, widalpoured to be imminent and in fact
prepared in detail over the spring of 1936, on ba tther some kind of popular
revolution. For many among the middling classes awged for the majority of the
Spanish population as a whole, the military opti@s by no means clearly perceived as
the greater dangé'f.

Yet for radical progressives like Renau and hiseegjues, it was evident that the
task of formulating a new cultural matrix for theuntry had to be discussed in
conjunction with increasingly urgent calls to antiGoon this urgency would reach a
new pitch, as the descent into civil war, followifigm a failed military coup on 17-18
July 1936, meant that all progressive organisationlural and political, were forced to

adopt new forms of self-defence.

10 Graham, H. 'The Spanish Popular Front and the @feil' in Graham, H and Preston;TRe Popular
Front in Europe 113.
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6. MOBILISING FOR SURVIVAL:
RENAU'S EARLY WAR POSTERS (1936)

The military rebellion proclaimed on 17 July 1936 Spanish Morocco, across
mainland Spain the following day, was intended asvidt coup d'etat to halt a revived
Republican reform programme. Support for militanytervention had grown in
conservative sectors — civilian as well as militarysince the February elections,
spurred, not only by to the threat of reform, bisbaby a worsening spiral of political
violence, to which its preferred political forceadh at the very least, contribute@n
its own terms, however, the rising failed. Workiclgss militia, together with loyal
public order forces and incensed crowds, rapidijanised to subdue rebelling garrisons
in key cities, especially Madrid and Barcelona. Biteation in Valencia, where Renau
joined those laying siege to the barracks in thghimurhood of Font de Sant Lluis,
took longer to settle, but was secured for the Ripat the end of Jul§in the initial
weeks, the rebels had managed to take about adhittie country — one area in the
north-north-west and another in the south-westd-waould have faced almost certain
defeat had it not been for the intervention of Naegrmany and Fascist Italy. Answering
a petition for military aid, Hitler and Mussoliniest enough planes for General
Francisco Franco — soon to emerge as the undispedeldr of the rebel side — to
transport the Army of Africa swiftly from Morocca tSeville. With Spain's most
ruthless and efficient fighting force thus poisedekpand rebel territory in the south,
the failed take-over escalated into full-scalelanar.

Not only could the central Republican governmertt meutralise the military
threat posed by the rebels, but it was also facmgpme parts of the country, a serious
challenge from the worker organisations that hahed to oppose the rebels. As the
rebellion disrupted official communication channalsd deprived the government of
any control over public order forces (which in somlaces melted away), armed
workers took over control of local administratiomdapolicing. Across the Republican
zone, above all in major urban centres like Barteland Valencia, but also in smaller
towns, the centrifugal force unleashed by the amitrevolt placed trade unions and

workers organisations in an unprecedented postgfguower — a fact which led some,

! For violence as provocation, see Prestoffthe. Spanish Holocaust10-127 (esp. 110).

2 Forment, AJosep Rengul44. See below for a more detailed account obRsrparticipation. For a
detailed account of events in Valencia, see GirBn&uerra i Revolucié al Pais Valencialencia:
Eliseu Climent, 1986.
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especially but not exclusively in the CNT, to annce the start of a proletarian
revolution? There were widespread expropriations or colledis of industries,
printing presses and agricultural land, especiathygre owners had fled the Republican
zone. Confiscations of cultural buildings assoclatgth the aristocratic establishment
or bourgeois elite were widespread td&®enau himself served as main editor for a new
newspaperVerdad which deployed the confiscated printing presseshe regional
right-wing daily Diario de Valenci&) So even though the Republican government had
survived the rebellion, the virtual paralysis dadtetfunctions meant that it had lost the
means to enforce its authority on the remaininguRépan territory. As new worker-led
entities consequently took the tools of change thear own hands, the political class
previously charged with driving reform became omge of a number of actors
exercising decisive influence on the organisatibRepublican life.

Throughout Republican Spain, a reversal of hiefascland redistribution of
public and private space indicated that a new socder was in the making. The twin
events of war and revolution had set new param#é&ersocial and cultural change, and
direct popular participation in politics had sudijetbecome a fact. The precise
organisational character of this participation eliéd with each locality, but typically
involved committees or other local micro-authogt®ubject to a substantial degree of
grass-roots influence.Such local self-governance was particularly chud@ the
revolution as conceived by anarchist and otherrtioen organisations. While
ideologically predisposed to view any state withstilby regardless of the
circumstances, the fact that the reactionary alearesponsible for the coup had been
allowed to form within Republican state institutsoonly strengthened the libertarian
belief that any meaningful revolution had to bedashen an alternative model of social

organisatiori. When an unprecedented opportunity to dismantle stawer presented

®  For a vivid eyewitness account of the revolutiomarcelona, Valencia, and Madrid, see Borkenau, F.
The Spanish Cockpit: An eyewitness account ofghaish Civil War(London: Pheonix Press, 2000).
See also Fraser, Blood of Spain: an oral history of the SpanishilGivar (New York: Pantheon,
1979). Bosch Sanchez, Bgetistas y Libertarios: Guerra Civil y Revolucién el Pais Valenciano,
1936-1939Valencia: Alfonso el Magnanimo, 1983).

* In Barcelona, for example, the revolutionary astishion Sindicat de Dibuixants Professionals
installed itself in the 1'8century palace of the Marquis of Barbera and Msama (on Av de la Puerta
del Angel). See Termes, Josep, Miravitlles, Jaufoajseré, Carle€arteles de la Republica y de la
Guerra Civil (Barcelona: La Gaya Ciencia, 1978), 354. In Vailetice conservative Circulo de Bellas
Artes became the new home of the progressive Poprdait organisation Cultura Popular. Pérez
Contel, RArtistas en Valencigd82. Cf. Abella, RLa vida quotidianal6f.

®  Forment, AJosep Rengul44.

® Graham, HThe Spanish Republic at Wa6.

" Graham, H. "Against the state”: a genealogy ofBlaecelona May Days (193Huropean History
Quarterly; 29, 4 (1999), 485-542.
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itself in the wake of the military rising, libertan organisations took it, unsurprisingly,
with tremendous zeal. Indeed, an almost carnikalditmosphere — as jubilant for those
who welcomed change as it was deadly for those wéie deemed opposed to it —
reigned in libertarian strongholds like Barceloma ao a lesser extent, Valencia, where
the safe distance from any active military fronffle@ively meant that the revolution
was initially the only tangible consequence of trmup® Unlike in Madrid, where
worker militias rapidly had to concentrate theiremges into fighting rebel troops
advancing across the Guadarrama mountains jush mdrthe city, in cities such as
Barcelona and Valencia, deep inside Republicantdgyr the fighting of July 1936
immediately gave way to the construction of a newciety; decentralised and
collectivist, and in which the watchword was ‘etgiian’.

Crucially, however, libertarians were not alondalieving that the defeat of the
coup must be followed by radical social change. Wlan the left of the socialist
movement also participated in the re-ordering afadcand political hierarchies, as did
many relatively moderate progressives, who feltt thee rising had effectively
invalidated more cautious approaches to refoAdditionally each locality would see a
variety of non-politically-affiliated participantsho felt that events could be shaped to
their personal advantageWhat resulted was not simply the replacement bberal
order with a libertarian one, then, but rather &rluy political situation shaped by a
multitude of actors. As was the case with the Paplkfont coalition — which nominally
remained in existence, at least as a term denatiiegllection of progressive social
groups — there was no overarching single motiveirdyithis process, and much less a
universally shared conception of a goal. Yet whaswlear was that the rising had
irrevocably altered the political landscape of 8pé&ior if similar attempts to abolish the
democratic process were to be prevented in thedutaal adjustments had to be made
to the national distribution of political power. #Ate very least, such adjustments had

properly to equip the constituencies legally grdriteneficial reform with the capacity

8 For an overarching account of the revolutionaryasphere in cities like Barcelona and Valencia, see,
for example, Abella, R.a vida quotidiana24, 93ff. See also Girona Albuixech, A & Navarro
Navarro, JSufrir la guerra: La vida cotidiang§Valencia: Prensa Valenciana, 2007), 33-39. Juan
Renau included in his memoirs an evocative desorigf the fear that also haunted the inhabitahts o
Valencia at the time. Sétasos y Sombra872ff. For an account of revolutionary violenoetlie
Republican zone, and especially Madrid, see PreBtdine Spanish Holocays221-303.

® Aclear example can be found in the political cosipon of the revolutionary government in
Valencia, the Popular Executive Committee (Comijektivo Popular). Virtually all progressive local
parties and political organisations, from left-@frtre republicans to the anarcho-syndicalist CNT,
were represented in some capacity. See Giron@u&rra i Revolucip54f.

1© preston, PThe Spanish Holocays221.
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to defend their rights against intractable reaction

Yet to defeat the rising, it was first of all nesasy to meet the military rebels on
the battlefield. What had started as an irregutanggle between opposing groups
composed of worker militias, public order forces\dasome soldiers, as well as
heterogeneous constellations of paramilitary amdian groups on both sides, was as a
result of Axis aid to the rebel Generals rapidlyntng into a total war. With this in
mind, the fact that the coup seemed to have bldvwenpblitical horizon wide open,
making previously abstract proposals for greatemat@acy suddenly appear like
concrete possibilities, would yet be of uncertabmsequence. For as defenders of the
beleaguered central government quickly saw, thealggundeniable fact that the
Republic would be embroiled in a brutal war of $va would inescapably impose
practical limitations on any emancipatory goalsspied. Before any lasting change
could be achieved, then, all advocates of progregsolitics had first to channel their
energies towards the primary goal of overcomingthineat posed by the rebels and their
international backers.

The left-wing organisation that saw this most dieavas the the PCE. Rather
than supporting revolutionary celebrations of loe#lf-governance, which had
debilitated the Republican state from the outsethef conflict, the PCE established
itself as a party of discipline and order defendasgtral government authorityThe
Republican war effort, in its view, had to be pitised everywhere and be centrally co-
ordinated so that all national resources could ds=l efficiently. In concrete terms, this
meant that all industries had to be placed on afaa@ting, that the independently led
worker militias had to be incorporated into a restaimncted Republican army operating
under central command, and that all efforts be madecure international support and
war materiel to match the arsenal of the much bettgiipped enemy. Britain and
France avoided involvement, for a variety of mativiecluding the fear of being
dragged into a larger European conflict, and te énd sought to maintain a continent-
wide Non-Intervention Agreement that only damadesl Republic further (as it greatly
complicated Republican acquisitions and transpbdrims, while doing nothing to stop
German and lItalian supplies from reaching the sb&ventually, in the nick of time in
October 1936, a reluctant Soviet Union broke thpuRé&c’s isolation to send military

aid, for fear that, otherwise, its looming defeaiwd free up German fire-power for

1 For first hand account communist attitudes to thlution in Valencia, see Borkenau;Tke
Spanish Cockpitl17f.
12 See the poster-sized Manifesto published in thiy pewspapeiundo Obrerg 18 August 1936.

125



aggression against vulnerable Soviet frontierss Buoviet intervention vastly increased
the prestige of the Spanish Communist Party, whildo for a variety of domestic

reasons we will consider later, was now rapidlyngeransformed into one of the most
potent political forces in Republican Spain. Ashsuit would become one of the main
drivers of Republican war mobilisation, and its @ewdl centrality to Republican politics
made the party one of the most decisive defendera econstructed (and indeed
expanded) Republican state.

The PCE’s war strategy immediately put it at oddghWibertarian and other
revolutionary groups, who were determined to deferail local conquests of political
and economic power. In response to communist atgertgp restore central state
authority, libertarians declared the PCE to beileogi the revolution. The PCE, in turn,
insisted that communists too were committed to mneolutionary cause, but that,
according to the logic of the Popular Front strgtabis had to be furthered by the
elected government. Hence the communist deputy rBsltbarruri stated, only days
after the July rising, that 'the Communist Partyetto its revolutionary principles,
respectful of the will of the people, places its#lthe side of the government that is the
expression of this will [...]** According to this position, the question was nbiether
or not to support the revolution but rather whatrfdhe revolution should take. Either
way, libertarians would continue to see any defeatexisting state structures as
anathema, and suspected the PCE in particularottfing a Stalinist take-over while
paradoxically protecting Spanish middle-class amdperty-owning interests in the
process? In fact, the PCE's Popular Front commitment tab&rhl public order —
seeking above all to stop collectivisation, matetéstruction and uncontrolled violence
— did earn it important backing from middling aslivees working-class sectotsit may
furthermore be that progressive members of the lmidthsses felt that the statist
policies of the PCE offered not only a superioatggy to mount a viable war effort but
also a preferable means to implement the sociahgdhdhat the coup had seemed to
precipitate. To the extent that such consideratoomstituted another factor contributing
to the PCE's vertiginous war-time growth, they waoedoubt particularly significant in

securing support for the party among Republicatucail producers.

The initial engagement of cultural groups

3 From a speech delivered on 29 July 1936. Text ifP&H (Madrid) Carpeta 17, julio 1936.
14 Cf. Fraser, RBlood of Spain323-334.
5 Graham, HThe Spanish Republic at \W482-184.
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Seeing the rebellion as an attempt to install aesgve reactionary regime, most
writers and artists declared their support forRepublic shortly after the July days. At
the end of the month, a Madrid-based group, repteggthe Alliance of Anti-Fascist
Intellectuals (Alianza de Intelectules Antifascsstdnereafter AlA), published a note
strongly condemning the 'criminal risirt§ The Spanish AIA was initially a product of
the international networks forming around to thei$?&ongress of 1935, but would
become a significant cultural actor only after thiéitary rebellion, when it was rapidly
transformed into the most important associationadists and writers within the
Republic!” The AlA statement of 31 July was indicative of dstlook: it highlighted
that the rising clearly showed, through its 'milgen, clericalism, and aristocratic cast
attitudes,' how old forms of conservatism had ghiaenew impetus by joining forces
with ‘fascism'. Below the statement, over fifty ragpries of various political
persuasions declared their 'full and active iderdifon with the people,’ who was
'gloriously fighting side by side with the Popukmont government?

Composed of a politically varied and broad progwessnembership, the AIA
was a hybrid cultural organisation defending theraa of the Popular Front. The fact
that several prominent members were linked to te@unist Party, among them the
poet Rafael Alberti and the writer Maria Teresa méd Madrid, not to mention Renau
in Valencia, did not compromise its broad PopulesnE commitment — especially not
when the Comintern had adopted a collaborativagradntary strategy anyway. There
seems to have been no direct involvement of the lR&dership in the AIA'S emergence
or in its initial activities?® Yet, as we shall see, the AIA would come to callaie
closely with the party from September 1936, wheam aesult of a change in the central
government, the PCE was offered the culture andattn portfolio and thus emerged
rapidly at the forefront of a propaganda campaanrestore government authority. The
involvement of the AIA in this campaign suggestkdt it too opposed a decentralising
revolution. Like the PCE, the AIA supported callsr fsubstantial social change —
indeed, it would soon become a leading force in expanded cultural reform

programme — but defended structures allowing cham¢pe implemented with a degree

6 El Sol31 July 1936, 6.

7 Aznar Soler, MLiteratura espafiola y antifascismb09f.

8 El Sol31 July 1936, 6. Among the well-know names weuis Buiiuel, Rafael Dieste, Rosa Chacel,
Arturo Serrano Plaja, Luis Cernuda, Maria Zambraanuel Altolaguirre. Rafael Alberti and Maria
Teresa Ledn would soon be prominent members ddridjenisation but were stuck in Ibiza at the
beginning of the war.

¥ That is, as far as | am aware, no one has presaniedvidence of this.
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of centralised control. Beyond such generalitieswédver, the AIA did not formally
attach itself to any specific political factiéhin this regard, the July declaration was
doubly characteristic, both in its celebration opplar resistance against the coup and
its silence on the complexity that consequentlykeadiRepublican political relations.

But if the AlA thus appeared disengaged from pditdebates, it did not wish to
maintain a distance from social and military depedents. This was highlighted by
AlAs Valencian branch, which published as the Asation of Intellectuals for the
Defence of Culture (Asociacion de IntelectualesaparDefensa de la Cultura, hereafter
AIDC). It made a similar proclamation of loyalty the new publication co-edited by
RenauMerdad,emphasising that the support offered by culturaugs in the aftermath
of the coup should not only be moral, but practicel An early example of such
engagement had already been provided by Renaugdthrién first days of the rising.
According the artist's own account, he had beernmaning in his studio on 17 July
when a call from a party comrade informed him o tising in Morocco. After an
emergency meeting with other party members, he ledda group of militants to
observe and if possible attack the barracks of Berfbant Lluis. Their weapons arsenal
had amounted to a total of five automatic pistoid &leven hunting rifles — next to
nothing considering the fire power of their adveysaVhile access to nearby buildings
had allowed Renau to station the few militants thate armed in strategic places, the
situation had remained extremely precarious untiélafor support attracted hundreds
of locals — virtually all women — to come and blawk the barrack gates. To make this
'siege’ more effective, and make the officers withware of the feeling in the street,
Renau had further instructed the crowd to make ashmmoise as possible — to sing,
scream, and shout. The impressive ruckus thatweltbhad finally convinced him he
could safely leave the site to report back to phegdquarters. By then night had fallen.
The next morning, having received reinforcementd mrside information from two
soldiers who had escaped the barracks, the croddibeided to storm the buildirtg).

Although the Valencian writers' association no doekaggerated when claiming that

2 The AIA never published statements outlining a rcfeditical vision. Indeed, considering its
ideologically heterogeneous membership it is diftito see how it could.

2 Verdad31 July 1936, 4. Given the coinciding dates theustrhave been some co-ordination with
Madrid section in the publication of these statetmieanuel Aznar has pointed out that the Valencian
AIDC was founded a few months before the war, oAgdl 1936. But like the Madrid section, it did
not really come alive until after the rebellioneS&nar Soler, M. (EdYalencia, capital cultural de
la Republica (Vol 1-2) (Valencia: Generalitat Valenciana, 2pQ71ff.

%2 From Renau, J. 'Les dones donen vd@tlat, no. 1 (1980). Cited at length in Bellon Jésep
Renauy 193-196.
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most of its members had experienced the rebelhdhe streets or 'sites of danger," and
though that support was anyway only a very smatl glawhy Valencia was held for the
Republic, Renau's direct engagement and that e ahitural workers in the city does
nonetheless indicate intellectuals' desire to gpdte directly and practically in the
Republic's defence.

Artists' and writers' involvement with the fightingok more lasting forms too.
Some, including the poet Miguel Hernandez and thestaHelios Gomez, both
committed to the PCE during the wanvent to fight at the frort: Others organised
cultural events in order to raise funds for mitia More unusuallyNueva Cultura
which temporarily suspended its normal publicatipaot together a military manual,
carrying the titleNueva Culturanakes its best offer to the combatariig¢va Cultura
hace su ofrenda mejor a los combatientes). The ahgmavided 72 pages of detailed
and clearly illustrated information on everythimgrh trench construction to weapon
maintenance information which would have been of incalculabddue as many militia
members heading for the front had not handled gpore®&efore, much less engaged in
regular military comba#ccording to Renau, the idea for the manual camme fnimself
and was accepted by tiNueva Culturagroup after some discussion. To assemble the
content, they approached a high ranking officer vemohusiastically supported the
project by providing technical information and timstructional text® The drawings
were done by Pérez Contel. It is unclear precikely the manual was funded, yet it
was a project of considerable scale, as the fidigiteduct eventually appeared in two
editions, each with a print run between 20,000 4M@00 copie$’On the front page of

the first edition, published in October, the eddbteam inserted a reproduction of John

% Miguel Hernandez joined the party in 1936, Gomez981.

% Hernandez was a political commissar in the battadib'El Campesino' and stationed in Teruel, and
various places on the southern fronts. Helios Géimeght in Aragon, Madrid, Andalucia, and
formed part of the Culture Militias in the Durriivision.

% See, for examples, notesViardadon 11 August (p. 4), 16 August (p. 4), 10 Septenfpe2), all
announcing AIDC exhibitions and fundraising events.

% See Pérez Contel, Rrtistas en Valencig634, and Renau, J. ‘Notas al margdB0. In his
autobiographical account, Renau maintained there tveo officers, while Pérez Contel claims there
was only one. There is, however, an interview wheaau too suggests there was only one (page
186), which means that this is probably the tr@e Julian Gonzalez,Bl Cartel Republicanol186.

% In a 1980 interview Antonio Ballester claimed ttiz Nueva Culturagroup expropriated a print shop
only hours after the news of the rising, and it rbaythat the manual was printed with whatever
resources available there. CDMH (Salamanca) FueBiedes-Mexico, no 9, 45. If nat, it is likely
that other collectivised print shops, ultimately fy the same unions that sent militias to thetfron
would have shared if not entirely carried the ficiahburden. With regards to print runs, the lower
fugure belongs to Pérez Contérijstas en Valencig634), the higher to Renau (‘Notas al margen’
480).
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Heartfield's 'Liberty Herself Fights in Their Rar¥sMade up of a photograph of
Republican militiamen superimposed on Delacroixenic painting of the 1830
revolution in France ('Liberty Leading the Peoplé&)e composition of the image —
foregrounding a scene of contemporary fighting sl@¢de said to mirror the editors'
conviction that the practical struggle against tieacnow had to take precedence over
detached cultural theorising. This was a time wiegry progressive artist had to make
a concrete contribution to the task of defeatimg@mmon enemy.

Within the first month of the rebellion, Renau dmd colleagueslso launched
another specidNueva Culturgpublication, entitledNueva Culturafor those who fight
at the front' (Nueva Cultura para los que luchaneérfrente)® This was more
recognisably a cultural endeavour, combining vigsualand poetry with descriptions of
historical parallels to the conflict, as well adoimmative articles on the war work
undertaken behind the lines. But if the front-liedition thus represented some
continuity with the pre-war magazine, it was noedéths clear that practical
considerations figured among the primary motivatidar this publication too. By
highlighting the value of various contributions tiee war effort and insisting that
civilian tasks be carried out in the same 'comlgasipirit' as the fighting at the front, the
magazine sought to create psychological links betmtae various fronts that had to be
integrated to secure the Republic's survival is tlew kind of war (another edition, of
which more will be said below, was made for agtia@l workers). In this sensHueva
Cultura sought to instil in its readers a notion of tdtaWwhich would inform and
motivate individual action in the war.

Renau and thBlueva Culturaeam thus produced a variety of publications to aid
Republican war mobilisation. Among these, anoth@flmention needs to be made of
the daily newspapeérerdad which unlike the cultural initiatives mentionedoae was
tied to the Valencian PCE (and, to begin with, B®0E) and became a regular outlet
for many Nueva Culturacontributors in the first months of the confli€tUntil his

nomination as General Director of Fine Arts on ®t8mber 1936, Renau formally

% The second edition had a cover designed by RafrekzFContel. See Pérez Contel ARistas en
Valencia 633.

2 The first issue, distributed as a supplemeieialad appeared on 21 August 1936. Four issues were
produced, each printed in 4 000 copies, accordirggreport published iNueva Culturano. 1
(second phase), March 1937. Only two issues sedrave survived to this day and are incorporated
into the facsimile version of the magazine (botinted and digital). In terms of size, they consist
only one large sheet (about A2 size) printed o Isates.

% Nueva Culturavould not resume independent regular publicatiail March 1937.
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shared the editorial position with socialist writdax Aub This arrangement no doubt
reflected the newspaper's initial aspiration, gdaa of PCE policy between 1934 and
1937, to propagandise for unification of the sastand communist partiés.

Yet the most widely acknowledged means through wiitenau engaged with
the mobilisation politics of the early war perioésy without a doubt, posters. Indeed,
having established himself as a prominent commlepoater designer, Renau would
during the war become one of the Republic's mashprent creators of political poster
propaganda. His work, nearly always made for th&,PaE least in the first half of the
war, would in some cases be distributed across IRtigpn territory and count among
the most widely seen of the entire conffitHis forceful images of popular resistance to
the military coup, as well as dramatic exhortatitmgreater discipline, remain to this

day Renau’s most famous contribution to the Repisatiattle for wartime victory.

The politics of poster production

Poster production was, in general terms, the mostespread form of artistic

engagement with war and revolution in Spain aftéB&E* Largely a Republican

phenomenon, as most printing presses were l|ocatetbyialist territory, posters

appeared in the streets of major urban centres salrmomediately after popular
resistance to the July rebellion had formedhe fact that many print shops were
collectivised and run by unions facilitated thelieoation of these postefé.So too did

artists' rapid response to the rising. As for thedus operandior producing posters,

% According to Albert Forment, however, Aub was ranelesent at the magazinkmsep Rengul44.

%2 For a concise analysis of war-time debates arouifetation, see Hernandez Sanchez:Eerra o
Revolucién 183-191 Verdadlater referred to itself as a publication of theEP@hly.

% Jordi Carulla suggests that Renau was one ofehefew to have his worked published Republic-
wide. Carulla, J. & Carulla, A.a Guerra Civil en 2000 carteld® vols.) (Barcelona: Postermil,
1996), 41.

% There are now several studies and exhibition cgteds that include analytical articles on the psster
Grimau, C.El cartel republicano en la guerra ciiMadrid: Catedra, 1979) is one of the earlier
accounts of Republican posters but is still woethding. For an extensive and at times more in-depth
analysis of poster semiotics and communicatioriesjias, see Julidn GonzalezEl.Cartel
RepublicanoThe most extensive collection of reproduction®isd in Carulla, J. & Carulla, A.a
Guerra Civil en 2000 cartelethoughGuerra, A. (Ed.Carteles de la guerra, 1936-1939: Coleccién
Fundacion Pablo IglesiaBarcelona: Fundacion Pablo Iglesias, 2004) is gtsml. For a in-depth
analysis of posters produced in Valencia, see Tdfea®, FLos Carteles ValencianoBor an
analysis of posters in their socio-political cornfesee also Basilio, M. M/isual Propaganda.

% The Spanish printing industry was largely locate@arcelona, Valencia and Madrid. On the reaction
of artists to the coup, see, for example, Termesfidavitlles, J., & Fontseré, Carteles de la
Republica 354f.

% This includedGraficas Valenciawhich published most of Renau's work throughbatdonflict.
Indeed, virtually all of the Valencian print indostvas first run by the Popular Executive Committee
which also commissioned artists to produce recriitnposters for the militias. See Girona, A.
Guerra i Revolucip88, and Pérez Contel, Rrtistas en Valencigd07f.
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there was significant variation, however. Ideoladjic driven practitioners like Renau
and his colleagues typically made posters on th&ir initiative — Antonio Ballester, a
member of Renau's circle from the start, laterncéal that they expropriated a print
shop and were working on posters 'within hourdh@diring the news of the risitig-
while others took commissions from the parties antns that were now the main
clients for publicity work. Large artists unionskd the Sindicat de Dibuixants
Professionals in Barcelona or the Sindicato ded2iohales de Bellas Artes in Madrid,
both with a membership running into the hundrédserated almost like commercial
enterprises, albeit without any strict procedures ifivoicing® Although first-hand
accounts are vague on this matter, such irregidarsieem to be explained primarily by
the fact that war needs still overrode strictlyafigial concerns, and that members were
largely content with the daily union wage of tersg@ms — the same that was paid to
militia men — that they were guaranteed regardfeAsother noteworthy feature of the
commissioning processes, concerning artistic questiwas that it tended to decouple
political and aesthetic aspects of poster desigtistd were, as a rule, free to complete
commissions in whatever style they liked, whichi¢ggfly meant that they continued to
paint just as they had done before the war. Thenitygjwere uninterested or not even
fully aware of how politics could relate to specifiisual traditions! The same may
perhaps be said of publishing organisations toce ®indicat de Dibuixants
Professionaleven made pre-prepared poster designs to whichrganisational name
was simply added once a 'buyer' had been fétu@bnsequently Republican poster
production as a whole showed no overarching pattiemking particular aesthetics with

% CDMH (Salamanca) Fuentes_Orales-Mexico, no 9, 45.

% Miguel Gamonal Torres has suggested thaSihedicat de Dibuixants Professiondiad as many as
1,800 memberdrte y Politica 29. This would have included a significant legivar-time inflation,
as previously unaffiliated people of all backgrosisdught union membership for protection and
material benefits. Jordi Carulla doubts that thenber of active members exceeded 1,000. Carulla, J.
& Carulla, A.La Guerra Civil en 2000 carteleS§3.

% Madrigal Pascual, A. Arte y Compromisa279f. Cf. Julidn Gonzalez, El Cartel Republicanp
102f, 195f .

" The wage, in addition to the protection affordedubjon membership at a time when accusations of
being a counter-revolutionary could have deadlysegmences, also explains such organisations'
rapidly rising membership figures in the first sta@f the war. Julidn GonzalezFl.Cartel
Republicanp100-103, 195.

1 See, for example, Termes, J., Miravitlles, J., &fBeré, CCarteles de la Republic@57. Lorenzo
Goiii, a member of th8indicatin Barcelona, claimed in a 1974 letter to Inmadaldulian that
Russian posters were not well known to them atithe. Seeel Cartel Republicanal95. A similar
statement was made by Fontseré in a 1978 interwbw,furthermore insisted that artists in war-time
Barcelona mainly copied each other. Renau, whaoggzated in the same interview, interjected that
this was not true of his case, as he was more marssof international trends. See Ruipérez, M.
'Renau-Fontseré: Los carteles de la guerra @ieithpos de Historiavol. 5, No. 49 (Decembre,

1978), 19-21.
42 Julian Gonzalez, El Cartel Republicangl02f.
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particular political groups, and individual postefermal qualities would only
exceptionally serve as a guide to publishers' wigiohl orientatiorf? Yet by virtue of
their content, posters would nonetheless offer wepful, if impressionistic, sense of
how the recent events had been internalised andingsaascribed to them. Described
by the Catalan poster artist Carles Fontseré asuticoloured flood of revolutionary
imagery,' they urged people to recognise the grafithe moment, to join the workers'
militias, and to embrace the ideals for which thktias were fighting®*

Posters were, from the very beginning, a constgugpart of the radicalised
atmosphere and gave widespread representatiore tcdhographic myths that fuelled
the revolutionary imaginatioft.'Every union’, Fontseré wrote, 'every little cortie®,
published their own poster; every profession aaddr— hairdressers, taxi drivers, tram
operators — wanted to see themselves in a postakihg the chains that oppressed
them.*® This desire to beeento participate indicates the importance of the Isyti in
revolutionary processes of transformatiand with regard the analysis that follows
here, it is crucial to remember that such symboticupancy of public space was in
itself a demonstration of pow&rThis demonstration could, of course, also enhagake
power. Political posters speak a language of aitthdn this way they foster a
collective awareness of authority, and ultimatedywe as a psychological instrument to
enforce authority as it operates on various sauia political levels. At the very least,
then, the politicised alterations of the visual iemvment in Republican Spain would
have alerted urban inhabitants to the fact thae#iablished order was being forcefully
challenged. Indeed, in Barcelona, claimed Fontgewéters served as a revolutionary
‘certificate’, signalling to the local bourgeoisiat social changes were not simply part
of some 'passing brawl', but the first steps towainé creation of a new sociéty.

But if this change was irreversible, posters alsdicated that there was, as
suggested above, no unified vision guiding revohdry action. They formed no
singular 'certificate’, but rather a wildly heterogeneoussmof certificates, issued by a

range of different self-proclaimed authorities viighto shape a historical moment. The

8 An assessment which is shared by Jordi Carulla.l3e6uerra Civil en 2000 carteleZ1.

“ Termes, J., Miravitlles, J., & Fontseré,Carteles de la Replblic856.

% Cf. Ruipérez, M. 'Renau-Fontseré: Los cartelesdpibrra civil', 12. Cf. Also Grimau, €l cartel
republicang 9, and Gamonal Torres, Mrte y Politica 34.

% Termes, J., Miravitlles, J., & Fontseré,Carteles de la Replblic861.

47 Cf. Susan Sontag's claim that a poster appearitiggicontext of other posters is always competitive
and visually aggressive. Sontag, S. 'Posters: Aideanent, Art, Political Artefact, Commaodity' in
Beirut, M. Looking Closer 3New York: Allworth Press, 1999), 196-218 (see.d6-198).

8 Termes, J., Miravitlles, J., & Fontseré,Carteles de la Replblic856.
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sheer profusion of signs competing for space omuorad city facades clearly signalled
that the revolution was not one but multiple. Indietorn, overlapping, haphazardly
arranged posters may well have given contemporasggrs-by an overall impression of
fragmentation and competition rather than unity atdngth® As an expression of a
new symbolic order, then, posters did not only gt the sudden dominance of
revolutionary forces but also the problem of poétidisorganisation caused by this very

change.

Communicating PCE strategy

As part of its campaign to centralise the Republigear effort, to overcome this
disorganisation and to mobilise the Republican pettn around a unified war vision,
the PCE made good use of various means of propagamidong which posters were
prominent. Organisations like Altavoz del Frentetspeaker of the Front), operating
under the auspices of the party's national newspafpiendo Obrerg orchestrated an
impressive array of propaganda activities, inclgdifilm screenings, theatre
performances, and the playing of music from trutks/ing along the front, to mention
but a few?® Most notably, they organised prolific and multiééed graphic propaganda
campaigns, 'saturating' city streets with slogand a@mages in ways that would
dramatically alter the face of urban environmenevident not least in Madrid, as both
the capital and military front-line, in autumn 1936The aim was to create an
atmosphere in which indifference to the war woutdppactically impossible and where
a restricted number of slogans would be allowedaminate. In pursuing this aim, the
PCE propaganda teams displayed, as several higtohave suggested, a particular
dynamism and skifi? This has to be explained, first of all, with reflece to the fact that

the PCE understood, like no other Popular Frortyp#re crucial role of propaganda to

49 This is particularly clear in images of urban eamiments in the photographic archive of the Junta de
Defensa de Madrid. The archive can be consulteithtligas well as physically through the AGA
(Madrid). See, for example, 33,F,04049,54121,0@]F84049,54123,001; and
33,F,04049,54125,001.

% Alvarez Lopera, J.a politica de bienies culturales del gobierno rbjicano durante la guerra civil
espafiola. Vol(Ministerio de Cultura; Madrid, 1982), 118f. Ferdéa Soria, J. MEducacién y
cultura en la guerra civil (Espafia 1936-193%plencia: Nau Llibres, 1984), 83-85. Hernandez
Sanchez, FGuerra o Revolucigr298-300.

1 The term 'saturate' is taken from the founder ef&llavoz, César Falcon. See Cobbl.Gs
Milicianos de la Cultura40. For the organisation’s own report on its activitisse the second and
third issue of the magazirdtavoz del FrenteRelevant articles are reproduced in Gamonal $pive
Arte y Politica 100-104 Altavoz was particularly active in Madrid, where propagastfarts were
constantly intensified as Franco's troops approlaeltapital in late autumn of 1936. .

%2 |bid. See also Hernandez SancheGkerra o Revolucign300, and Alvarez Lopera, LJa politica de
bienies culturales119.
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a successful mobilisation campaign. But the effijcaCPCE propagandists would also
have been due, as Jesus Hernandez, communist éinfsPublic Instruction between
September 1936 and April 1938, indicated, to thieyjsageneral stress on discipline and
organisation (about which more will be said latdr)is also likely, that the party and
affiliated organisations managed to recruit — paliecause of the importance they
granted visual propaganda production — a disprapw@te number of the most talented
artists>® Among these artists was, of course, Josep Renau.

In order to analyse further how the PCE soughinidiliinto the population a
heightened level of war consciousness and atth@cbtoadest possible support for the
party, the remainder of this chapter will focus matosely on the early war posters
made by Renau. If the efficiency of PCE propagasdzften commented on, little has
been said, beyond the merely descriptive, abougyitsbolic content! A close reading
of Renau's work may thus complement the existitgydture by offering a detailed
study of the visual rhetoric employed by the PCEhbto unite the Republican
population and to strengthen its own position ie trystallising war effort. As
indicated, Renau was by no means the only promipester artist working for the
PCE, but in terms of content his work was repregem of PCE propaganda as a
whole, especially since he often addressed keypoirthe party's war programme.

In this task, Renau had to negotiate a number ofrelated constraints which
had a distinct impact on his artistic output andolvimust inform how we analyse his
war posters. To begin with, war-time poster promunctwas always, as he later
remarked, a 'race against time', often forcingttio settle for less than perfection. On
one occasion Renau even had to run into a prirg ahd draw straight onto the printing
blocks while a car was waiting with the engine lingtt®In Renau's particular case, it is
also clear that additional time limitations obtalnence he was appointed General
Director of Fine Arts in September 1936. From {hisnt onwards, he did most of his

graphic work outside his official timetable of dagi — usually in evenings or at

% Other examples would include José Bardasano, anedtienally known artist who made posters for
the unified socialist-communist youth movement J&u Parrilla, who also made posters for the
JSU. The fact that communist organisations attdattte best poster artists is surely from the faat t
they were typically the biggest 'clients' for swebrk. This is suggested both by the photo archive o
the Junta de Defensa de Madrid, and Fontseré'siacobposter production in Barcelona. With
regard to the latter, see Termes, J., Miravitlles& Fontseré, GCarteles de la Republic&74.

*  Some analysis of this kind is found in GrimauBCcartel republicanoClose readings of some of
Renau's work can also be found in Tomés Feriép$Carteles Valencianpthough the insights thus
produced are only briefly related, if at all, t@ thocio-political context in which his posters agqmeel.

% Forment, AJosep Renaul67.
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weekends, when he went back to Valencia from Maidrispend time with his famify.
Perhaps it was partly for these time-related remsbat Renau later claimed to dislike
most of his artistic output from the war. Anotheolglem making poster production
particularly challenging in this period — a problevhich became more decisive as the
conflict dragged on — was material scarcity. Col@mges were limited and the hues of
final prints unpredictable throughout, and paperaty became a pressing issue less
than a year after the war had begun.

Most importantly, the war years meant that thetredaartistic independence
hitherto maintained by Renau was now sacrificethuour of a stricter observance of
party policy, at least in all matters relating twg-term political and military strategy.
After September 1936, this change can no doubtthibwded to his elevation to a post
where he represented both party and governmeninatianal level, as well as to the
greater discipline required in times of war. FornRe himself, however, a stricter
adherence to the party line would not have creatgddilemma. He always wished to
conform to the content of party teachings, evdmeiinsisted on his freedom to express
that content through innovative forms. This he ngaohto achieve without any real
fight. Indeed, aside from some disagreements wattiath comrades in the Valencian
party, Nueva Cultura’s editorial independencevas, as we have seen, as much
guaranteed by the Central Committee's unwillingnasd inability to engage with
cultural matters as by any assertion of autonomyRenau’s part® But if his (and the
general) tendency to follow the party leadershigalnee increasingly marked during the
war, it was no doubt also because of the sheer sohlevents now unfolding.
Experiences of unseen levels of military aggresaimh violence must have engendered
a greater sense of vulnerability, which would hambanced the need for guidance and a
sense of greater safety in collective responsesRé&sau and his colleagues came to
understand the war as a decisive world historicadnent, the party, together with the
Soviet backing associated with it, must have amzbdhe only force of sufficient

magnitude to actually have an impact on its outcéhhedividual ideas, no matter how

% This is highlighted by Renau in interview reproduige Julian Gonzalez, El Cartel Republicano
190. However, as mentioned on page 159 below, Repatsonal secretary at the General Directorate
of Fine Arts, Antonio Deltoro, later stated thatni@a would periodically disappear from his office in
order to focus on some poster commission. See Farmelosep Rengul64.

5 See, for example, an article entitled 'Litograféala guerra y la revolucion', publisheddidelante(16
february 1937). Reproduced in Gamonal TorresANE y Political80f.

% See pages 97 above.

% Hence, no doubt, his insistence that artists naignise the 'objective’ facts of the conflict. e
facts were often defined, of course, by the comstuaadership.
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grand, logically lost significance in such circuarstes.

Either way, with regard to my forthcoming analydise particular conditions
obtaining during the war meant that Renau's graptopaganda was at once more one-
dimensional in its politics and more variable is #esthetic qualities, compared to his
work of earlier periods. To address questions tétar intent, then, as expressed in war
posters, it is necessary to modify the analyticall@ adopted in previous chapters and
focus on symbolic content rather than form. Theetais indicated, was often simply a
result of practical restrictions, and could thusloger serve as a signifier of Renau's
long-term cultural project, which in any case wag pn hold throughout autumn of
1936 This analytical modification is also required etfact that it is precisely the
contentof Renau's poster propaganda that offers the ngsifisant clues to how the
PCE positioned itself in the internal battles taps Republican politics after the coup.
As we shall see, in order to assist PCE effort@ttoact mass support across class
boundaries, Renau was careful to adopt a symbebkicdn that could speak to
progressive members of the middling classes as agetb revolutionary workers. The
efficacy of his posters revolved, to a large deg@eund the very ambiguity thus
produced. Another ambiguity, similarly introducedréise PCE's profile, resulted from
Renau's tendency to blur the distinction betweety@nd state policy. In combination
they suggest an implicit strategy in Renau's easdy poster production — a strategy
whereby the revolution could be equated with th@u®écan war campaign and the

PCE conflated with the war-time government.

Posters to mobilise the home front

The first poster Renau produced — and accordinigitroone of the earliest produced
during the conflict — is noteworthy because it can be viewed as ahetapillustration

of what would be the changing organisational chargtics of the PCE during the war.
It called on 'workers, peasants, soldiers, intéligls’ to 'strengthen the ranks of the
Communist Party’ and depicted four men, each aeseptative of these groups,
contemplating the situation before them with detead expression [Fig. 17]. The

realistically painted style, underscoring PCE'dtexian of strict discipline, is typical of

€ Such an assertion would seem reasonable in ligiteofact thaNueva Culturaemporarily stopped

its regular publication and that all efforts werementarily geared towards the immediate goal of
mobilising the Republican defence. A return to léegn as well as short-term concerns can be seen
in Renau’s lecture on the social function of thetpoin December 1936, as discussed later, and was
also an intrinsic part of his work as General Diveof Fine Arts, at least after the battle for Mdd

1 Julian Gonzalez, El Cartel Republicanp199.
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Renau's war-poster aesthetic, which tended to nelgvily on air brush — largely
because it was a faster technique than montagteltrackground a large red flag is
tied to the bayonet of a rifle; its hammer and leidk dominating the left half of the
picture, urging the men onwards.

With remarkable prescience, Renau's poster captresmber of important
aspects of the war-time PCE. First of these iddbg already mentioned, that the party
managed to recruit people of different ages andosemonomic backgrounds to its
ranks. The reasons for this are complex and relatedve have seen, to its disciplined
response to the revolutionary events taking pladbe Republic in the aftermath of the
coup. But the party would also owe much of its gssdo its exceptional organisational
abilities. Within its own structures, the PCE wopidneer different forms of integrated
organisations which the Republic would need to bWgveacross home as well as
military fronts in order to survive the challengespd by total wa¥ If the PCE
experienced vertiginous growth after July 1936y#s to a large extent because the
party simply seemed, in the eyes of many, to beotganisation best placed to lead the
war effort.

Yet such assertions cannot be made without referemthe Soviet Union, which
in October 1936 became, as mentioned, the firstoahy state to supply the Republic
with significant amounts of war materiel. As a Heslarge parts of the Republican
population primarily came to associate the flag Renau's poster with the Soviet
Union’s solidarity with the Republic, rather thaonemunismper se.For this reason it,
it could be used to garner support from people wide range of political persuasiofis.
A striking indication of this may be found in anetlposter, made for the moderate left
republican party, Izquierda Republicana, in 1%3Here a foregrounded statue
representing the Republic is placed next to a gpanfile of Stalin, under whose steady
gaze Republican soldiers storm forward. Producedrbgrganisation that cannot in any
sense be called Stalinist, the poster is a powddslimony to the broad prestige
enjoyed by the Soviet Union in the war-time Repuibliat least until victory began to
seem impossible. But if Soviet-related symbols ddahus simply be associated with the
Popular Front as a whole, the party that wouldwdethe greatest benefit from their

®2 These incorporated also youth and women's sectidmnere the same membership hybridity could be
observed. See Graham, Fhe Spanish Republic at WaB0f.

% Ibid., 174, 181. For a contemporary reflection lo@ popularity of the Soviet Union in Republican
Spain during the autumn of 1936, see, for exandpigceli, G. 'La Hora Rusa de MadriMundo
Gréfico 18 November 1936, 8-9.

® Made by Josep Espert.
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proliferation in the Republican public sphere wadaubtedly the PCE.

A more complex use of ideologically charged yet aetically open-ended
symbols can be observed in a Renau poster highigytite importance of domestic war
industries. For financial, geographical, and pciditi reasons, Soviet aid could not
compensate entirely for the asymmetries causeddmyINtervention, which meant that
it was essential for the Republic to be able tadpoe military materiel internally too.
To highlight this need, Renau's poster, made atespaint in autumn 1936, bore the
slogan 'War Industry. Giving us a handle on victqindustria de guerra. Potente
palanca de victoria)[Fig. 18]. Composed mainly afntage, it shows a large industrial
wheel being turned by a powerful arm. Between theeel and the arm appear the
outlines of four bayonets. Just below the wheel red star, in the top left corner the
text 'Partido Comunista'. The link between the aislements, tying together industrial
output with political as well as military goals,asident, and so is the promise of peace
implicit in the tranquil blue sky making up the kgoound. In terms of its visual
symbolism, the design celebrated both worker stfeagd a peaceful yet politically
undecided Republican futuf®e.The latter aspect was particularly important and
stemmed from the fact that the visual languagehefgoster, regardless of its stated
connection with the PCE, was, as we shall see, tppsaveral political readings.

A key characteristic of Renau's war industry postas, first of all, that it
contained symbolic references to autonomous wagokerer as well as statist politics,
and as such effectively served to link libertanawolutionary imagery to the PCE's (in
one sense anti-revolutionary) war programme. Thetnmmediate symbol potentially
giving rise to revolutionary associations is foundthe arm, which by clutching the
shatft is also greeting the viewer with a clenchistidalute. Although in Spain the salute
came to represent adherence to the anti-fascisiecartoadly understood, it was well-
known to have its origins in revolutionary left-wgipolitics®® Further references in this
regard could be derived from the celebration ofustdy — implicit in the elevated
position of the wheel — which can be seen as lirtkethe emancipatory project of the
worker movement as a whole. Yet if many Spanishkexs were now pursuing
emancipatory goals in opposition to the stateyvibeal language of Renau's poster also

represented an endorsement of a state-led modevalution. This is especially clear in

% Unfortunately it has not been possible to estaldislate for when this poster might have been made.

% The clenched fist salute was first adopted in 182€he official salute of the German Communist
Party's paramilitary organisation, the Red fromfiférs League (Roter Frontkdmpferbund) and from
there spread to communist parties around the w8gd.Weitz, ECreating German Communisi3.
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its visual references to the USSR. From an aestlptint of view, Renau's poster
exhibits unmistakable commonalities with the woflSoviet artists like Gustav Klucis,
for example, a Constructivist who used photomontigereate some of the most of
iconic images of the Bolshevik Revolution and $ialn. Indeed, the inclusion of
photography against a simple background, the montaheportrayal of worker
strength, all directly connect Renau's design withvisual culture of the Soviet avant-
garde. The implications of this were not merelylistig. By 'quoting’ (to borrow a term
from Susan Sontag) Soviet precedents, Renau pesséhém as originators of an
authoritative model that Spain should follow in le&mn construction of cultural as well
as industrial modernity. Such articulations of war strategy, above all whied to
definitions of the revolution, would clearly cargy political significance reaching
beyond the war into a post-war future.

Even where purely aesthetic references were ndtlyegppreciated by a general
public largely unfamiliar with Soviet avant-garde,d there was a sense in which the
purely visual language of Renau's poster may hawenpted associations to the
Bolshevik revolution before any other. For the oWWnion was, especially in the
1930s (that is, at the time of the first Five Y&dans), typically and probably more
consistently than any other country representednigges of heavy industf.Yet
again, the propagandistic power of the posterifighe fact that such associations could
not be made unambiguously. Industry had long aated trope of progress in socialist
iconography, and could furthermore be seen in &nstrgvar posters depicting a 'new
Spain”® The desire to further the process of industritibsawould have been shared by
many reformist republicans too, who saw economicebigpment as an integral part of
the overall modernisation of the country. In tresise, then, industry provided a symbol
of material wealth and universal well-being thablsp equally to all progressive
ideologies. It allowed Renau to create a posterdfaged true to his ideological identity

8 Cf. Sontag, S. 'Posters: Advertisement, Art, RalitArtefact, Commaodity'.

% If professional commercial artists had little knedtje of Soviet aesthetics (as suggested by Carles
Fontseré and Lorenzo Goiii), it is safe to assumegdémeral public did not have much knowledge of it
either.

% As seen in international propaganda magazinedJ&8R in Constructigrhis is clearly how
Moscow wanted the country to be presented. Morerzapwork needs to be done on how images of
the USSR were distributed in Spain, but one souses by the mainstream press was a picture
agency run by one of the founders of the Spanisiodiation of Friends of the Soviet Union
(Asociacion de Amigos de la Unién Soviética, AURgrio Rawicz. This would presumably trade
only in images approved by Moscow. See Horacio &miaz's introduction to Rawicz, M.
Confesionario de papel: memorias de un inconforr(galencia: Comares/IVAM, 1997), 25.
Moreover, virtually all posters produced by the Ath8ing the war, including one by Renau, would
include some representation of heavy industry.

" De Luis, F.Cincuenta afigs51.
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without necessarily alienating other groups on l#fe Most importantly, it struck a
balance between celebrating the dreams of revolatjoworkers and acknowledging
the realities of modern war.

Another attempt to strike a balance between rewmiaty politics and
centralised war mobilisation, this time with moramediate impact, was made with
regard to collectivisation in the countryside. Muwafithe agrarian south, which had the
greatest proportion of landless peasants, quickly tb the rebels as they were
advancing from Seville to Madrid. Where collectatisn had occurred in zones
successfully held by the Republic, it was ofteroatentious issue that divided different
sectors of the middling peasantry. In this contbet PCE attracted broad support as a
result of its robust defence of 'law and order' amall-scale private propergspecially
among small landowning farmers in Catalonia anéMala, where a strong libertarian
influence meant that forced collectivisation andhfscations, mostly carried out by
anarchist groups, were more widespread than ircéméral zoné! Yet this was more
than just an issue of local pragmatics or politmgportunism, for the PCE’s position on
collectivisation was ambivalent to the core. Atime when the Soviet Union was
realising a vast collectivisation programme, logaimmunists could hardly oppose the
concept as such. Yet the need to regain centratat@mver food supplies and avoid any
disruptions to Republican food production, critisdden most grain producing areas lay
in rebel-held territory, meant that the party hax reject any ideas of blanket
collectivisation as unsuitable for wartime condisoin Spair? This ambivalence was
also present in the celebrated agricultural deofe@ October, signed by communist
Minister of Agriculture, Vicente Uribe. The decrstpulated that land belonging to
active supporters of the rebellion could be comfisd for collective us€.This was,
however, the only legally expropriable land, andhashole the decree followed earlier
governmental efforts tdimit the impact of collectivisatioff. Even so, the PCE was
quick to make political capital from the reform amgoradicalised sectors of the

peasantry, who were told that the decree repredeaténew era' in the Spanish

™ Graham, HThe Spanish Republic at WEB2. In Valencia, the circle gathered around Rearal
Nueva Culturasaw almost immediately after the July rebelliomhbe sole threat of forced
collectivisation could disrupt food production bigaburaging peasants from working their lands, and
promptly resolved to distribute posters defendhmgyright toproperty among Valencian villages. From
interview with Antonio Ballester, CDMH (Salamanda)entes_Orales-Mexico, no 9, 46.

2 For a concise summary of the PCE position, seeeErRsBlood of Spain291.See also Hernandez,
F. Guerra o Revolucionl60f.

3 Published irGaceta de Madri® October 1936, 236f.

" Point emphasised by Helen GrahanThe Spanish Republic at Wago0.
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countryside. Thus highlighting the progressive eahtof a measure essentially
designed to maintain the status quo, the partydcaldo reinforce its standing among
small and middling landowners who were protectif/éheir private property while also
courting support among rural workers who saw ctlleation as a progressive
redistributive measure that should be officiallpa#oned in the wake of the coup.

An official poster communicating the basic contehthe decree was made by
Renau at some point in October [Fig. 19T.he composition is made up of a peasant
standing in a field, holding a rifle in his raiseght arm, around which falls the
wringing body of snake, stabbed by the rifle's etoOn the shoulder end of the rifle
is written the word 'Decree’ (Decreto), and on bloely of the snake; 'Rebel owner'
(Propietario faccioso). To the lower right cornes see the other hand of the peasant,
holding a sickle. Above this are excerpts from dffigcial text, and a heading which
states:'Peasant, defend with arms the government that gaueland' (Campesino,
defiende con las armas al gobierno que te di@feal).

Renau later claimed that this poster was both tbst midely distributed and the
most poorly executed design he ever put his nafeTioe whole process was done in
in less than twelve hours, and the excerpts hdzbtadded afterward$It appears the
complaints of the artist referred mainly to theklax integration between image and
text. But there is also a sense in which the puwayal elements also fail to speak for
themselves. Had it not been for the qualificatiadded to rifle and snake, the intended
significance of these would have remained elughgeit stands, the composition has to
be read in a rather literal manner; the informabecomes dictated, as opposed to felt,
and the impact of the message reaches the spedfatmugh an indirect and
‘rationalised' route. The reliance on text — indéelposter is one the most 'text-heavy'
Renau ever did — would represent a double weakses® the intended audience
included members of the poorest sections of thesgpgey, many of whom were
illiterate.

The information campaign surrounding the Octobereke did not stop with the
poster, however. Renau also co-authored, togethtér gvaphic designer Mauricio
Amster, an official leaflet entitled7 October. A new era in the countryside' (7 de

Octubre. Una nueva era en el camfid)ike the poster, this leaflet focused exclusively

s Again, we do not know the exact date, but accorttnipe artist himself this was made immediately
after the decree was passed in October.

6 Julidn Gonzélez, El Cartel Republicanp199.

T bid., 199.

8 Published on 1 November 1936, according to the pade.
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on the redistributive aspect of the measure, bigtnbteworthy that Renau also added a
series of references to the Communist Party whighlight its role in the formulation
of the decree in such a way that party and minisegome virtually synonymousit
was a mode of presenting government initiativesctvhivould later be reproduced
within the Ministry of Public Instruction and Finerts and clearly showed how the
party used its governmental positions to gain neamimers? Yet if the leaflet provided
an opportunity for proselytism among day labourpeasants, another spechdilieva
Cultura edition, Nueva Culturafor the countryside’'Nueva Cultura para el campp
would address the implications of the October dedrem the opposite point of vieih.
Here the intended audience was almost certainghlalding peasants, or at any rate an
audience of some level of education, as each issn&ined detailed articles describing
how to maximise production, as well as what fooffisibased on nutritional value,
should be prioritised in times of w&r.The feature discussing the October decree
emphasised more clearly Uribe's stated convictian fiorced collectivisation would be
counterproductive in Spain — a conviction whichsglee the magazine's recurring
features on the Soviet precedent, was allegedlyedhay members of th&lueva
Cultura group®® In short, then, through different outlets Renad &is collaborators
found ways simultaneously to highlight both sidéshe symbolically loaded initiative
and to outline suggested benefits to audiencesiftdreht political orientation and
socio-economic status. Thus the government appearezgpresent the interests of both
middle and working class constituents, while theEP@resented itself — with
guestionable justification but notable success essult of their propaganda skills — as

the driving force behind progressive change.

" For example: 'We are realising the slogans of the@unist Party: to expropriate the land from the

idlers, thecaciquegbosses of clientelist networks][...], to giveatthe living soul of the Nation.'
'‘Communists, together with their socialist brotheepublicans, and all democratic men, have no

other concerns in government than that of workargtie happiness of our people.’

Ministerio de Agriculturar de Octubre: Una nueva era en el canfbiadrid, 1936), 6.

% The clearest examples, discussed by Alvarez Logerdd be seen in the evacuation of the Prado
museum and the opening of a free public museunaienéia which made use of the private art
collection of the Duke of Alba. See Alvarez LopetaséLa politica de bienes culturaled7, 70,

103. See page 175 below.

8 This was visually and textually a much more elatopablication than itslueva Culturacounterpart
for the front. Up to twelve pages long and printetivo colours, it looks more like the normal
magazine, though filled with more practical contéwtcording to theNueva Culturaeport in March
1937 three issues had been published and printg8@d0@ copies each.

8 1t seems safe to assume that this was mainly llig&d to small-holders in the Valencia region, whil
the ministry leaflet was presumably distributedtighout Republican territory as a whole.

8 See Antonio Ballester interview, CDMH (Salamancagfites_Orales-Mexico, no 9, 46.
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Propaganda to boost the army

In addition to these efforts to galvanise and utite home front the PCE also used
propaganda resources to capitalise on its presziand efficiency in military matters.
Here the initiative and innovative power of thetpawas in many ways real as well as
projected, not least in relation to the task oforestructing the Republican army. The
Republican government soon recognised the needa foegular fighting force — a
continuing series of militia defeats in the souththe summer and early autumn 1936
made the case for such a move unanswerable —arRlaB placed itself at the forefront
of development®. Immediately after the July rebellion taken plaitehad created a
prototype and training ground for a future armyits Fifth Regiment, based on an
already existing party militi& Apart from military training, the Fifth Regiment
pioneered various integrating organisational modlelsng military units to auxiliary
training facilities and civilian services (e.g. ses' training, family support, eté)That
this holistic approach to war mobilisation, crudgiathe effort to maximise the utility of
limited Republican resources, was furthermore & @lathe image that the PCE tried to
project to potential recruits can been seen inyppaosters highlighting how enlisted
soldiers would be entitled to child c&fednother central feature boosting the credibility
of the PCE as a war party was its constant streggppaganda as well as all practical
activities preparing recruits for war, on the imparce of hierarchy and disciplid€The
association with discipline became a great sourcgrigle, not only for the PCE
leadership, but for communist rank-and-file too. Aemoirs and contemporary letters
show, it served as a cornerstone of communist gidetity, and reinforced a sense of
representing the vanguard, the most efficient &ilttd, among Republican troofs.

In the wake of what had been a treasonous militatp, the task of legitimising

8 Graham, HThe Spanish Republic at WAB8-148.

% |bid., 84. The Milicias Antifascistas Obreras y Gasinas was formed in 1933 to protect meetings
and party premises. See also Alpert,Tfle Republican Army in the Spanish Civil War, 19989
(Cambridge: CUP, 2013), 15, 44-49.

% |bid. 147f, 180.

8 AGA (Madrid), 33,F,04061,55211,001. Poster designgéarilla.

8 See, for example, the speech delivered by the @eBecretary José Diaz in the Monumental Cinema
in Madrid on 20 October 1936. Reproduced in DiaZrek afios de luch@Brenes: Mufioz Moya,
2005), 178-183.

8 Cf. Letters responding to the question 'Why have jgined the PCE?" held in the civil war archive in
Salamanca (CDMH (Salamanca) PS-Madrid, 474, 20s@ hppear to be part of an internal survey
and would no doubt conform to general party ortbxydwo matter what, but it is still instructive tees
the number that in one way or another single catigiine and organisation as keys to the strenfjth o
the party. The emphasis on discipline isalso rerrin later accounts on the conflict. See, for
example, the interview with José Duque, a PCE amitistationed in Aragon during most of the war
(CDMH (Salamanca) Fuentes_Orales-Mexico, no 38),tastaments by party members held in the
PCE archive in Madrid (AHPCE 'Tesis, memorias, nsanitos' 38/3, 44/3, 44/8, 40/3).
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to the broad Republican population an army curyemtider reconstruction was one of
the most serious challenges facing the Republicathoaties?® To address this
challenge the PCE took inspiration from the Red yAramd introduced, once again
through the Fifth Regiment, the figure of the poéit commissar. The role of the
commissar was diverse, involving all tasks concegyrsoldiers' welfare, but in the midst
of fighting the commissar's responsibility was abd@ll to explain and legitimise the
rationale of orders and to maintain morale amormgtthops — many of whom would
have been new to the searing experience of modarfare® They served as a link in
the chain of command, representing soldiers' ister@hile at the same time enforcing
discipline. This double function was crucial nadéebecause a Republican Army had to
incorporate both the professional officers who rexa loyal after the July rising and
the workers' militias that had fought it. While mlents of the former tended to be
disdainful of militia strategy, the latter, undenstlably, remained suspicious of the
career officers' credibility and claim to loyaffy.Against this background the
government of Largo Caballero created, in mid-Oetob936, an officially instituted
General Commissariat, which was to facilitate pmdit and military co-ordination
between the disparate forces making up the Re@rbAcmy under constructiofi.

Even within this new government-created commisgathi@ political commissar
remained closely associated with the CommunistyParte party keenly promoted its
function within the armed forces, above all becatsaw the crucial importance that
commissars would have as the Republic sought toverbninexperienced and
inadequately trained men into a robust and diseedli army? The PCE had no
executive influence over the formation of the neen€al Commissariat in October, but
some officers, who at any rate disliked what thegarded as political interference in

their sphere, would suspect the Commissariat ohdoenainly an instrument of

% Anti-militarism had formed part of the political @sciousness of many segments of the population in

Spain before July 1936, but the coup had invariatdyle it stronger among all Republican groups.
1 Alpert, M. The Republican Army74-201. See also MatthewsR&luctant Warriors: Republican
Popular Army and Nationalist Army Conscripts in Syanish Civil War, 1936-193®xford: OUP,
2012), 63-101. For an extensive autobiographicedaat attempting to evaluate the role of
commissars in the civil war, see Alvarez, Santidgs. comisarios politicos en el Ejército Popular de
la Republica. Aportaciones a la historia de la GaeCivil EspafiolalLa Corufia: Ediciés do Castro,
1989).
Ibid. The importance of commissars in ensuring ligyalso among the officer corps was emphasised
by Federico Bonet, a commissar himself, intervieldlat CDMH (Salamanca) Fuentes_Orales-
Mexico, no 15, 64f.
% Published inGaceta de Madrid 6 October 1936, 355.
% Graham, HThe Spanish Republic at Waa7. Cf. article ilMundo Obrerol October 1936, entitled
'La dimensidn de los comisarios politicos', whitdted that 'the political commissar must know how
to make is his men understand the necessity ohscoentious discipline of iron.’
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communist aggrandisemetitSuch impressions would have been strengthenedheoy t
presence of a high number of communist commissaiRepublican army ranks. But
rather than conspiracy, this was, again, due tofahethat the PCE understood their
military importance and was the first to nominatealified and experienced personnel
to such post¥

In connection with these developments, Renau wasdate one of his most
celebrated posters, bearing the slogan 'The Coramissrve of our popular army' (el
Comisario, nervio del nuestro ejército popular)[EQ}’” The design shows a large
number of bayonets emerging from the right-hand sidthe poster, and an arm in long
sleeve uniform occupying a central place among thEne arm does not carry any
weapon; it launches into battle solely with itsndieed fist. In the background we see
dark stormy skies; a red and yellow horizon undegé black clouds. The background
is made up of coloured and retouched photographss e arm, presumably belonging
to the commissar. The clenched fist represents adhly human element in the
composition; it is the soul, the nerve, of the s&sice, the guide offering directions. Its
tensed features signal determination and strefgtether with the sharpened steel and
threatening sky, the overall impression of the ien&gviolent, aggressive, even if the
blades appear to fixed in their position. They famimpenetrable defence — a defence
virtually piercing the gaze as it reads the imagenfleft to right — beyond which, as the
slogan in Madrid later prophesied, the enemy 'siatlibass®

This is how the poster most commonly appears iseueday reproductioris.
Here there is no explicit reference to the ComntuRiarty, or any other political
organisation. This is consistent with claims mageRenau towards the end of his
career, stating that the poster was commissionetthdyseneral Commissariat when it
was created in Octob®f. As the task would have been to represent the Riepnb
Army, there could be no room for explicit prosedyi. However, such claims are
complicated by the fact that there is another wver$Fig. 21], coloured differently (in
the particular example seen here, but colour schaoukl vary due to several factors)

and exhibiting certain variations in terms of comigion: the bayonet above the arm not

% bid., 147.

% 1bid., 147.

% Undated, but in all likelihood made in October 1936

% See below.jNo pasaran!(‘They shall not pass!") became the definingafoduring the battle for
Madrid.

% In all likelihood because this is the version hgjcthe Josep Renau archive.

190 Julian Gonzélez, El Cartel Republicanp199. Cf. Forment, AJosep Renaul65.
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reaching across the picture frame, the fist hawanglightly different shape, the sky
being visible across the entire background, thdingriof the definite article in 'El

Comisario' appearing in capitals, and so'®mut above all this version includes, in
letters appearing above the arm of the commiskar,atditional inscription 'Partido
Comunista'. The letters are of the same colourhasuniform, leaving the political

identity of the commissar beyond any doubt.

It may have been that Renau created the latteepéisst, evidently published
by the PCE, and then simply adapted its conten¢ dxecreceived the commission from
the government's General CommissaffaEven so, the fact that there would thus have
been two versions promoting the same initiatives imked to the Communist Party and
the other to the Republican Army, meant that then@dsar poster may stand as
another example where Renau's work served to beubbundaries between party and
state policy. Provided the two versions could nsa the same space and the initiative
was received favourably, it is clear which politiocaganisation would reap the rewards
in terms of enhanced reputation and membership.

The association between commissars and the PCEvibeufurther reinforced
by an increasing popular awareness of the hisiomcalel provided by the Bolsheviks
during the Russian Civil Wa# This link was reinforced through all forms of PCE
propaganda, as indeed were more general claine) afipearing in posters as well as
speeches, regarding ‘instructive' similarities leetw the Russian and Spanish
conflicts!® (This provided a more recent alternative to thieepthistorical parallel

mentioned at the same time in non-communist Regalmedia: namely, the French

101 This can be found in the poster collection of thrévrsity of Valencia, for example.

102 1t could also be that the version published byRIBE was th@nly one existing during the war, as the
first version mentioned is — at least in the fovaikable today — in all likelihood a reproductiao
1949. In a letter to art historian Inmaculada Jyl@ated 13 November 1974, Renau explained that he
had reproduced a number of his civil war posterso9. These reproductions can be identified by the
signature 'renau 36' (whereas all other work waplsi signed 'renau’) and the fact that there itemb
in the margin stating where the poster has beengati(which was the case with other civil war
posters by Renau). Both these characteristics eabberved in the first version referred to above.
What remains unclear, however, is why Renau shioalég made this reproduction significantly
different from the original, when comparisons shbat all the other 1949 reproductions mentioned in
the letter to Julian are nearly identical to thaiginals. (Renau worked from black and white
photographs of the originals when making the repetidns.) In the absence of any reasonable
hypothesis explaining this alteration, it must besidered possible that there was an original @arsi
also without the 'Partido Comunista' inscriptiover if | have not come across a surviving copy of
this in any archive or poster catalogue.

193 There were also precedents set during the Frenebl®®n, which did not, however, receive much
attention in Spain. See Alvarez, Santiagos comisarios politico®98.

194 See speech delivered by José Diaz on 20 Octobéritd38adrid.Tres afios de luchd 78-183. See
also plain-text posters by the Association of Fdeof the Soviet Union in Madrid, highlighting the
relevance of the Russian experience for the upopiméttle for Madrid. AGA (Madrid),
33,F,04062,55378,001).
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invasion of Spain in 1808%) Particularly important in terms of reinforcingettinkage
between the Russian and Spanish civil wars werespigtad screenings of Soviet films
like ‘Chapaev' (1934) and 'We are from KronstatR36);° where the heroism of the
Bolshevik commissar was on full dispfdy.Both productions claimed to retell real
events — the first following World War | hero Chapaand his commissar Fourmanov,
as they led a group of peasants in the Russiar Giar, the second relating how a
commissar inspired a group of undisciplined sailtarsperform heroic deeds in the
defence of Petrograd in 1919. Both films understdhe importance of inspirational
individuals while emphasising that victory in battlltimately lay with the collective.
According to Santiago Alvarez, a communist comntisggo would rise to a prominent
position in Enrique Lister's 11 Division, there could be no doubt that Spanish
commissars were greatly influenced by prototypks Fourmanov, who, in his view,
turned the 'uncut diamond' that was Chapaev intoegamplary military and
revolutionary leade¥?

The fearless advance of this leader, and his oalike rest of the men to follow,
are also captured in the poster Renau made fdilttén spring 1936 [Fig. 221 As in
the Commissar poster, the main protagonist is tilg lbuman element represented in
the composition, and appears lightly armed in @sttto the rifles and machine guns
around him. His chief weapon is his bravery, roated willingness to self-sacrifice —
characteristics powerfully described in the finakrse of the film, where he single-
handedly holds off an ambush and perishes justréetnforcements come to win the
day. In contrast to the 'Commissar', this postérsfa portrayal of attack. There is a
strong forward movement; Chapaev himself at thenh#anked by bayonets, guns, and
the red flag of socialism.

While 'ChapaeVv' had been screened before the militsing in July, and had
immediately become a reference point for some imifiten going to the frort? 'We

are from Kronstadt' would not premier in MadridiuB October, when it was shown

195 The parallels with the French invasion in 1808 widigure much more prominently in communist
propaganda in 1937, but these references weretegfhpased in the Republican papers W&C
(Madrid), already in the run-up to the defence @fdvid. See, for example, front pages on 6 and 7
November 1936.

1% Qriginal titles of the films are: ChapaéSpanish title: Chapéiev) and My iz Kronshta(Baanish
title: Los Marinos de Cronstadt).

107 Alvarez, Santiago.os comisarios politico96.

1% |bid., 94.

199 The poster is reproduced next to review of the filmblished ifNueva Culturall (March-April), 16.

10 See the description of a truck carrying miliciamoth the text 'los chapaiefs' written on the side i
AHPCE (Madrid) 'Tesis, memorias, manuscritos' 38/3.
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with the sole intention of boosting military moralbeead of the imminent attack on the
capital city. Screenings were organised by the ggapda section of the Ministry of
Public Instruction and Fine Arts, which had acaditiee film from the Soviet embassy,
and Renau was part of the team that would turprdsnotion into a massive advertising
campaign! The correspondent for the British daiNews Chronicle Geoffrey Cox,
later remembered how the huge number of placaattupged for the film had turned the
lamp posts in the central boulevards of Gran Viad Alcala into ‘one winding column
of red.*? The sheer fact that the film was a Soviet productivould soon prove its
strongest attraction, however, as the first appesraf Soviet tanks on the central front
six days later marked the beginning of general wngsm for all things Soviet among
the Republican populatioff As for Renau's main contribution, it unsurprisintgpok
the form of another poster — one which he wouldrlabnsider the best he ever made
[Fig. 23]

The fundamental elements making up this compositmmsist of several naval
cannons, pointing at varying angles to the rightl a powerful arm — naked this time,
coloured red — hitting out alongside these witheached fist. In the background of the
upper part we see a red star, over which is writtertitle of the film. In the lower right
corner is a text which states that this is a Squietluction, while an emblem in the top
right corner makes clear that it is supplied byNheistry of Public Instruction and Fine
Arts. In terms of the symbolic message, we are ragaesented with a ‘heroic’
composition, though in this case there is no imtliad fearlessly rushing into battle.
What is exalted, in the view of art historian Fadorifomas Ferré, is not a specific
romantic hero, but heroism as a concept. The ajrmisther words, not to facilitate
identification with a specific person, but 'to poke a sensation of acceptance and
amity as well as implied participation, immediat@aseness of the possibility that
oneself, any self, may realise the described atfiohs the defence of Madrid would
demand an extraordinary degree of courage/heraism &ll parts of the population,
such messages were in many ways a necessary respaghe moment.

The film appeared to have a powerful impact on atglience. The PCE

1 Renau, JLa batalla per una nova culturd42. See also the interview in Garcia Garciat l.e
Josep Rengl278-280.

12 Cox, G.Defence of Madrid: An Eyewitness Account from fhen®&h Civil War(Wellington: Otago
University Press, 2006 [1937]), 49.

13 Graham, HThe Spanish Republic at Wa64, 174.

14 Garcia Garcia, M et alosep Reng280.

115 Tomas Ferré, Facundbos Carteles Valencianp80.
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newspapeMundo Obrerospoke of the 'unanimous and enthusiastic' applliseving
from the premieré® Renau, who declared the film a 'masterpiece ingéere of
agitation and propaganda’, claimed people lefcthema ‘electrified’ After attending
the opening night, the Russian correspondenPfardg Mikhail Koltsov, noted in his
diary how the audience — mainly consisting of nailimen and soldiers, but also
including several political dignitaries — followettie drama intensely, looking for
answers to their own situation on the scré&Buggestions that 'We are from Kronstadt'
made a forceful impression are moreover supporyaediimonies where participants in
the fateful battles around Madrid claim to havetipatar memories of seeing it along
the front or in the city*°In a tense and emotionally charged atmospherefiltheno
doubt hit a nerve among the Republic's young defiendstill, the most palpable proof
of its impact would be found in the various imiatiacts it inspired — acts where
inexperienced soldiers literally copied the behawviof the film's characters once
military operations in the capital reached thekisi@e stage.

The efficacy of propaganda in the defence of Madrid

By 6 November 1936, Franco's Army of Africa hadctesd the outskirts of Madrid. A
relatively small force of 30,000 men, it had adwhsome 400 km from Seville in
three months and now looked ready to capture aofigver one million inhabitants?
Despite incessant calls from certain organisatieadove all the PCE — to prepare the
city for enemy attack, defence measures had beéninpplace relatively laté
Barricades were built and trenches dug as the eneasyalready closing in on the
outskirts. It took a great communal effort to fiytthe city — a task which engaged
women and children as well as working men and wasewl by an indomitable (if
overdue) sense of urgency and determindfio©Once the gravity of the situation
became patent to all, all mobilisation efforts wstepped up. Around this time Renau

18 "En presencia de las autoridades de la Republipeogsctado ”"Los marinos de Cronstadt” film
soviético, que presenta el ministerio de Instruté&dblicaMundo Obrerol9 October 1936.

17 Garcia Garcia, M et alosep Reng280.

18 Koltsov, M. Diario de la guerra de Espaf@arcelona: Backlist, 2009), 178-181 (esp. 180).

19 AHPCE (Madrid) 'Tesis, memorias, manuscritos' 44/8.

120 Fraser, RBlood of Spain259. Fraser states that the Francoist forces dtitflaonsisted of 20,000
men but more recent figures has increased the muim3®,000. See Montoliu, Fladrid en la
Guerra Civil (Madrid: Silex, 1998) 191.

121 For an overview of the preparations and the leaditeyplayed by the PCE, see MontolitiMadrid
en la Guerra Civil 181-188. See also Vazquez, M. & Valerd,a Guerra Civil en MadridMadrid:
Tebas, 1978), 185-216. For a highly narrativisezbant, see also Reverte, J. M. Batalla de
Madrid (Barcelona: Critica 2004).

22 Contemporary newspaper reports and magazine fedtyreor exampleABC4 November 1936 and
Estampa’ November 1936.
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called hisNueva Culturacolleague Rafael Pérez Contel to demand he imredglia
travel from Valencia to Madrid with the original§tbeir military manual, so it could be
printed and distributed over the capital. In thd #rey could not find anyone to print it,
as all print shop staff had gone to the fr5AtOn his return to Valencia, Pérez Contel
was accompanied by Renau's wife, Mand#&l&danuela would not be alone in leaving
Madrid; many evacuated the city, and in a dram@gicision, taken and put into effect
on 6 November, the entire Republican governmeny #t for Valencia. Despite
continuous repetition of slogans likelb pasaran! (They shall not pass!) and 'Madrid
will be the tomb of fascism’, the flight of the ggmment appeared an open confession
that the city could not be defend&tlYet after a period of uncertainty, news emerged of
a local defence committee being set up, led by G¢d®sé Miaja. Through this, the
remaining military and political leaders — amongowhthe PCE would exercise a
prominent influence — took up the task of rapidhlgamising defence operations and
encouraging the population to participate in trsstance?®

The Francoist offensive was launched at dawn ofo8exhber. Attacking from
south-south-west, the plan was to cross throughvtitging class districts of Usera and
Carabanchel, as well as the Casa de Campo, the dangk land to the west of the
city.”?” Republican troops put up fierce resistance, anckveéded later that day by
crucial reinforcements in the form of the™Ihternational Brigade — volunteer units
organised and trained by the Comint&frFirst deployed in the Casa de Campo, their
significance was not derived so much from numberdram the morale boost and
practical example they provided. Many inexperienSganish soldiers were impressed
by their discipline when faced with danger at thenf!*?° For the civilian population,
too, the arrival of the International Brigades insg a new sense of hope. As the troops
marched down the Gran Via in corduroy uniforms ateel helmets, singing the
Internationale in various languages, many beliewbdt Russia was ‘finally

intervening® Though the International Brigades were made upuitscfrom all over

123 Pérez Contel, RArtistas en Valenciab35.

124 1bid.

125 For a description of the sense of panic that sposaé the news of the government's departure was
known, see Koltsov, MDiario de la guerra de Espafi241.

126 Graham, HThe Spanish Republic at Wa67-181. For the popular spirit that charactekige
defence of Madrid, see Fraser,Btood of Spain255-271.

27 Thomas, HThe Spanish Civil Wa#59.

128 |bid., 465f.

129 Fraser, RBlood of Spain263. As always there were exceptions to the adaglated by Federico
Bonet, who claimed to have been more scared ainlésciplined Italian brigaders he fought next to
than the enemy. CDMH (Salamanca) Fuentes_Oraleseblexo 15, 73.

1% Thomas, HThe Spanish Civil Wa#65.
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Europe and beyond, and were not 'Russian’ in amesaignificant Russian aid had, as
mentioned, arrived shortly before the attack on Mhcdot least in the form of tanks
and planes. Tanks were critical in combat agaimstrébels' Italian counterparts, while
air support offered some protection from the Gerraad Italian bombers. Whenever
Russianchatosmanaged to take down an enemy plane, the civi@pulation would
respond with loud cheet$.

Throughout the first week Republican and intermatlotroops succeeded in
halting Franco's push on the capital. It was aniexeiment which demanded
considerable sacrifice and bravery — as Renau hddahchance to observe first-hand
near his lodgings on the Calle del Sacramentop# glalk from the Royal Palace — and
soon new war heroes emerged within Republican réhK3ne of these was Antonio
Coll, a naval orderly and communist youth membemfiMallorca, who had been seen
destroying two enemy tanks in the suburb of Usgréghbowing himself to the ground
and waiting for the vehicles to nearly run him obefore throwing his grenades. It had
been like a scene taken straight from 'We are fiksonstadt’, where a Russian soldier
had performed exactly the same f&at.

While Coll died shortly afterwards, his example waslebrated across
Republican medi&* Huge posters called on others to imitate the bsailer**> He had
proved that enemy tanks were not 'invincible juggets®* and news spread of how
other soldiers did indeed follow in his footsteBenau later recalled a peasant from La
Mancha, a 'real brute' called Carrasco, who allggeohgle-handedly destroyed six
tanks by a similar techniqu#&.But the method also continued to claim new Repabli
victims. In another unit in Usera, party member isliao Moya saw a young fighter lose
both hand and eye as he tried to repeat his compatheroic deedf® Such incidents
did not, of course, halt efforts to make propagsintiuse of these courageous displays.

'‘Anti-tank specialists' were invited to speak ablpu rallies, even interviewed by

31 Fraser, RBlood of Spain262. Bonet also emphasised importance of Rugsiaes, at least to the
morale of the population. CDMH (Salamanca) Fuer@gales-Mexico, no 15, 81.

132 For Renau's address in Madrid, see Gémez André&,P€érez i Moragon, F. (EdsEmili Gémez
Nadal 397. For Renau's brief witness account of thetifigy on the Cuesta de San Vicente, see Julian
Gonzalez, |El Cartel Republicano89.

1% bid., 268.

13 See, for exampléviundo Obrerol0 November 193@&BC 14 November 1936, arldundo Grafico
18 November 1936.

1% See photo in AGA (Madrid) 33,F,04042,53543,001.

1% Fraser, RBlood of Spain262.

137 Renau, JLa batalla per una nova culturd44. See also interview with Facundo Tomas Fart®s
Carteles Valenciang408.

138 AHPCE (Madrid) 'Tesis, memorias, manuscritos' 44/8.

152



foreign journalists, and 'We are from Kronstadtswhown with increasing frequency in
and around Madrid in November and Deceniffer.

Eventually, on 23 November, the attack on Madri@ walled off, though crucial
battles in its vicinity continued as the rebelsgiduo cut off supply lines and complete
their siege of the capital. Bloody hand-to-handtiigg had taken many lives in the
University City, where rebels had managed to brbakigh on 15 Novembét? From
that day the rebels had also intensified aeriallhment, giving substance to Franco's
remark that he would rather destroy the capitah leave it to the 'Marxist$** But the
bombing had only reinforced the population's resole resist, and the front lines
established towards the end of November would nemachanged for the remaining 28
months of the waf?

The refusal to surrender to Franco's troops tuidedrid as a whole into a
symbol of Republican heroism. From November onwagttists and writers paid
constant homage to the city and its inhabitantpjrfgpto inspire in the population of
other Republican cities the same fortitude thatdb&enders of Petrograd inspired in
Coll and his likes? General Miaja was lauded as the saviour of théalapespite the
fact that his limitations as a military strategsid technician had by and large made him
a figurehead for the defence committ&eBut in this context, discrepancies between
myth and reality mattered little. In a sense thehoed the fact that 'We are from
Kronstadt," a film whiciMundo Obrerohad insisted was historically accurate, included
scenes that the director, Efim Dzigan, later adiditvere 'poetic inventions', introduced
to underscore metaphorically the spirit that chiarésed the defence of the Russian
city.*® One of these scenes was precisely that of a saltawing a tank to almost run
him over before destroying it with a hand-grengél@vhat mattered, in other words,
was that 'poetic invention' could be — and had beenonverted into action. It
demonstrated that propaganda could reach its azeli@nd make a decisive difference.

Indeed, not only Coll and his followers but the wehof Madrid had amassed the very

139 Fraser, RBlood of Spain267f. Graham, HThe Spanish Republic at Wai74.

140 1bid., 267.

1 Thomas, HThe Spanish Civil Wa#A71.

142 Fraser, RBlood of Spain269, 271.

143 Apart from posters and other graphic propagandea tvas the cultural magaziiadrid, appearing
in spring 1937 and produced in part by the MinistiyPublic Instruction and Fine Arts, as well as an
art album of the same name, appearing at the sareeand financed by the same ministry.

144 Graham, HThe Spanish Republic at WA71.

145 Mundo Obreral9 October 1936. Claim from film director in RendlL.a batalla per una nova
cultura, 143.

146 Renau, JLa batalla per una nova culturd43.
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spirit of resistance which mobilisation campaigas sought to inculcate.

A number of contemporary observers wrote about ggapda as if its positive
impact on mobilisation efforts could be taken foarged. As Republican society was
gradually put on a war footing, numerous articleserpublished describing art studios
as 'trenches' where artists worked tirelessly tosbdRepublican morale and war
readines$!’ Some poster designers felt their labours constitua direct war
contribution. When Lorenzo Gofii, for example, haukshed his classic poster showing
a dying soldier pointing an accusing finger stramthe viewer, asking 'What have you
done for victory?', Carles Fontseré, who sharedistwith Gofii, heard the artist
proudly answer his own creation, 'Well, I've dohes!f'*® Comparable views on the
efficacy of posters were expressed in the polifwaks, withEl Socialistastating on 29
October that 'the psychological value of [postemshen intelligently executed, is
considerable'. In effect, these combatants of ipapé ink' shaped, the editors claimed,
those of 'flesh and bon?The Valencian poet Carles Salvador similarly wroteghe
'silent battle of lithographic sheets /, which pd®s a mirror image for the young / and
turns them into brave soldiet&’What these statements all point to, in other wodla
belief in the power of images to visualise certaatues and communicate a heroic ideal
to young inexperienced men going to the front. mnaffirmation of mimesis and the
instructive capability of art, they posited a libletween the studio and the field of
battle, making the pen and brush tools of war, iggithe bayonet and rifle.

Although this model of aesthetic efficacy seemspéistic, at least in the short
formulations above, we have seen from the mobitinatampaigns of autumn 1936 that
art can be used as a tool to direct action, esipeeraen conditiongdemandaction and
there are no precedents from lived experience ltowolt should come as no surprise

that the clearest example of this would relatehtomost realistic of art forms; that is,

147 See, for example, Otero Seco, A. 'Madrid. El Siattiade Profesionales de la Bellas Artes, trinchera
antifascistaMundo Gréficol3 October 1937, and Valle, N. 'Los artistas esjgasien la defensa de
Madrid' Estampa26 December 1936. Both reproduced in Gamonal TokeArte y Politica 104-
107, 111f. Cf. the fact that staff at the Generanthissariat tended to refer to artists and writdre
collaborated with this organisation as 'The TaRatalion'. Alvarez, Santiaghos comisarios
politicos 132f.

18 Termes, J., Miravitlles, J., Fontseré,Garteles de la Replblic@61. See also letter to Imnaculada
Julidn where Gofli emphasises how poster artistly feét they were making a valuable contribution
to the war effort. Julian Gonzalez Al Cartel Republicanol95f. The idea behind the particular
design referred to here has of course appearearious versions in different countries throughduat t
20" century. Before the Spanish Civil War, there wagitish version and Russian version, for
example. In the letter cited above, however, Gaodintains that he did not know about these and
believed he had thought of something original.

19 'El de papel y tinta hace al de carne y huEk8ocialista?9 October 1936, 1.

%0 Cited in Blasco, R. 'Vida quotidiana' in Aznar SpM. (Ed.)Valencia, capital cultural735.
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film. In a situation where individuals had littl@ace but to turn to external references
for guidance, film represented a particularly pdwlemeans to simulate a missing
precedent and provide viewers with a comparatieenéwork by which their own
situation could be interpreted and understood. ii@ortance of such a framework is
underscored by the wider use in Republican war ggapda of historical parallels, be
they the popular defeat of the invading French 898l or the 'heroic' defence of
Petrograd in the Russian civil war. Claims to viéyawere no doubt important, yet
images could clearly access and modify behaviowgikters regardless of their status
as artefact or document, as long as audience mersher in their content an edifying
dimension.

Yet the impact of an image or film would also hdyeen determined by the
viewer's pre-existing relation with the groups gmbols represented therein. In this
regard it is suggestive that the first to imitdte purported actions of Kronstadt sailors
were members of the PCE or its youth organisatond, in all cases linked to the Fifth
Regiment>*Of course, political creed is not the only imagileatource of identification
— Coll might primarily have seen the film's chaemstas fellow members of the navy,
his followers might have primarily seen him as léofe defender of Madrid, among any
number of psychological possibilities — but it dossem the most plausible link,
especially if we remember the tendency among PCHiite to associate their political
identity with courage, disciple, and self-sacrified any rate, in the light of this, it
seems reasonable to hypothesise that images pugpdd represent an instructive
precedent would only be effective if audience memlwould find something in these
images that indicated the precedent's specifiocvaelee to them. For propaganda to
work, that is, there had to be a symbolic bond md@ty the message, a bond allowing
the message truly to engage the audience, andthate the fundamental conditions for
it to be assimilated and acted upon.

To conclude, then, we should return to the doméiposters and the rhetorical
strategies employed by Renau as he visualised #iepmogramme of the PCE. With
regard to slogans concerned with the home frong thapter has emphasised the
ambiguity or openness of most visual symbols usgdRbnau. This ambiguity is
significant as it allowed him to merge a revoluon register with one equally

compatible with moderate Popular Front politics. 8y doing, Renau effectively and

151 See Archivo Histdrico del Partido Comunista de Esp&oleccion Digital Complutense (CDC),
Guerra Civil — Propaganda, no 41 (available att#/w.ucm.es/BUCM/atencion/17952.php). (Last
accessed 12 April 2014).
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faithfully illustrated the PCE ambition to contrile threat posed by a decentralising
and collectivising revolution by fusing its symhmsignificance with war victory — even
if this victory would result from a state-led canga If we also acknowledge the
importance of the symbolic bond between image amtleace, the logic of Renau's
rhetorical strategy becomes even clearer. Consigléhie ambition to strengthen both
party and war effort through mass-recruitment,aswrucial that symbols were open to
different readings, as this would allow them toraadt different groups of people.
Theoretically, that is to say, this ambiguity wouldve helped to secure for Renau's
posters a heterogeneous but sttlentiveaudience, which as a result of that attention
would be receptive to the message that his postarght to propagate. Finally, as a
result of another set of rhetorical overlaps, thassage blurred the boundaries between
party initiative and government policy, which saite present the PCE as the engine of
military mobilisation as well as progressive changgll, it is, of course, impossible to
state with any precision exactly how the postergdisti here may actually have
influenced public attitudes regarding the PCE antile war, nor can they be shown
definitely to have contributed to increasing mershgr figures. But the work
considered in this chapter does provide an instreicexample of how the PCE
communicated its image as a revolutionary partypettpg the Popular Front. At the
very least we have seen how Renau's visual imagmatpresented a clear expression
of the PCE's desire to appeal to a wide constityamc present an inclusive vision of
the war. As the following chapter will show, howevieom September 1936, the PCE's
attempt to consolidate its war vision would relyt mamly on its own artists and
propaganda teams, but also on the party's abdityirect to this end the organisational
and financial resources of the Ministry of Publistruction and Fine Arts. As General
Director of Fine Arts within this Ministry, Renadayed an important role here too, not
only in the urgent tasks relating to the psychalaband military conscription of the
Republican population at war, but also in the lbexga modifications of the Republican

cultural programme.
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7. RADICAL NATION-BUILDING:
'POPULAR CULTURE' IN WAR (1936-1938)

The PCE gained two ministerial portfolios as a ltestl the reconfiguration of the
Republican government on 4 September 1936. Theskiyniof Agriculture went to
Vicente Uribe, a metal worker from Bilbao and c@aty member since the 1920s,
while the Ministry of Public Instruction and Finetd would be led by Jesus Hernandez,
a work shop painter who had also been active irBiti®mo section of the PCE since its
early days and had been responsible for party gapda andviundo Obrero The
inclusion of communists in the new cabinet, presibdg veteran socialist union leader
Francisco Largo Caballero, was not a political giveindeed, Stalin had opposed such
a move for fear it would damage the Republic's ckharof negotiating an end to Non-
Intervention — yet for his own political-tactic@asons Largo had made his acceptance
of the premiership conditional on'i§till, the communist presence in government was
consonant with the fundamental aim of the cabiheinge, namely to restore working-
class confidence in the Republican leadership, kvhad been fatally discredited by the
weak governmental reaction to the military rebelliand its aftermath. Even though
Largo was essentially a cautious union bureaubeahad retained a workerist aura that
meant that many radicalised workers saw in himaanutee of their interests in the new
revolutionary situatiod. The nomination of JesUs Hernandez as Minister fli®
Instruction and Fine Arts was similarly greetedaagolitical victory for revolutionary
workers. In December 1936, the Valencian journarsd writer Vicente Vidal Corella
described Hernandez as a 'proletarian fighter' whald break 'the traditional barrier
that hinders the development of culture [3.]As this description suggests, the
nomination of Hernandez was seen to representingilys an adjustment of political
strategy, but also, if not primarily, a qualitatisiift in the Republican cultural agenda.

It was, in fact, in the fields of education andsarmore than any other, that the
Republic would respond positively to the revoluaonevents triggered by the coup. On

the one hand such changes were, as suggestedsargcas mobilise and secure the

! Graham, HThe Spanish Republic at Wi82. See also Hernandez SancheGuerra o Revolucion
107-112for a detailed analysis of the negotiations talptare between Moscow and the PCE
leadership over this issue.

2 |bid., 129, 132.

¥ 'La magnifica labor gue realiza en Valencia ladia de Intelectuales para la Defensa de Cultura’'
Cronical3 Dec 1936, 11f.
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loyalty of activist working-class constituenciesn @e other, the changes reflected the
fact that cultural relations in Republican Spaird leready been irrevocably altered.
The coup, and the revolution it triggered, had tenatl certainties, delegitimised
authorities, and opened up hitherto unimaginedasamd cultural possibilities. The
social and cultural fabric had been violently tarrd much had to be remade entirely. In
the wake of such disruption, operating on multipkels, education and the arts would
immediately exercise a critical influence. Hernandadvised by his team, saw this
clearly, and accordingly restructured virtually aflerations under their command. The
cultural policy pursued as a result did not onlyp@nd to the specific challenges posed
by the war, but also accelerated, as an intrineet erucial part of the mobilisation
effort, the process whereby a new Republican spaieuld take shape.

The core ministerial team assembled by Hernandexz weang, dynamic, and
ambitious. All were members of the PCE. As his uséeretary, Hernandez appointed
Wenceslao Roces, a professor of Roman Law, trams&dt Marx and key figure in
various cultural initiatives throughout the partigistory! Remarkably, Roces was the
only team member — not excepting Hernandez himselfio was over thirty years otd.
The post of General Director of Primary Educatioaswaken up by César Garcia
Lombardia, an activist of lower middle-class backgrd who had risen in the Spanish
Federation of Educational Workers (Federacion Eslaafie Trabajadores de Ensefiaza,
hereafter FETE) and become known for advocating reatgr politicisation of
educatiorf. Finally, the role of General Director of Fine Arteormally reserved for an
art historian, was, as we know, assumed by the tjwane-years-old Josep Renau.
Before outlining in greater detail the work doneRgnau in this capacity, it should be
stressed that the three departmental heads hadtalised earlier Republican reforms
as insufficient. While faithful to the CommunistrBeés Popular Front commitment, they
nonetheless shared an desire to transform the tnyinigo an efficient instrument of
more extensive change. Spurred by this desir¢he worked with immense youthful
energy. Indeed, while Hernandez was an effectiopayandist, it was, in the view of

historian Christopher Cobb, the trinity under himattrepresented the real power of his

*  See Gbémez, MVEI largo viaje.

® Roces was 40, Hernandez 29, Renau 29, and Gargibdrdia 27. The fact that relatively young
people were put in positions of great responsybilias not unheard of in the war-time Republic. The
Communist Youth leader Santiago Carrillo was onlgrity-one when he was appointed Councillor of
Public Order of the Madrid Defence Committee.

® See Cobb, QLos Milicianos 35f.
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ministry.’

The official nomination of Renau as General Directd Fine Arts came five
days after the formation of the new governniefstcording to his own account of the
event, he received a call in the afternoon of pt&aber, urging him to report to Party
headquarters as soon as possible the next daypdKkehe night train and was received
by a PCE commission led by Pedro Checa, adminigtraecretary of the Politburo,
first thing in the morning. After a short conversat Renau was prompted to accept the
post there and theénThe fact that he did so must primarily be seera asgn of his
strong sense of loyalty to the party. Renau latestevthat he felt there were better
qualified candidates than him, and that the offene as a complete surprise. The poet
Rafael Alberti, who was equally close to the pasty arguably had a higher artistic
profile, would have been a less surprising choda@zording to Renau, Alberti himself
later admitted he had expected the party to apprbam first in this regaré® But above
all it seems Renau was reluctant to accept a pasitivolving extensive administrative
duties when the war provided an unprecedented otpptr to develop the
transformative potential of his art. His retrospextmeditations suggested that for this
reason alone he would never have accepted anabffiost that required all his tinte.
Whether there was an actual agreement to thatteffemclear, but Renau did manage
to combine his official duties with creative woiks is evident from the fact that his
artistic output — although much less prolific treirany other point in his career — never
came to a complete halt during the war period. AmtoDeltoro, Renau's personal
secretary at the General Directorate of Fine Aatgn claimed in a 1983 interview that
whenever Renau received a couple of poster commnisshe could be absent from the
office for days'?> While Renau would later be immensely proud of whatand his
colleagues achieved at the General DirectoratepWis artistic project remained, in
other words, his real passion. Renau's decisi@omgpromise its development at a key
moment can only be explained with reference tacbmmitment to the party.

Renau's main responsibilities as General DirecfofFine Arts would revolve

around the organisation of heritage conservatidask immeasurably complicated both

" Ibid., 34. See also 'The educational and cultuntitp of the Popular Front government in Spain,
1936-1939' in Alexander, M. and Graham, H. (Ed@i®g French and Spanish Popular Fronts.

8 Gacetade Madrid10 September 1936, 1730.

° Renau, JArte en Peligro 12f.

10 Julidn Gonzalez, El Cartel Republicanpol89f.

' Renau, JArte en Peligro 12f.

12" Forment, AJosep Renaul64.
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by the widespread vandalisation of religious ingitins and the material damage caused
by indiscriminate bombs and mortar shéllRenau had already participated with a local
Valencian committee for the protection of culturalasures and was not unfamiliar with
the difficulties that such work involvedi.Yet there was another aspect to Renau's role,
one which corresponded more closely with his bamkigd as a pioneering vanguard
artist. Hernandez knew that the first challengdisfministerial incumbency would be
to instil a heightened level of war consciousnesess many parts of the home front,
thereby persuading all sectors of the Republicapuladion to accept a broad war
coalition. To do this he had to channel ministrgoces to maximise the impact of
official propaganddn an interview published on 12 September 1936 nth& culture
and education minister stressed the importancbeof3eneral Directorate of Fine Arts
in this task and expressed his ambition to turimtid ‘a centre marked by vitality and
creativity.** As an innovative propagandist with organisatisid@ls and access to large
cultural networks, Renau was no doubt a perfectlidate to implement this visiof.
Under his direction, the General Directorate ofeFilarts, having previously been
characterised as a rather insular institution en@icin 'archaeological atf',quickly
began to engage actively with contemporary artastsdl underwrite activities that
responded to the radically altered realities ofvifae.

Organisational strategies

One of the first major organisational changes mage Renau, in response to
Hernandez's desire to disseminate the sloganseoPdpular Front, was to equip the
Misiones Pedagdgicas, the travelling educationaugs created by the Republic in

1931 that were now part of his brief, with a 'CrdiuPropaganda Section.' Created on 8

3 For a selected bibliography on this topic, seerfotg 51 in the Introduction. For an in-depth arialys
of the social and cultural motivations driving trendalisation of Church property, see Thomas, M.
The Faith and the Fury.

4 Renau, JArte en Peligro 13. Here we should also add his childhood expegs working for his
father's restoration business. See FormenlpAep RenalChapter 1.

5 'Entrevista con Jesls Hernanddendo Obreral2 September 1936. Reproduced in Gamonal Torres,
M. Arte y Politica 65-67. See also interview ABC (Madrid) 13 September 1936, 9.

® Renau's former colleagues\@rdadsimilarly understood his nomination as a harbirgfezhange.
According to an editorial note published on 9 Sefiter 1936, Renau was not only the Spanish artist
with the most complete set of intellectual abititimeeded for the role, but also represented a 'soli
guarantee' that Spanish cultural life would finaiperge from half a century of incompetence’ and
favouritism. The General Directorate would certaicthange under Renau's stewardship, but it would
still face, as we shall see, accusations of faviguri

7 An expression used by the artist Gabriel Garciaoktewho shortly before the war published various
articles in the Socialist newspap@aridad criticising the General Directorate for perceivaddtivity
(see especially 3 June 1936). Quoted in Cabafia®Bk& Josep Renau: Arte y Propaganda en
Guerra,40.
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October 1936, its official aim was to 'organiseredi, and control all cultural and
artistic activities aimed to strengthen the comimaspirit of the peoplé® Immediate
results could be seen in the form of large pulglibbards in Madrid, and a spectacular
installation in Valencia that which functioned asambined information point, theatre
stage, and outdoor cinema scréehhe design, inspired by Russian constructivissiart
El Lissitzky's 1920-24 project for a tribune to kenwas made by the Valencian artists
Regino Mas and Gori Mufioz [Fig. 24].These initiatives did not simply aim to
communicate vital war information but also, accogdio the official justification for
the measure, served to enhance 'the social cossgss that must inspire the Spanish
people in this decisive battf.'Like all cultural institutions inherited from the
Republican reform programme, Misiones Pedagogicas mad to dedicate part of its
resources to the vital task of psychologically ntisinig the home front.

Further organisational reform of the General Doeate of Fine Arts would
similarly be justified with reference to war needsd efficiency. To improve efficiency
in particular, Renau instituted a number of changesugh 1936 and 1937 that
amounted to ale factoprocess of centralisation. These reforms werdypatended to
repair the directorate's 'broken structures' —taratonsequence of the coup — but also
meant to give Renau and his closest team greatersigiit and control, especially
important with regards to the task of safeguardimgnational artistic heritagéThus a
Central Council of Archives, Libraries, and ArtistHeritage was created on 16
February 1937 while the summer months saw the establishment@értral Council
of Music (24 Juné} and a Central Council of Theatre (22 AugdstBut if such
initiatives appeared to give the Renau, as the idtes of all these bodies,
overwhelming power in most areas of cultural managd, it must be remembered that
there were real limitations to the amount of conthtat could be exercised on the
ground. New macro-structures represented only atmlirstep in the process of

organisational reconstruction, and war-relatedughSons relating to military activities

8 Initiative signed 8 October 1936. PublishedGacetade Madrid11 October 1936, 295.

¥ Madrid boards can be seenNtundo Graficol8 November 1936, 8f. A description of the Valencia
installation can be found in Cabafias Bravo Jbsep Renau: Arte y Propaganda en Gueti@v, 141
(see also picture of Valencian installation on 133)

2 Gamonal Torres, MArte y Politica 36.

% Gacetade Madrid11 October 1936, 295.

%2 The role of the Central Council of Archives, Likies, and Artistic Heritage was explicitly to co-
ordinate and provide instructions with regard taativities falling under these headings in the
Republican zone as a whole. Se&cetade Madrid17 February 1937, 847f, and 19 April 1937, 282.

% See note above.

% Gacetade Madrid25 June 1937, 1365.

% Gacetade Madrid24 August 1937, 769.
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or missing staff often undermined attempts to didetails from the top, at least in the
Republic-wide operation to protect artistic herédy

Yet if the contingencies of war thus meant thatd&ewould not always achieve
the level of managerial control he desired in s@meas, there were other areas where
he willingly let initiatives take shape without ntud¢op-down direction. This was
particularly evident in creative and propagandistark, which was often delegated, in
terms of elaboration as well as implementation,ekternal organisations like the
Alliance of Anti-Fascist Intellectuals (AlX). On several occasions ideas for
propaganda events were first formulated by theganisations, who then turned to the
General Directorate of Fine Arts for financial aledistical support. One example of
this can be found in the concluding parade of wirat known as the Children's Week
(Semana del Nifjo of January 1937, a Christmas-related festivalhligéting
Republican efforts to protect children. The evestaawhole was organised by the
Ministry of Public Instruction and Fine Arts togethwith the local AIA and Valencia's
CNT-affiliated artists' union, the Sindicato de &rPopular de Valencia, while the
concluding parade incorporated ideas originating Vdencia's Ateneo Populat®
Another example, which left clearer traces of R&aersonal involvement, can found
in the planned celebrations of the Valenckallas in 1937. An annual spring festival
where one of the highlights involves the burningafe effigies, thd-allas of 1937
was set to include several rebel statues that woelldonsigned to the flames at the end
of the festivities. Again the statues were consedicby members of the AIA and
sponsored by the Hernandez's ministry. In the ewsda result of the risk of rebel
bombardment, and amidst considerable public deltia¢ecelebrations were cancelled
on the orders of the local civil governor, thoubk political caricatures were exhibited
in an indoor space in the city centre (fbaja).?® The public could also observe the
works in a special edition dueva Culturawhich included related essays, poems, and

photographs taken by RenZudere, then, the influence of members of the AlAl an

% Alvarez Lopera, J.a politica de bienies culturale35-83.

% José Alvarez Lopera states that the AIA was effettia 'para-official' organisation.

% Cabarias Bravo, Mlosep Renau: Arte y Propaganda en Guet8-142. The ministry also produced
a propaganda leaflet entititdchamos por una infancia fel{Barcelona: Sociedad General de
Publicaciénes, [1937]).

2 For an extensive analysis of the debate and egentsunding the Fallas of 1937, see Hernandez i
Marti, G-M. 'Les falles antifeixistes del 1937'Aanar Soler, M. (edYalencia, capital cultural de la
Republica 283-313. For a contemporary comment with images,Lamata, F. 'Este afio no ha habido
Fallas' Mundo Grafico28 April 1937, 7.

% Renau also published an article in the reghilaeva Culturacalling on the population of Valencia to
realise the progressive political potential inhéiarthe city's traditional festivities — a poteati
augmented by the fact that its form was a genuindyzt of popular expression. See 'Sentido popular
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similar organisations was crucial to both the fand reception of initiatives launched
with ministerial support. To the extent that Remaercised any direct control over the
mounting of events, it was essentially as a prontineember of a creative partnership.
When it came to smaller projects, Renau was evepgped to entrust colleagues
outside of the ministry with all aspects of plarqmieind execution. Rafael Pérez Contel
noted in his memoirs that Renau gave him full resgality for an art aloum that would
be published in 1937 as an homage to General Mpglaimed as the hero of the
defence of Madrid. Pérez Contel’s brief was sinmtplyake charge of the whole design
as well as the list of contributors and presentréiselts to Renau when he was déne.

Such instances are worth highlighting since theynsthat the PCE-led Ministry
of Public Instruction did not simply dictate thentent of Republican cultural policy
from above. Despite a party preference for hieiaathorganisation, and despite its
recognition of the vital importance of a unified gRélican war vision, most cultural
initiatives were actually the results of sharedhatghip. Total control of the cultural
environment may not have been a party priority anyw such a suggestion would
explain the fact that no Comintern or Central Cottesileaders, other than Hernandez,
ever interfered (as far as | am aware) with themileg of cultural event¥. It must be
noted, too, that as a Popular Front organisatloe XCE had little to lose from making
broad progressive associations like the AIA par obalition shaping cultural policy. If
anything, it boosted the PCE's own Popular Froaetentials, which in turn may have
aided party kudos and, indirectly, recruitment.

But if Hernandez and his team did not, in otherdgpradhere to pre-scripted
plans that were narrow and exclusive in a politisahse, itsmodus operandias
indicated in Renau's delegating of the homage toe@ Miaja, was undeniably based
on personal contacts and favouritism. Indeed, witlieference to contacts established
prior to the war we cannot understand the extensasetime collaboration between the

y Revolucionario de la Fiesta de las Falkgeva Cultural (second phase) (March 1937), 14.

%1 pérez Contel, RArtistas en Valencias73.

%2 Of course, we have also seen from Renau's prepasatrNueva Culturahat the PCE leadership
were neither very interested nor confident aboeir thbilities when it came to cultural matters.fs
the Comintern, it is also worth noting that ther@sva marked antipathy between Hernandez and the
highest representative of the Comintern in SpaatmiRo Togliatti, who complained in a 25
November 1937 report to Moscow that the educati@haulture minister did not maintain sufficiently
close work relations with other party colleaguesridndez Sanchez, EBomunistas sin partido.

Jesus Hernandez. Ministro en la Guerra Civil, Dasite en el ExiligMadrid: Raices, 2007), 56.

None of the recent studies discussing the Comiistérfiuence in the Spanish Civil War has presented
clear evidence of direct Comintern involvementutwral matters. See Elorza, A. and Bizcarrondo,
M. Queridos Camaradafiadosh, R., Habeck, M. R. and Sevastiano8pain Betrayed: The Soviet
Union in the Spanish Civil WgNew Haven and London: Yale University Press, 20ty

Hernandez Sanchez,Guerra o Revolucion
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AlA and the Ministry of Public Instruction and Fingrts. Most prominent AIA
members in both Madrid and Valencia had been daRemau's artistic network since
1933-1934, and many had contributed to politicabazanes likeOctubreand Nueva
Cultura. Moreover, during the time he spent as Generakdbar of Fine Arts, Renau
remained a prominent member of AIA's Valencian branwhich in March 1937
adopted a relaunché¢lieva Culturaas its official publicatiori®

The problem here was that even if heavy relianc@arsonal connections was
not in any way unusual in Spain's traditionallyentelistic public sphere, such
organisational approaches nonetheless sparked aicnss of sectarianism, both by
contemporaries (above all among anarchists) amd &t historians$? In this regard,
however, distinctions must be made between theviainaof different members of the
ministry's leading team. On the few occasions wéariusions were clearly politically
motivated, the initiative appears to have come fd@sis Herndndez and/or Wenceslao
Roces® The most striking examples would be the rejectimin Rafael Dieste's
contribution to a publication devoted to the 193h@ress of Writers for the Defence of
Culture (more details on this congress follow bglawd Roces's decision to annul the
jury's choice in the National Poetry Prize of 198®&arding the prize to Pedro Garfias,
who was a member of the Communist Party, unlikeathginally designated winner,
Juan Gil-Albert)®* Renau, by contrast, let his favouritism be guilggrofessional and
artistic ties — not, as a rule, by politics. Inde®&nau was on the very jury that had
awarded the National Poetry Prize to Juan Gil-Albarlong-standing contributor to
Nueva Cultura This difference matters because it should makequesstion any
suggestion that Renau blindly obeyed Moscow-impassdmunist dogma and used his

influence to make Republican artists conform to thetates of socialist realist.

% According to Renau, the Valencian 'Alliance of ARtiscist Intellectuals' incorporated about 70% of
the local intelligentsia. See Renau, J. ‘Notas algan de una nueva cultura por Josep Renau’ in
Brihuega, J. (Ed.Josep Rengut81. In Madrid the organisation's official publibn wasEl Mono
Azuland in Barcelonderidia.

% See Fernandez Soria, J. Eucacion y cultura58. See also Alvarez Loperal . politica de bienies
culturales 29.

% To some extent this will have been because bothatelez and Roces were part of the 'old guard' of
the PCE and thus more marked by the PCE's sectastomy. It may also be said that Hernandez had
few other criteria to work with, as his culturalueation, according to Alvarez Lopera, was a lat an
relatively superficial aquisitiori.a politica de bienies culturaleg9.

% Dieste, RTestimonios y homenajéBarcelona: Laia, 1983), 76-79. For Roces’ intetien see
Zambrano, MLos intelectuales en el drama de Espéfiladrid: Trotta, 1998), 51f.

% Gamonal Torres and above all Trapiello come clogkis position. However, any assessment of
debates must first of clarify what is understoodsbyialist realism. While this thesis has primarily
defined that term with reference to epistemology tire relation between the artistic and the pailitic
vanguard, it is more commonly understood in terfrth® aesthetic qualities seen in painting under
Stalin. There the intention was to underscore tienumental’ and heroic characteristics of socialist
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Although Renau was an advocate of realist art,dlyoanderstood, such homogenising
impositions would first of all run counter to thellaborative approach he had adopted
for his cultural projects throughout the Republigeamiod. Moreover, any claim that he
exclusively sponsored a single aesthetic also ggtre creative diversity on display in
magazines and posters published with ministeribkisly®® Art production addressing
war themes was naturally the first to receive staeking, but how exactly these
themes were to be interpreted was evidently a miatteeach artist or group to decide.

But if Republican cultural production under Hernéndhus remained in many
ways pluralistic, selective ministerial support fmartain cultural entities could not but
have an impact on the political content of the Rdipan cultural environment. As
organisations like the Alliance of Anti-Fascistdhéctuals were granted much greater
visibility than groups lacking official support,would be their particular war vision that
would come to dominate the public sphere. This wiesarly part of Hernandez's
propaganda strategy, as the slogans that conségbenéme ubiquitous were those that
had been approved — though not necessarily scripteg the ministry. Although the
Ministry of Public Instruction was not the only igffl body to co-ordinate Republican
propaganda (this task was shared not least withopaganda ministry created on 4
November 1936, and led by progressive republicao€aEspl&’), the disjointed
campaigns seen in the immediate aftermath of thg agere in this way gradually
replaced by a more coherent set of messages,isgebe legitimacy of the Popular
Front government and highlighting the mass padittye nature of the Republican war
effort.

The expansion and radicalisation of the culturadgmamme

The idea that the Popular Front government reptedean expression of the popular
will was not only significant as part of a govermited bid to legitimise central authority
and the new government, but also allowed membersprfgressive cultural

organisations to suggest that the government n@wpoed the role of the vanguard in a

subjects, and would typically contain, to take ¥heav of Clement Greenberg, a significant element of
kitsch. See 'Avant-Garde and Kits&drtisan Reviews, 5 (1939), 34-49. For a paradigmatic study of
the place of socialist realism in"206entury art history, see Golomstok, |. Tétalitarian Art: In the
Soviet Union, the Third Reich, Fascist Italy and Beople's Republic of Chifaondon: Overlook
Duckworth, 2011).

This can be seen most clearly in the variety ofgrsgpublished by the General Directorate of Fine
Arts, and magazine produced by the Valencian Cada GulturaMadrid. Cuadernos de la Casa de
la Cultura.

On 27 May 1937, the Ministry of Propaganda wasuestred and became a Subsecretariat of
Propaganda belonging to the Ministry of the Interio
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process of social and cultural change. Renau, guely so critical of Republican
reform, made his own position in this regard cleathe first issue oMusica(January
1938), the magazine produced by the new Centran€bof Music. In a short text
justifying the creation of the Council, he highligd that while the Spanish state had
previously constituted an dam-like obstruction tbthat was alive and 'healthy' in
cultural production, the new popular Republic hadreed a 'flood of possibilities for all
innovative currents' and 'all forms of creativel¥fl Similar opinions were expressed
elsewhere, indicating that even well into the vedter so much wartime destruction,
cultural producers (like many revolutionary segmserdf the population) still
emphasised the critical importance of the congtrectransformative content of anti-
fascism?* Indeed, this aspect of the struggle had, if amghionly gained in
significance. For if one of the consequences otthg had been radically to destabilise
existing cultural models, those pursuing progresgelitics in its wake had no choice
but to rebuild cultural relations anew. In this senRepublican intellectuals’ anti-
fascism, as it evolved after the rising, may be gared to the most far-reaching
European responses formulated after the Great Wespeonses including, for example,
the foundational manifesto of Clarté. But, as ie ttase of Clarté, radical cultural
visions in Republican Spain were not easily coragiinto practice, even when the
instruments of the state were in progressive hafslsve shall see, the very wartime
circumstances in which Republican cultural inittas were launched also sometimes
set acute limits on the possibilities for innovatievhile, at the same time, reservations
among progressive intellectuals — evident not leastheir ambivalent attitude to a
perceived popular will — left important problemsooidtural innovation unresolved.
Before turning to a more extensive analysis of gge®epublican cultural
initiatives and debates domestically, we should aste how very important was the
international dimension of culture to the defendefsthe Republi¢? The clearest
expression of this could be seen in the Secondnat®nal Congress of Writers for the

Defence of Culture, which in a show of solidarititwthe besieged Republic was held

40" 'Mision del Consejo Central de la MUsit&sica 1 (January 1938), 5.

“ See, for example, Vicente Vidal Corella's aforermer@d comments in 'La magnifica labor que realiza
en Valencia la Alianza de Intelectuales para laebsé de Cultur&ronical3 Dec 1936, 11f. See also
the collective statement delivered at the July 188ifers' Congress for the Defence of Culture (see
following paragraph for more detail). Reproduce@immonal Torres, MArte y Politica 232-240.

In this regard, in a addition to the conference tio@ed here, see for example the fund raisinddeaf
written by Nancy Bedford-Jon es for an Americaniande.Students under arms. Education in
Republican SpaifNew York: Youth division of Medical and North Aniean Committee to aid

Spanish democracy, 1938).
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in Valencia, Madrid, and Barcelona on 4-12 Julytiwglosing sessions in Paris on 16-
17 July) 19372 The congress was organised by the Spanish andtFbeanches of the
Alliance of Anti-Fascist Intellectuals and receivedpport from several ministries,
among them the Ministry of Public Instruction andd=Arts* It attracted writers and
artists of a variety of political persuasions. Tlemmon denominator was a conviction
that fascism represented a mortal threat to pkmafind humanist values — here taken to
stem from an overriding concern with human welfarel fulfilment — and that the
Spanish war had to represent the first step towtrdsdefinitive defeat of fascism
everywhere. With this in mind, the 66 speakers f@#rcountries repeatedly highlighted
the universal significance of the Republican cauwdele the Spanish delegation (from
which Renau was absent, as he was abroad on bfficigées®) proclaimed in a
collective statement their absolute loyalty to bo#volution and government — a
political entity which had by then, as they expees#, become 'something much more
important than a governmefft.Such sentiments identified the Republic as a repdi
force in a transcendental project for cultural weale a project that would not only
redeem the traumatic sacrifices made in Spain,ifggire cultural transformations
across the rest of the continent téd=rom this perspective, the telegram sent to the
congress by Albert Einstein struck a (melo)dramétit characteristic note: hope in
'better times,' it stated, was for the moment ledipe only 'by the heroic fighting of the
Spanish people for freedom and human digffity.'

Crucial to the realisation of such lofty sentimewess the practical dimension of

3 The main works on the congress are by Luis Mariin8itler,Inteligencia y guerra civil espariala
and Manuel Aznar Soldriteratura espafiola y antifascismo (1927-193)ese books constitute the
first two of three volumes in a collective work et I| congreso internacional de escritores para la
defensa de la cultura (193(Yalencia: Generalitat Valenciana, 1987). Thedthiolume is a
documentary compilation with speeches delivereihduhe conference.

4 See Schneider, L. Mnteligencia y guerra civil espafiolnd Aznar Soler, MLiteratura espafiola y
antifascismochapter 5. For a contemporary comment on the abigtechaotic organisation of the
congress, see Koltsov, Wiario de la guerra de EspafiMadrid: Ruedo Ibérico, 1963), 429. For the
view of one of the organisers, see Gil-Albertyi@morabilia 176-182.

45 At this time Renau was working on the RepublicawilRa at the International Paris Expo, which
will be discussed later on in this chapter.

%6 Reproduction in Gamonal Torres, Mite y Politica 232-240. According to the introduction by
Gamonal (page 58) the statement was signed byd\8arrano Plaja (who also read it on behalf of
the group), Antonio Sanchez Barbudo, Angel Gao$p®iin Aparicio, Arturo Souto, Emilio Prados,
Eduardo Vicente, Juan Gil-Albert, José Herreraf@eteorenzo Varela, Miguel Hernandez, Miguel
Prieto, and Ramon Gaya.

47 Galician vanguard writer Rafael Dieste, close @mlee of many of the signatories of the collective
statement and collaborator on one of the most itapbRepublican cultural magazines during the
war, Hora de Espafiayould later describe how the progressive Republinteilectuals of the 1930s
had a strong sense of rediscovering a transceridet@ of Spanish culture. Dieste, Restimonios y
homenajes18f.

8 Cited in Vicente Aguilera Cerni's introduction tefu, JFuncion Social del Cartel Publicitario
(Valencia, Fernando Torres, 1976), 16.
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Republican cultural policy, and progressive artgstd writers were certainly justified in
highlighting that as a primary indicator of the wae Republic's serious progressive
intent. The cultural reform programme begun dutimg pre-war period of progressive
republican government (1931-33) was not only regunre wartime as soon as
administrative structures could be set up, but acigally expanded within the first year
of the conflict. This was made possible, firstly, the record 1937 budget allocated to
the Ministry of Public Instruction and Fine ArtsofNonly was it a bigger than ever
amount but it also constituted a significantly Ergroportion of the overall state
budget compared to the previous y&arhat the Republic should significantly increase
its spending on education and culture as a prapodi its total budget, even when it
urgently needed to direct scarce funds to its amjitdefence, is itself a powerful
indicator of just how vital the Republican authiestconsidered the cultural dimension
of the mobilisation effort, both in the immediatedathe long term. Measures
announcing progressive change were understooduasakcito boost civilian morale,
while educational initiatives would further sereggromote a cohesive understanding of
the conflict. In addition to signalling a commitntéa a more egalitarian Spain, in itself
important to shore up government legitimacy, thiucal programme offered a direct
means of expanding its loyal base among wider setgaé the Republican population.
In order to produce tangible returns on the buddletcated, culture minister
Hernandez and his team channelled the funds toweodstructive and practical
projects’ They directed 40 million pesetas towards the lngjef 10,000 new schools.
Around 7 million was spent on canteens and evamuatblonies. This was another
investment of combined humanitarian and militaryjuea as the parents of evacuated
children would thus be free to engage in war-relat®rk. The minimum wage for
teachers were raised, and the number of univeggints increased from 1 to 5
million.®* The budget also made possible the implementatiora eries of new
initiatives that showed with particular clarity have immediate circumstances of the
war, as well as ideological orientation of the msiarial team, would influence the

content of the cultural programme in the long tefiine most prominent among these

9 The exact budget allocation was 496,6 million peset9.4% percent of the total — which can be
compared with the previous year's allocation of,858illion pesetas (7.1%). The budget allocated to
the Ministry of Public Instruction in 1938 was iact even larger, both in terms of absolute figaned
its relative size within the total state budgetd&6million, 10.4%). In 1939 the relative size dved
markedly (7.6%). See Sanchez Asiain, J.&financiacion de la guerra civil espafiola. Una
aproximacion histéricgBarcelona: Critica, 2012).

% Less money was spent on perquisites for ministstéf, for example. Cobb, Cos Milicianos 41.

1 Alvarez Lopera, J.a politica de bienies culturale81f.
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were the Worker Institutes (Institutos Obreros) #mal Cultural Militias (Milicias de la
Cultura).

The Worker Institutes were intended to facilitabeess to further education for
young people of working class background while agaipping the army with more
recruits capable of receiving higher military tiagn®> Enrolment was first opened to
those aged 15-18 , then, from 28 June 1937, teethged 15-35, entry being geared to a
two-year secondary education diploma. The insstutere free, with grants also made
available for those with dependants, especialktutly entailed a loss of income. The
first and biggest institute opened its doors inevaia on 31 January 1937, with other
schools following in Sabadell, Madrid, and Barcel®hAt the end of the war an
estimated 873 students had been inducted to clasz@& of which were delivered by
visiting political, military, and literary dignitaas, as well as teachers of recognised
professional distinctioff.Insofar as the Institutes were intended to sehedayalty of
those who attended, the initiative achieved evidertess: In later interviews, former
students of the Valencian worker institute remeratidroth their happy anticipation of a
new education and their disappointment, sadnessfrasttation at realising that the
defeat of the Republic also meant they would notehtne time or opportunity to
complete their studi€s.

The Cultural Militias, established by decree onJa@uary 1937, can be seen as
a militarised version of the Misiones Pedagdgicakhough they also drew on
educational initiatives developed in the Red Afyhe militias offered literacy and
other classes to soldiers stationed at the fitmstaff, mostly recruited from university

students but also including some qualified teachadsvarious other professionals, was

%2 For a monograph drawing on interviews with formeidents as well as archival research, see Escriva
Moscardd, CLos institutos para obreros: un hermoso suefio répaibo (Valencia: L'Eixam, 2008).
See also Fernandez Soria, J.Bducacion y cultura.

% Foundational decrees dated 10 March 1937 for S#atte11 May 1937 for Madrid and Barcelona.
For a more detailed chronology of the beginning emd of courses at the Worker Institutes, see
Escriva Moscardé, @.os institutos para obrergd5-23.

% Among those visiting were the socialist ministeddtecio Prieto, the renowned poet Antonio
Machado, and the military commander Valentin GodzéEI Campesino').

% Azafia explicitly spoke of the Worker Institutesaameans of securing the loyalty of working class
youth. Escriva Moscardé, Cos institutos para obrero26.

% See former students' one-sentence descriptiomeirfexperiences at the Valencian Worker Institiute
printed on the inside of Cristina Escrivas institutos para obreroJypical assessments and/or
recollections included: 'Espiritu de superacion gog inculcaron me ayudo en mi vida," and
‘Sofiabamos con abrir nuestras fronteras a la aulof. Bedford-Jones, Mstudents under armg4.

5 The teachers' union, FETE, had already laid themgtavork for the Cultural Militias before January
1937. They were established by ministerial dewreieh also underwrote their efforts with a
generous budget. Even so, the real 'take-off' cammday. See Cobb, @.os Milicianos especially
chapter 4.
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assigned to specific military units where they slawith the soldiers the privations and
routines of front-line life. This helped not only éstablish a rapport between teachers
and students, but also meant that the Culturaltiglliwerein situ and thus able to
maximise use of the soldiers' free time when theyewnot required for military tasks.
This in turn contributed a great deal, along with enthusiasm of the teachers and the
high value placed on culture within the RepubliGamy, to the initiative's tangible
success. For the results were impressive — esfyecaisidering the organisational and
material obstacles, not to mention the constanbcetions caused by military
deployments, which the teachers had to negotidetween May 1937 and October
1938 about 25,000 soldiers achieved some degrbeemaicy in the Army of the Centre
alone®® In a similar period, the Cultural Militias had alsrganised, in the Republican
Army as a whole, hundreds of cinema screeningsio rétoadcasts, and trench
newspapers, as well as 1,418 functioning front-liiraries to support soldiers’
continued learnin§ Such figures include only part of their activitiget in themselves
they suggest that the Cultural Militias achievedraater reach than any other single
initiative in terms of expanding adult educationofd than any other piece of reform,
this initiative justified writer Maria Teresa Leénlater claim that during the war,
Republican Spain was, in effect, turned into ‘onméense schod*'

The educational opportunities provided by the QaltuMilitias were, by
numerous accounts, gratefully received by those kdwb previously been denied any
realistic chance to study. Teachers' and obserdetriptions of front-line classes,
while obviously biased to some degree, repeatetiigssed how illiterate soldiers
applied themselves diligently to the task of leagnithe alphabet, and how already
literate soldiers devoured all the books availablerench ‘libraries’® As with the
students attending the Worker Institutes, manyismdsaw the classes provided by the
Culture Militias as proof of the Republic's progree intentions, and many recognised

the initiative's empowering potentfdl.Isidro Martinez, a 42-years-old agricultural

%8 For a more extensive evaluation of the factorsfiefied or hindered the militias' work, see Cobb, C
Los Milicianos 109f, 169f.

% Cobb, C.Los Milicianos 108f. An impressive statistic, however one dedititeracy, although this is
of course a complicated question. For a discussie®,Cobb's discussion on page 94.

8 The period referred to here is May 1937-August 128nandez Soria, J. Mducacion y cultura
57f. Figures also appear in Salalin|-& poesia de la guerra de Espafiadrid: Castalia, 1985), 274.

®1 Ledn, M. T.La Historia Tiene la PalabrgNoticias Sobre el Salvamiento del Tesoro Arti3(26Ed.)
(Madrid: Hispamerica, 1977 [1944]), 30.

2 See for example Fraser, Rlood of Spain292. See also the war diaries of composer arnemvri
Vicente Salas VilDiario de guerra de un soldad®adrid: Hispamerica, 1977), 29f, 38f, 78. Cf.
Bedford-Jones, Nstudents under arm43-16.

% For particularly clear examples, see Salas VilDidrio de guerra 29f, 38f. See also articles
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worker serving in the same unit as composer antem¥icente Salas Viu, had told

Salas Viu, according the writer's diary entry férf2ovember 1937, that he had always
known he could have aspired to more in life, buait the had hitherto been lacking the
means. Now, he said, as a result of the Repubfcany's educational provision, he had
the means and only asked for more tfthe.

Primary education for both adults and children woulot only change
guantitatively, but also qualitatively. First ofl,abducation, especially in the form
delivered by the Cultural Militias, was geared todg the immediate task of
legitimising the war effort, which in turn led toareased politicisation. This tendency
was accentuated by the fact that the Militias ojgerainder the direct authority of the
political commissar, whose task was, in part, taing the troops of the rationale of the
war and thus maintain mordfe.The politicised nature of primary education, esqiéy
in the army, was also evident in the teaching nedtedistributed by the Ministry of
Public Instruction and Fine Arts. Significant mieisal investment — 100,000 pesetas,
which may be compared to the 121,000 pesetas sperschool equipment — was
reserved in the ministerial budget for 'press armpagand&® The most notable item
used in this regard, designed specifically for @dtural Militias, was a Republican
‘anti-fascist' literacy primer, th€artilla Escolar Antifascista Written by Fernando
Sainz andMundo Obreroeditor Eusebio Cimorra, and lavishly designed, vatime
assistance from Renau, by Polish-born graphic desiylauricio Amster, the primer
was produced in two slightly different editions hiestimated print runs ranging
between 70,000 and 150,000 copieslsing the primer, soldiers would learn the
construction of phrases by breaking down a giveniesee into words, syllables and

letters, which could then be used to assemble @tppropriate sentences on the same

published in the front-line press, reproduced imkadez Soria, J. M. and Mayordomo, A.
Educacion, Guerra y Revolucién. Valencia, 1936-1988lencia: PUV, 2007), 165, 169.

® Salas Viu, VDiario de guerra 78.

& still, the principal priorities of these two (i@mmissar and teacher) diverged, which sometimes
caused noticeable tensions. See Coblh,08 Milicianos 111-125.

% 1bid., 56.

The authors are indicated in Cobb, C. 'The edutaltand cultural policy of the Popular Front
government in Spain, 1936-1939' in Alexander, Ml &maham, H. (EdsThe French and Spanish
Popular Fronts 251. The lower of the estimated print-run figucesnes from Santiago Alvarekqs
comisarios politicos147), the higher from Rafael Pérez ConketiStas en Valencigb94). In
addition to minor visual alterations, the most imtpat difference between the two editions was that
the second edition substituted a montage centredeofounder of the Spanish Socialist Party, Pablo
Iglesias, for the earlier one focusing on Largo &@iao, who at that point had been forced to step
down as Prime Minister. Although | have not beele &b find exact publishing dates, this change, and
the fact that the first edition contains imagesrfrine preparations of the 19B@llas, indicate that the
first edition must have been produced sometime éetviate March and early May, and the second
sometime after the government change of 17 May 1937
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theme. The sentences provided by the reader alemoaicated important war-related
messages: for example, 'Obedience to the legitigateernment’, "War of national
independence’, and 'Produce more and better dmthe front', are a few of the slogans
given as the instructional starter phrases. Ottetased to political leaders and included
a homage to the anarchist Buenaventura Durrutiy (imansmuted and incarnated as a
Republican war hero) and another to the foundinigefaof Spanish socialism, Pablo
Iglesias; yet another was for 'Lenin, our greathea®® In this relatively ecumenical
way, the composers of the primer sought to conatdich new national political
imaginary as the same time as strengthening arsgyptine. The primer also reminded
soldiers why wartime sacrifices were ultimately therhile: 'We are fighting for our
culture', stated one spread, while the final imags accompanied by the sentence 'A
happy and prosperous Spain.' As a publication sgriagoth as a propaganda medium
and a learning and teaching aid, the 'anti-faspisther stands as a major example
demonstrating how the imperatives of Republican mabilisation shaped initiatives
that were also key components of the Republis®nifor a post-war future.

As the final image in the primer indicates, wardimducation was not only
about maintaining front-line morale, or even offigri a means of individual
empowerment, but also about reviving a more amistiRepublican nation-building
project. This aspect of the cultural programme wasn as intrinsically linked to
literacy teaching, especially where political igmoce was deemed part of the very
definition of illiteracy itself. Hence the magazi@eltura Popularstated in June 1937:

To raise the cultural level of the soldier is toeagthen his political
consciousness. It is obvious that our army hastodmposed of men
conscious of an ideal, for which they are prepacedie. Down with
illiteracy! Bear in mind that illteracy does notmply mean the
inability to read or write, but rather a lack ofeat concepts and
indifference to the great moral and social cordligtcing us?
In addition to the inclusion of political and mdiy slogans in the 'anti-fascist' primer,
the importance that militia teachers and the educaninistry accorded broad political
instruction was furthermore evident in the teaclohgeography and history, which was

to include comparative historical studies of reviolnary societies like Mexico and the

% These examples are taken from the second edition.
9 Cultura Populay 2 (June 1937). The translation is taken from Cé&hdThe educational and cultural
policy', 247.
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USSR The ambition to forge a new Republican nationelasn progressive values
and a commitment to social justice, became padrtulclear in this connection. Yet
what such teaching also demonstrates is how, utidedeadership of Hernandez’s
ministerial team, the curriculum as a whole adomedistinctive tone — one that had
emerged from the new radical discourses shapingimarRepublican politics. But it

did so, crucially, in ways that ensured that thhtipal content of the teaching remained
compatible with general Popular Front policy. Tinelusive strategy bespoke once
again the central role occupied by the culturalgpgmme in a broad Republican

mobilisation effort’

The politics of cultural heritage

The cultural programme's shift in tone did not oaffect educational material but also
articulations of the relationship between the 'peopnd Spain’s cultural heritage.
Instead of 'high' culture made available to theppar' classes, all cultural treasures
were now to be regarded as part of an undividedipofegacy. This view was accepted
and often propagated by the progressive cultutabéshment, which in many cases
had arrived at this way of thinking prior to therveayway. The 'people’ had long been
identified as a source of authentic cultural valoet least among Romantics and
prominent representatives of the Generation of(&ecially Miguel de Unamuno).
Moreover, those known as the Generation of '27,abuye all the influential poet and
playwright Federico Garcia Lorca, had often appeted popular art forms for their
own creative and experimental purpo§eAs we have seen, from 1931, the same
writers wholeheartedly supported Republican attsm disseminate, through
initiatives like the Misiones Pedagogicas, the Itesy fruits among the ‘people’ that had
provided their inspiration. Left-wing critics likRenau similarly conceived of a future
Spanish culture as one with clear popular — if metessarily traditional folkloric —
roots. 'Culture’ was thus typically regarded witlprogressive intellectual circles as
inextricably tied to the 'people.’ It was only logj, then, when the Republican cultural

programme had to respond to the political disruggtiof the war period, that official

0 Cobb, C.Los Milicianos 117. Cf. Fraser, RBlood of Spain 292.

> See also the assessment of Cobb, who states ¢énatwiere few accusations of sectarianism in
relation to the political content of teaching matks; since these drew on values and objectives tha
were common to all Popular Front parties. CobH,d3. Milicianos 133.

For an analysis of the role of the ‘people' in $gfanultural production, see Sinclair, A. 'Elitismd
the cult of the popular in Spain' in Timms, E. &@ullier, P.Visions and Blueprints: Avant-garde
culture and radical politics in early twentieth-dery Europe(Manchester: Manchester University
Press, 1988), 221-235.
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proclamations influenced by the progressive cultgite should go beyond the
ambition of making cultural treasures accessibleéht® 'people’ to declare that these
treasures in fact belonged to the ‘people’ as alieiable right? Still, in order to
convert cultural reforms into political capital, msterial policy in this regard had to be
presented as a extraordinary transfer of cultusedeyship, initiated and overseen by the
progressive Republican state.

Particularly important in bolstering, or indeedrspng, this interpretation was
Josep Renau's work, part of his brief as Generatddr of Fine Arts, to protect
national artistic treasures. Expropriations in ithiéal revolutionary period of the war
had already given the 'peoptie factocontrol over many valuable cultural artefacts.
This included scores of religious objects, somewdfich were threatened with
destruction as a result of accumulated anti-cleriegtred. Other art works risked
damage from ignorance or neglect, or loss to theckbimarket! So apart from
protecting artistic heritage from actual war damale General Directorate of Fine Arts
(hereafter GDFA) and collaborating organisationabeve all the Alliance of Anti-
Fascist Intellectuals, whose members had beenrthed engage with the issue — had to
use a variety of strategies to prevent further ridmtion at the hands of the popular
militias. To begin with, there was a publicity casugn in which the national heritage
was presented as a part of working-class histéfgrkers of today: respect the labour
of our companions of yesterday," proclaimed a dtarstic GDFA poster, showing an
image of ornamental details above a church doorerd/hpersuasion failed, a
combination of juridical and police/military ford@t first often involving the Fifth
Regiment) was deployed to enable the authoritieoidiscate valuable objects at risk.
Still the conservation task was difficult, as foamy in the militia the acquisition of
valuable objects did not only mean potential incong also the symbolic conquest of
luxury (whether objects or properties) and as scmhstituted tangible proof of the

revolution's success. Thus the government had to persuade the militiaat t

3 See the speech delivered by Jesls Hernandeziagatiwgural ceremony of the first Worker Institute,
31 January 1937. Entitled 'La Cultura para el Ralehlis reproduced in the party publicatiBh
Partido Comunista por la libertad y la independende Espafia (Llamamientos y discursos)
(Valencia: Ediciones del P.C. de E., 1937), 131-F&2 a comparable view, see Maria Teresa Ledn's
reflection that the hoarding of valuable art treasun private collections may one day be consitlere
a 'social crime’. Leon, M. Ta Historia Tiene la Palabra45.

"4 See Alvarez Lopera, la politica de bienies culturalegspecially chapters 1.2 and 1.9. See also the
literature listed in footnote 51 in this Introdwarii

s Ibid., chapters 1.2 and 1.9. See also descriptidineoexcitement with which artists of the Catalan
Sindicat de Dibuixants Professionalsmmaged through content of the aristocratic pailheg had
confiscated after the July 1936 coup. Termes, Jddepvitlles, Jaume, Fontseré, Carlg3arteles de
la Republica 355.
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relinquishing part of their material conquests didt signify a rolling back of
revolutionary power, but rather its consolidatignthe new representative government.
The state had to be presented as the legitimatediar of a heritage ultimately owned
by the polity it served.

A practical expression of this idea can be foundhi@ arts exhibition held in
Valencia, in a former Roman Catholic seminary, @degio del Patriarca, towards the
end of December 1936. Made up of works taken frbm Duke of Alba's Madrid
residence, which, like the Prado Museum, had bewgstied of its most valuable objects
to protect them from rebel bombs, the exhibitiongd to demonstrate how the cultural
treasures previously in the hands of the privileded were now available to the
public.”® The proposal to turn the evacuated works intoxdmbéion was Renau’s own,
in his official capacity’ But it also had earlier precedents in Madrid, vehesmmunist
militia occupying the Duke of Alba’s residence iretimmediate aftermath of the coup
had spontaneously transformed this into a ‘Museu@agpitalism' which they opened to
the public’® Co-opting this idea officially, Hernandez and Renalso took the
opportunity to turn the inaugural ceremony for Wadencia exhibition into a public
relations coup for the PCE, where the Republicliea@ements blended yet again with
self-praise of the party and attempts to highlighs, especially revolutionary, the
credentials of the Ministry of Public InstructiondaFine Arts. In the presence of an
international delegation, speeches praised the iManiitia men's respect for art and
the Fifth Regiment's efforts in bringing the cotlen to a relatively safe home in
Valencia’® At the centre of the seminary's inner courtyardrewpositioned four
blackboards, placed against each other at squagkesanwhere visitors could read
messages such as:

The Communist Partgives to the people, through tiinistry of
Public Instruction the art treasure of the Duke of Alba, saved by ou
brave militia men from the fire and shrapnel unheson the people
of Madrid by fascist barbarity (The Central Committee of @)%
This particular blurring of party and governmentiaty may well have prompted a

8 This was also readily understood by journalist®répg on the exhibition. See, for example, Vicente
Vidal Corella's review irCrénica3 January 1937, 12f.

" Cabarias Bravo, Mlosep Rengul31-137.

8 Koltsov, M. Diario de la guerra de Espaiid87. For a good analysis of the politics of tRkikitions
in both Madrid and Valencia, see Basilio, M. Wisual Propagandachapter 2.

" For a contemporary report on the proceedingsyee#ad26 December 1936, 1f.

8 Photographs of the inner yard in Cabarias Bravalddep Renaul31.

175



cabinet order, signed nine days after the exhibitpening, which strictly prohibited
the making of party propaganda through governmémeies® Beyond such conflicts,
however, and regardless of the grandiloquent sexénon display, the real public
benefits of the exhibition must have been limitesljt was only open for three days (26-
28 December¥ This was, furthermore, one of the few examplesn(t the only
example) where confiscated art works were exhiltibethe general public. Again, what
it sought to demonstrate, over and above pracives, the principle that art would no
longer be exclusive. Embracing this principle, téture ministry had effectively set as

its ultimate goal the redefining of all culture@spular culturé?

Encouraging popular cultural production

Realising the idea of a new and truly popular ¢eltdid not only involve facilitating
access to existing cultural resources (that is,adeatising the consumption of culture)
but also encouraging popular cultural producti@elit Indeed, herein lay the greatest
difference between war-time policy and the progwesget largely top-directed cultural
initiatives of the pre-war years. As had been adtedt byNueva Culturaand various
cultural critics from the revolutionary left befotlee war people were now granted the
means to participate actively in cultural actistiand shape the outcome of these
according to their own needs and disposition. Whbgiously important as a political
principle, the recognition and cultivation of crigatabilities where these had previously
been neglected could also, on an individual lews, profoundly psychologically
transformative in itself. If literacy programmesdhapened up the horizon to some
extent, reading and creative writing, regardlesspuificiency, allowed students to
explore further the intellectual possibilities thsvealed and acquire new knowledge
according to their own lights and capacity. Creativork of all types also opened doors
to new interests and talents. In some cases, aesgid by Vicente Salas Viu when
meeting an ordinary soldier who felt that the wad lhevealed a true vocation in him as
a poet, the discovery of new talent, of which thies but one example, could (and did)

even prompt a new sense of SélEar from being a matter of a superficial change of

8 Gaceta6 January 1937, 91.

8 As in an advert on front page\¢drdad26 December 1936.

8  See also the short propaganda le@leteccion del Tesoro Artistico Nacionalencia: Ministerio
de Instruccién Publica y Bellas Artes, 1937) wistdted that artistic works produced by past
generations had often been reserved for the [pgied) few but would now be 'of the people and for
the people' (page 7).

8 Salas Viu, VDiario de guerra 78.
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subjective identity, such shifts in self-perceptiarguably represented an immediate
form — in the strictest sense — of individual empaton.

One of the most important examples of popular p@dtion in cultural
production can be found in the war ballad. In ppoglantitative terms, the explosion of
this form of amateur poetry dwarfed all other crdtyphenomena during the war. The
cultural historian Serge Salatin has counted betdBe20,000 individual compositions,
of which roughly three quarters were written in Bepublican zone. These belonged to
around 5,000 different authors, whose work wasiphbtl in approximately 75% of the
military press and 50% of the magazines printedhenhome front> Some established
literary magazines — the Alliance of Anti-FascistellectualsEl Mono Azulbeing the
most famous example — also published, if only ftimee, amateur compositions next to
work by recognised poets By so doing they clearly signalled the comparableot
equal importance of established and amateur wiitetise elaboration of a new Spanish
culture. Many progressive intellectuals saw the balfad as a genuinely revolutionary
form. Even though the war-ballad did not, as a,rdeow any signs of formal
experimentation — being essentially a re-inventediigval tradition — it could still be
seen as revolutionary as a result of its sheerlpapu(in both senses of the word). So
even though this popularity was related to its dégglitional roots, recognisable
structure, and often epic if not elegiac qualitibg form was deemed an instrument of
change precisely because of the socio-cultural ainfieat its vast proliferation would
consequently entdil. In order to build on this potential, the writindg ballads was
strongly encouraged by the teachers of the Cullditgias, as well as the political
commissars, who recognised in such initiatives weptul means of boosting troop
morale.

In terms of form and content, ballads thus offepedhaps the most accessible
medium through which soldiers could participatevaty in a collective effort to invest

the war with meaning. It must be noted, howevet #ithough poems were written by

% Figures cited in Fernandez Soria, J.Bducacién y cultural44f. The key work on war-time poetry is
Salain, SLa poesia.

8 El Mono Azul seems only to have lasted until M&31, when there was a break in the magazine's
already irregular publishing pattern. When it ratd, itfilled simply a page in the Madrid dallg
Voz which meant that it had been downsized considgrAb a result the content became more
orientated towards politics. See Monle6riEl.Mono Azul” Teatro de urgencia y Romancero de la
guerra civil(Madrid: Ayuso, 1979), 19.

8 See, for example, Maria Teresa Ledn's 'La cultpaérjmonio del pueblo' in Ledn, M. T. (Ed.)
Cronica general de la guerra ciyevilla: Renacimiento, 2007 [1937]), 90. See &smlad8
Septembre 1936, 1, where the student theatre comflaiho describes their work as ‘classical’ and
'‘popular’ and therefore ‘eminently revolutionary'.
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men across the military hierarchy, the message theymunicated did not necessarily
depart from official rhetori€ At one level, this is unsurprising. Dissidencepiint was
prevented by censorship, and the frontline atmagpeuld no doubt have generated a
degree of conformity regardless. Yet no one wasefrwrite verses in aid of battle
morale, so neither is there any reason to think tt@ words did not reflect genuine
feelings. At any rate, the phenomenon of balladimgiwould certainly have responded
to a genuine need, as soldiers tried to make sehs$eir motives for fighting and
psychologically survive the searing experiencenodlustrialised warfare. This fact was
clear also to Republican intellectuals, who gemgrslipported attempts to stimulate
amateur production. Moved by the verses sent teeth@rial board ol Mono Azul
Maria Teresa Ledn saw in them lyrical proof thiaé ‘epic is reborn when heroes need
songs®

Still, regardless of motivation, soldiers' own au#l work became an important
factor reinforcing the dominant narrative of therWarhis was particularly clear in
relation to another major form of popular self-eegsion: the wall-newspap@r.
Building on precedents from the Soviet Union, dabdrom revolutionary Mexico, the
wall-newspaper typically consisted of a large pagbezet or board onto which printed or
handwritten contributions were attached and replam® a revolving basis. It was an
essentially hybrid form, where quotes by leadersiggres and pictures by professional
artists mingled with comments and thoughts fornadaby the ordinary soldiers
working to produce the newspagein its most developed form, the wall-newspaper
was promoted as a collective art work, and varemsthetic criteria were highlighted in
officially sponsored competitions organised to emege greater participation and

experimentation with the war-newspaper fdfnvet it was the integrating function of

8 War ballads often celebrated Republic's culturfdrra programme, for example. See Salalin,&5.
poesia269-282.

8 Ledn, M. T.La Historia Tiene la Palabra29f.

® That is, a narrative declaring, in various ways, rilsing an attempt to perpetuate the oppressiasigu
feudal rule of a corrupt aristocracy, who in rettonmilitary aid had sold Spain's independencth&
fascist powers of Europe.

% According to the General Commissariat, there weer ¢,000 wall-newspapers in Republican Spain
during the war. Salalin, Sa poesia34.

2 For a good analysis of the wall-newspaper, see Klsnd, J. 'Propaganda Laboratories: Artists and
Magazines during the Spanish Civil WarRevistas y Guerra 1936-198®adrid: Museo Nacional
Centro de Arte Reina Sofia, 2007), 355-359 (Englistsion). Cf. Salas Viu, \Diario de guerra
29f.

% |bid. Mendelson highlights a 1938 article by Resaldse colleague amduieva Culturacollaborator
Francisco Carrefio, who unsurprisingly, considetiegcultural ambitions dflueva Culturawas one
of the commentators stressing that the wall-newspaqust be a popular and collective effort. Similar
sentiments were expressed in connection with &wewif a wall-newspaper competition held in
Madrid in summer 1938. Sédundo Graficol June 1938, 2.
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the wall newspaper that provided the key to itstany and political importance. Hence
commissars and cultural commentators addressingplimomenon demanded that
wall-newspapers reflect a truly communal projectrerggthening ties between
contributors and readers while also linking induadl units to a larger popular army
constituency? As with published ballads, the wall-newspaperétipal content was no
doubt a product of local group dynamics as welbaslifferent forms of censorship.
Indeed, if commissars as a rule placed great weaighivall-newspapers, then, it was
because they offered not only a means of maintgimmorale, but also a means of
enforcing among soldiers a certain degree of sgjtHation?®

Yet we must not overstate the restrictive implicasi of the political function
imposed on popular cultural production. In some syag addition to the overall re-
distribution of manpower that the war entailedyds precisely the fact that text and
image production was primarily geared towards thearty defined goal of war-
mobilisation that opened the door for many who rhaye had the passion but perhaps
not the experience or outstanding talents that evallbw them to work as artists and
writers in normal conditions. This is evidentlyerin relation to the production of wall-
newspapers, but also applied to poster designge sinany studios operated during
wartime with a team of amateurs guided by one av fwofessional® Frontline
magazines furthermore offered opportunities fordisos with no or little artistic
experience to have their drawings as well as agi@dnd poetry published, and a
selection of such work would even be compiled 988 series of leaflets published by
the General Commissariat of the Republican Armythwthe likely intention of
distributing them nation-wid&.And again, as with more traditional schooling (et
literacy classes of the Cultural Militias), the eggation of political conformity did not
necessarily prevent these initiatives containirg gbtential for genuine empowerment
too, especially considering the ways in which teegouraged the development of new

% Ibid. Documents from the General Commissariat, firettie military archive of Avila, show that
political commissars were concerned to maximiseptitential of wall-newspapers, especially in
terms of raising morale and awareness of the palitamifications of the war. See, for example,
Comisariado General, Caja 697, Carpeta 13 (espediats 2 and 3).

% This conclusion draws more on the archival evideneationed in the previous footnote than on
Mendelson's mostly art historical analysis, altHotltere are passages in this too that would support
such a reading (especially on 358f).

% Mendelson, J. 'Propaganda laboratories', 353. Mt@hiement of non-professionals was also
highlighted by Renau in an interview with Facunaaris Ferré. Renau suggested that the
'‘democratic' aspect of poster production to sonengéxompensated for the poor quality of many
posters. See Tomas Ferrél.Bs Carteles Valencianp$08f.

" The three leaflets were entiti®esia en las trincheras, Escritos de SoldadadLos dibujantes
soldadosAll were edited by Gabriel Garcia Maroto and peled by the Subcomisariado de
Agitacion, Prensa y Propaganda del Comisariado @kde Guerra in 1938.
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skills and abilities.

Another significant way in which popular culturalroduction was both
encouraged and controlled can be found in compes$itiThese events were, as Serge
Salalin has pointed out, an intrinsic part of tlganisational support necessary to make
soldiers' poetry a tangible aspect of wider cultah@nge®® Practical arrangements were
made by a wide variety of military and civilian gies: in relation to wall-newspapers,
one of the biggest organisers of competitions walku€ Popular, a Popular Front
organisation that worked closely with GDFA duringerfRu's incumbendy. Yet if
competitions were conceived as a means of celelgrétie democratisation of culture,
they also served as a reminder that hierarchidéral divisions were still present in
the Republican zone. Although competition winneeyevat times decided by popular
vote, it was common for participating work to belged by panels of professional
writers and artist®® Sometimes their critical authority was used tatdireffect. When
the GDFA organised a competition for war songs987], for example, they proposed to
select and publish, as Renallseva Culturacolleague Pérez Contel later recalled,
'those that had, in addition to a popular charaeteertain literary and musical dignity.'
But of the 117 entries recorded, only six were uideld in the final compendiutft
While competitions attested to an official desibeencourage popular participation in
cultural production, they also indicated how thé&uwral elite perceived there to be clear
limits to amateur producers' ability to evaluateitlown work.

There was more at stake here than a simple diveegehtaste. If, on the one
hand, the immediate circumstances meant that poppdaticipation in cultural
production had to strike a balance between indalidwtonomy and the unity needed
for war, it also revealed a tension between theahcesults obtained in the process and
progressive intellectuals' hopes for a future rettohary art. This constituted a problem
that was rarely made explicit and only troubledestain group of artists (including

Renau), but is nonetheless key to the cultural sbaxamined here. For if the

98

Salaiin, SLa poesia78.

For wall-newspaper competition, see MendelsoiRrdpaganda laboratories', 359. See also article in
Mundo Graficol June 1938, 2. In general terms, Cultura Poputeked mostly with the supply of
books and publications to hospitals and the frBat.an overview, see Fernandez Soria, J. M.
Educacioén y cultura69-79. A report (dated 18 October 1937) highiigpthe close relationship
between Cultura Popular and the General Directaiaféne Arts during the war can be found in
AGA (Madrid), Legajo 13054, Caja 4656, 14.

For more on competitions, see Salaiin,&poesia73-78.

Pérez Contel, Rartistas en Valenciab80. The selected songs were 'U.H.P.', 'Canta fleta
republicana’, 'Venguemos a los caidos', 'Himnant& nocturno en las trincheras' and 'Nueva
humanidad.'
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'revolution' of the immediate post-coup period maotadly seemed to vindicate
romanticised beliefs in the '‘people’ as a progvesforce destined to announce the
beginning of a new era, the prosaic nature — nanhémtion the uneven quality — of
many of the amateur art works later produced asoitsllary suggested that this new era
would be little different in artistic terms unletse '‘people’ could be guided in their
efforts by an appropriate authority. As artists awtters began to take a longer view,
then, it became necessary to debate, in greaterl,debhat the 'revolution' actually
meant for artistic production. And this, first df, amecessitated a more precise definition

of the relationship between the artist and thepfeo

The artist and the people

General proclamations of loyalty to the ‘peoplal #me 'revolution’ became a staple of
Republican cultural life soon after the defeat lné military rising. We have already
seen how the Madrid and Valencian groups linkedh® Alliance of Anti-Fascist
Intellectuals published statements of support far militias before the end of July.
Similar pronouncements would be made, in a seemiaigiiless stream, throughout the
conflict!* Indeed, they appeared regardless of the factitkensifying war pressures
and reinforced state authority made the 'revolutioat least beyond its articulation in
cultural spheres — little more than an aestheticis¢ellectual construction from the
summer of 1937 onwards. By then the libertarian@ssident communist organisations
defending a decentralised and collectivising orthad been defeated in violent
confrontations with regional and central governnfentes in Barcelona (the May Days
of 1937)} Then, in August 1937, the government issued aedeby which the last
bastion of libertarian union power — the CouncilAshgon — was forcibly dissolved.
Such curtailment of local political autonomy wag solely motivated, as we have seen,
by a desire to dismantle libertarian revolutiont kesponded to the need for centralised
co-ordination in the face of the ever worsenindod@tions and pressures (economic,
demographic, and military) caused by the war. Qaltpolitics generated fewer power
struggles of this kind, but the accumulating crisesboth home and military fronts
could not but drain the utopian colour from culturatiatives too. 'Plenty of heroic

signing, plenty of beautiful literature: but whatthere to eat?’, asked the Madrid daily

102 A selection of these were gathered in a leafletipléd, with a prologue by Carles Pi i Sunyer, dagri
the war. Seéa voz de la inteligencia y la lucha del puebloafsy (Barcelona: Comisariado de
Propaganda de la Generalidad de Catalufia, 1937).

1% For a concise analysis of the events, see Grahatthghinst the state”: a genealogy of the Barcalon
May Days (1937)European History Quarter]yol 29, no. 4, 485-542.
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La Vozin November 1937 Even so, the notion of a radically democratic umalk
regeneration remained influential in intellectuaicles. As an increasingly abstract
ideal, it is perhaps unsurprising that it becamedpminantly a preoccupation of
intellectuals, who in their hope for a revitalis8danish society continued to posit the
'‘people’ and the 'popular’ above all other so@hles.

Statements expressing collective subordinatiornéofact of revolution as well
as unity with the '‘people’ — the one read on bebilthe Spanish delegation at the
Second International Congress of Writers for théeDee of Culture in July 1937 may
stand as a representative exartfple have been described as opportunist rhetoric of
little real significancé® But, if we take them seriously and think about tthay could
have meant had the Republic been given more tihey tere not without deeper
import. As the anarchist-turned-communist writenféa Sender had already suggested,
the solidarity engendered by the war also had tolywe a new relationship between
artists, writers and their popular audiences. lauicle entitled "The new voice', written
in December 1936, Sender insisted that artists seekeative position outside of
themselves, a position where they 'dissolve’ thewasan the popular community and
absorb its pain and joy as their own. Followingniréhis he envisioned a creative
'miracle’, where the artistic self is then 'recamnged' to give expression to the
collective truth he or she embodi®ldSender's vision may seem radical but it was not
unique, nor confined to Marxist thinkers. In higlividual contribution to the writers'
congress, Catholic writer and Alliance of Anti-Fascintellectuals founder José
Bergamin spoke of the desire and indeed moral atidig to beone with the popular in
Spanish culturé® and the poet-turned-commissar Miguel Hernandemduoted his
seminal war-time poetry collection with a letter Wawente Aleixandre (the surrealist

writer — later Nobel Prize winner — of the genematof '27), stating that as poets, they

%4 Monledn, J“El Mono Azul”, 118.

105 E g.'...declaramos aqui [...] gue como escritoragigtas y como hombres jévenes, luchamos,
disciplinada, serena y altivamente [...], alli doedlpueblo espafiol, del que lo esperamos todo, nos
diga..." and '...somos distintos y aspiramos @& sxdla vez mas, en funcion de nuestra condicion de
escritores y artistas, pero tenemos de antemancealgomun: la Revolucion espafiola que [...] nace
y desarrolla simultaneamente con nuestra propia ¥Wdmejor: nacemos y nos desarrollamos
simultdneamente con el nacimiento y desarrollosgeRevolucion.' Gamonal Torres, Ate y
Politica, 239, 233.

1% The anarchist intellectual José Peirats claimet®B8 that the ‘revolution’ had been ruined by the
'nonsense’ and empty talk of intellectuals. See @airorres, MArte y Politica 22. Gamonal
himself stresses that most artists would have adojie language and codes of the moments mainly
for pragmatic reasons (28).

07 Sender, R. 'La nueva voz' in Leén, M. T. (ezkdnica general 107f.

198 Reproduced itNueva Cultura4-5 (June-July 1937), 17f.
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were butViento del Puebld™ Here then, the deep-rooted national preoccupatitim
the popular essence of culture meshed with the slenfgf often not real) post-coup
elevation of popular power to generate a logic whegrartists and writers were simply
spiritual aides of a historical agent carrying 8pai its path to cultural salvation. The
primacy of the people appeared, from this perspectio be a supreme principle
guiding not only radical politics but artistic erd®urs too.

Accusations of opportunism also suggest insingebiyt again it would be
wrong simply to dismiss the tone of wartime cudtudebates as either cynical or empty.
For beyond questions of ideological commitmentgliattuals’ relationship to their
environment was deeply conditioned by the psycho&dgmpact of the war (something
that was true, of course, for most people). Bytiwigitrenches, military hospitals, and
other places along the front, or when volunteerasggsome did, to fight in regular units,
artists and writers got first-hand knowledge o# i extreme conditions and many were
impressed by the camaraderie and fortitude thaliessl often displayetl? Those who
volunteered or were conscripted often found, likeevite Salas Viu, a new sense of
belonging among their frontline companidfisLike many observers of modern wars,
they noted how shared exposure to violence andtHieatening situations created
powerful interpersonal bonds — bonds that wouldtum become central to their
understanding of the war as a profoundly transféinmaaxperiencé'?

Shared experiences of life-threatening danger weteexclusive to the military
front, however. The war in Spain was the first nradeonflict where the civilian
population was deliberately targeted masseand massive and sustained bombardment
of urban centres had a similar effect on relatigmsbetween the people exposed to this
overwhelming danger. In a 1979 interview, Rosa &a&ér, Manuela Ballester's younger
sister, described how she was convinced that teedomb to fall on Valencia would
fall on her, and when this did not happen, her feas transformed into a new sense of
community with others around her, even though skhendt know them individually.
The war, she said,

made me feel a strong love for people; it made esetbat there are

199 Viiento del Puebl¢Wind of the people) was also the title of the ecfion, published in 1937. Cf.
Vicente Salas Viu suggesting that his war diariesemwritten by a collective authdiario de
guerra, 20.

10 See Zambrano, M.os intelectuales en el drama de Espéfiladrid: Trotta, 1998), 148f. Cf. Ledn,
M. T. La Historia Tiene la Palabra37-39.

1 Salas Viu, VDiario de guerra.

12 For a good description and analysis of this phemameluring the First World War, see Eksteins, M.
Rites of Springesp. 180, 229f.
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values... For example, if you have money or nadpis not matter; if

you have a house or not, it does not matter; bectngse is something

above all this, which is deatH.

Naturally enough, reactions would often be direceghinst the perpetrators of
indiscriminate violence. We have already seen helelrair raids on Madrid stiffened
the resolve to resist. The destruction unleashedighan populations would affect
intellectuals too, and in some cases strengthen dlcéve support and willingness to
sacrifice for the Republic. In June 1938 the plufdser Maria Zambrano, in a letter to
writer Rosa Chacel, stressed how the war, and aladivéhe suffering caused by
indiscriminate bombing, had made her more 'pat’igtie. Republican) than ever. Every
air raid only increased her desire to see Spairedfréfom the foreign ‘invasion’
orchestrated by the rebét$To be sure, Zambrano may be an unusual exampleagmo
Republican Spain's more privileged circles. In casttto those, like Chacel, who left
the Republic as the situation got worse, Zambramb fzer husband returned from a
diplomatic assignment to Chile on 19 June 1937aywhen the chances of outright
Republican victory were drastically reduced assallteof the fall of Bilbao and soon of
the industrial north in its entirety. Asked why yhewent back when the war seemed all
but lost, Zambrano had simply replied, 'That's why.While this was an extraordinary
declaration of solidarity with the Republican causelid not, of course, in itself entail
support for a popular revolution. However, from Ipaisting in Chile, Zambrano had
already published a long pamphlet stressing howstheggle in Spain was ultimately
about the creation of a 'new morality' and a 'nean'mopposed to fascism and a
stagnant bourgeoisi® Just like many of her colleagues, then, Zambramothe war as
an opportunity to lay the foundations of a new, lddife that would be shaped not only
by abstract ideals but above all by the concretangte of those fighting to defend the
Republic.

But even if sympathy and solidarity with the radigmed defenders of the
Republic was in many cases deeply felt and genume]lectuals’ proclamations
placing the people at the centre of cultural dgmelent did not necessarily amount to a
willingness to abandon the cultural establishmeptisileged position. Rather, by

identifying the 'people’ with 'Will' and intellecls with 'Reason’, statements like the

13 CDMH (Salamanca) Fuentes_Orales-Mexico, no 10, 16.

14 Zambrano, MLos intelectuales 210-212.

15 See José Luis Arco's 'estudio preliminar' in Zambra. Islas (Madrid: Verbum, 2007), L.
16 Zambrano, MLos intelectuales 96f, 180-183.
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one made collectively at the writers' congressuig 1937 would reinforce a categorical
division that in turn compromised the democrati¢eptial of a cultural environment
open to popular participatidt. The authors of the collective congress statememew
even explicit on this point; they did not want meonopolise' the will of those fighting
for the Republic, but they did see it as theirydtn interpret those fighters' thoughts
and feelings. In fact, José Bergamin had givennaoig expression to this idea already
in the opening lines of the inaugural issueEdfMono Azul(27 August 1936); the
magazine presented itself before its readershipgd®ein had suggested, 'ready to
clothe its body like the word does the thoughtoider to give it reasorrgzér] and
meaning™® EI Mono Azul named after the blue boiler suit that virtuallgcame a
revolutionary uniform in the immediate aftermathtb& July rebellion, was a literary
magazine devoted to egalitarian politics, yet inmaportant sense — and despite its short
spell as an outlet for amateur wall ballads — iswéll the product of a structure that
underlined the interpretative authority of a cuuglite. Seen from this point of view, it
is undeniable that intellectuals' proclaimed umiith the 'people’ was also a strategy to
legitimize their speakindor the 'people’. But again it would be unfair to poia
cynicism by way of explanation. Rather, at workéhaeras a deep-seated paternalism,
present, as we have seen, throughout the Repulglexdmd as a whole and consistently
serving as a counter-weight to the emancipatoryliaafoons of progressive cultural
reform. They wanted to democratise culture, butewegain, reluctant to relinquish

control™® The 'people’ were granted a voice, but intelldstretained the last word.

Defining revolutionary art
If established artists and writers ultimately pered themselves, rather the ‘people’, as
occupying a leading position in the cultural revmno triggered by the military
rebellion, what demands did they place on their awntistic production? How did they
envision, more concretely, their own responsileititin the elaboration of a new art for
Spain?

A useful place to start an analysis of this questimuld be a lecture that Josep
Renau delivered in the Aula Magna of Valencia Ursitg in December 1936 (later

17 Gamonal Torres, MArte y Politicg 232-239 (esp. 236.).

18 'Presencia del Mono AzuEl Mono Azul 1 (August 1936), 3. The first issue did not shthevdate of
publication, which is taken from Monleén, EI'Mono Azul”, 17.

19 Cf. Labanyi, J. 'Propaganda Art: Culture by thefar for the People' in Graham, H. and Labanyi,
J. (Eds.)Spanish Cultural Studie465f.
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published both in article and book form throudgheva Cultura.'? Entitled 'The Social
Function of the Publicity Poster', the lecture wascerned, in the first instance, with
the history and future potential of poster art, batnmentedgen route,on virtually
every issue that preoccupied progressive artisisnaitiers at the time. That the poster
should stand at the centre of an analysis of tinid fknay also be seen as indicative of its
ambiguous status in the wartime Republic. For a bamof reasons the poster was
considered by many, among them Renau, as centrainfiypto immediate mobilisation
campaigns but also to the long-term developmer kvolutionary popular culturé:
By its very form it challenged a number of romari@urgeois conventions concerning
fine art (i.e. the value of the unique originale importance of individual genius, etc.)
and offered great potential as a cultural mediumnrage of mass-politics. Still, the fact
that Renau, speaking in his capacity as Generatcir of Fine Arts, chose to
commence his lecture with a quote from French pal#signer Cassandre, effectively
calling on lifeless traditional easel painting ® 'bast into the sea’, must have raised a
few eyebrows, to say the led&tlt is a statement that on the one hand remindsf us
Renau's youthful reaction to the Levante exhibitiori929, in response to which he
penned his 'Yellow Manifesto,” but on the otherhhghts how new expectations
entertained in relation to poster design more gdlyecame to reflect a series of
conflicting demands placed on art as a whole. AsaR& lecture illustrated, art was
variously, and often simultaneously, required toutitarian yet universal, topical yet
transcendental, while still synthesising, in formveell as content, the essential living
spirit of a profoundly transformative era. How as to accomplish this remained an
open question, yet tentative answers may be glichps&enau's theoretical exploration
of the poster and the reactions it provoked frosdoileagues.

Renau began his analysis by focusing on the histiblevelopment of the
commercial poster, but soon addressed the broadstign, touched on above, of the
role and responsibility of the artist. In this rejaRenau was anxious to dismiss any

priori or socially disconnected notion of artistic autanyo The artistic dream of

120 The lecture was delivered before a big audiencenas] according to Pérez Contel, very well
received.Artistas en Valencigd71,473. The lecture text was published in Nueva Cultura
installments, no.2 (April 1937), 6-9, 18f, and n(May 1937), 6-11, 16f. The book was originally
printed by Edicionedlueva Culturabut also exists in a 1976 edition published byngado Torres
(Valencia). References below will primarily citeeth976 edition.

121 An observation also borne out by the numerous pyddster exhibitions organised more or less
throughout the war period in galleries and squbyesrganisations like AlA, Altavoz del Frente,
Cultural Popular, and various regional authorieeg. the Comissariat de Propaganda of the Catalan
government). See, for example, Cabafas Bravaddsgep Renalchapter 3.

122 Renau, Josefruncion Social del CartgValencia: Fernando Torres, 1976), 29.
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unconditional liberty was, he maintained, an idsgali myth. Artists had always been

dependent on patronage and worked to satisfy afepeeed. (Even attempts to create

'pure’ art entailed a form of servitude to theeseminority' that could appreciate such

works.) Yet if all artists were in some sense ret&d by their circumstances, poster

artists (serving, by contrast, the broad majonigre even more so. Poster artists were
typically called upon to solve concrete problemseyrwere given specific missions and

responded to particular and immediate, even urgesgds. More than any other artist,

they worked in what Renau called 'disciplined lip&f® There was, that is to say, a

difference between the creator of 'fine art' anel ¢theator of posters, yet this was a
difference of degree rather than kind. All art, Renau's view, is tied to the social

conditions in which it is created.

The lecture's emphasis on discipline was one ofdbirs provoking a prompt
and subsequently much discussed response from R&a§a, a painter who had
previously been active with the travelling museurthe Misiones Pedagoégic&s.In an
open letter to Renau, published in the January 1i98ue ofHora de Espafiaa
prestigious cultural magazine, Gaya first of afjusrd that the Republican poster had to
take inspiration from the great artists of the teeath century — Daumier, Delacroix,
and above all Goya — if it was to succeed in insgithe Spanish peopt&. But, Gaya
also stated, in what was effectively a defencénefartistic philosophy of the Institucion
Libre de Ensefianza, whose influence had been fdondh in the creation of the
Misiones Pedagdgicas, Gaya also stated that moald offer a valuable contribution to
the Republican struggle unless it were 'free, autbe spontaneous, without shackles
or demands, without worries regarding practicalugabr efficacy[...]**® The latter
statement in particular drew a strong reply froom&e who in the following issue of
the same magazine insisted once more on the pasitgrs limitations and stressed that
Gaya's approach was dangerous, if not downrighgspansible, considering the

123 1hid., 60f.

124 The ensuing letter exchange between Renau and R@agmis discussed to some extent in virtually
every exhibition catalogue included in the thedidikgraphy. For an extensive analysis, see, for
example, Tomas Ferré, [Fos Carteles Valencianp86-101. See also Gomez, Hl.largo viaje 267.

For Gaya's own account of the debate, as well asrmmts on his work with the Misiones
Pedagogicas, see Dennis, N. (ERamon Gaya de viva voz: entrevistas, (1977-19@8gncia: Pre-
Textos, 2007).

'Carta de un pintor a un carteligtira de Espafial (January 1937), 56-58. Also in Gamonal Torres,
M. Arte y Politica 174-176. In later interviews Gaya suggestedtthiatopen letter was never
directed to Renau but to the painter José Guti@odana. This is a highly implausible post-hoc
construction, however, especially since no onepeaally not Gaya, who deeply admired Solana —
would call Solana a 'cartelista.' Moreover, Solsnan fact, mentioned in the letter as a poter{bak
ultimately rejected) contemporary Spanish paintemfwhom the imagined addressee might learn.
126 |bid.
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concrete challenges — military, economic, and palit- facing the Republic as a result
of the war. Poster creation, he stated, must staint the recognition of an 'objective’
problem, not individual whim, and proceed to sahis problem methodicalff?’ At one
level, then, the disagreement between Gaya and uRelearly concerned urgent
qguestions of practice, critical when Republicanistst had to contribute to the
dissemination of a single coherent mobilisation gpamme. Yet beyond such
considerations, the position outlined by Renau eqsally founded on a matter of
principle. Even if Renau did not say so explicithis argument suggested that for
'objective’ problems to be correctly understoo@lgtthe work of the artist had to be
informed by politics.

If the exchange between Renau and Gaya has beetywmmmented on in the
historical literature, it is precisely because itltksagreement went deeper than specific
recipes for effective propaganda and posed biggesttpns about the role of politics in
art!®® To begin with, it seems correct to suggest, amtig Mayte Gémez does, that
Gaya wanted above all to distinguish the sociainfitbe political and thus maintain a
space for art of more lasting value, while Renay, dontrast, insisted that this
distinction had collapsed as a result of the #¥aret beyond the immediate context of
the Spanish conflict, it also appears that Renali Gaya set out from incompatible
conceptions of artistic creation as such. Gaygéstien of politics may be traced to an
Idealist notion stating that artistic creation e&k value is only possible by adopting a
position of disinterest. It can only emanate framiradividual who suspends any desire
for domination in his or her confrontation with t®rld.**° Although such disinterest
had been ascribed an indirect socio-political vddydoundational Idealist thinkers like
Hegel and Schiller, who glimpsed in the suspensiodominance an absolute form of
freedom, it could hardly constitute, in the mindsaotivists like Renau, a progressive
force in the ideologically charged twentieth centdt The 'free play' between subject
and object had to be abolished, as we have seeanore resolute way to interact with

the world. Hence Renau adopts Malraux's view thatisaborn as a response to a

127 "Contestacion a Ramén Gay#ra de Espafig2 (February 1937), 59-62. Gamonal Torres Avte y
Politica, 176-179.

128 See footnote 125 above.

129 Gomez, M.El largo viaje 267. This interpretation is clearly borne outthg rest of the exchange, as
well as later interviews with Gaya (see Dennis(Bt.) Ramoén Gayp

130 For a particularly clear explanation of this pasitiwhere Gaya talks about creation as coming fout o
nothingness, see 'Cartas bajo un mismo techo aA. IGora de Espafigb (June 1937). Also in
Gamonal Torres, MArte y Politicg 217-223 (see esp. 220).

181 See also Ranciere,Alisthesis: Scenes from the Aesthetic Regime df dnidon, Verso, 2013),
chapter 2.
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collective need, which is to say that art is fastl foremost an intervention and a means
to shape collective experiences of redfityrlhe war may thus have generated especially
urgent needs, in the sense that it demanded imieedmty in action, but it did not
fundamentally change Renau's view on the conditionartistic creation in Spain. The
fundamental paradigm explaining the function ofrarhained intact across the divide
that was the military rising of July 1936, as acdigse of national war simply
substituted — where it did not overlap with — acdigse of class war. In both cases art
sought to mobilise people around an integratedonisand shared plan of action
addressing a collective desire or deficiency, andbbth cases politics was an
inescapable component of its mission.

The idea that distinctions between the social aedpblitical had collapsed as a
result of war was shared also by an increasing euarabartists and writers outside of
radical political circles. In contrast to Frenchiterr Julien Benda's assertion, made in
1927, that explicit political commitment had resdliin a ‘treason of the intellectudfs,'
Maria Zambrano, for example, former FUE activisd aone of the most noted
philosophical students of José Ortega y Gasset,di@gt engagement in social and
political battles as a return to the Greek origihsvestern philosophical tradition which
had involved ‘intellectuals' using their faculttesimprove the life of the communityt
Even Gaya's close friend and colleague Juan Gié\la poet who rarely included
overt political statements in his writing, foundhiard to accept a categorical division
between the social and the political. In an op#&tedeexchange with Gaya, published in
the June 1937 issue Hibra de EspafaGil-Albert suggested that the the social and the
political must rather be seen as inextricably liriked in a dynamic developmental
process?® Thus understood, politics could be a positive anifying element benefiting
artistic creation as much as society as a whole.hew, Gil-Albert asks in the same
exchange, may future peoples achieve the collabar#tat is expressed in the Gothic

Cathedrals or the Parthenon — works not so muatotkéctive art' as a form of 'spiritual

132 Renau, Josefruncion Social 57f. Malraux thesis was presented at the Fitsriational Congress of
Writers for the Defence of Culture in Paris in JA885, and cited iNueva Cultura5 (June-July
1935), 3.

133 See Timms, E. 'Treason of the Intellectuals? BeBdan, and Brecht.' in Timms, E. and Collier, P.
Visions and Blueprintsl8-33. Benda's position came to represent a agppsing 'propaganda art'
but Benda himself would not remain completely alfsoim socially engaged debates and was present
at the Second International Congress of WriterstferDefence of Culture in war-time Spain.

13 Zambrano, MLos intelectuales109.

185 'Cartas bajo un mismo techo a J. GHara de Espafia6 (June 1937). Also in Gamonal Torres, M.
Arte y Politica 217-223 (see esp. 221)
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unity' — if not through politics? Art too needed a new social order, conducive & th
creation of harmony and beauty. To Gil-Albert's dhithis order was 'undoubtedly’
socialism®*" Such comments, coming from someone who was siilluded from the
Hora de Espafagroup for 'excessive aestheticism' in 1988ndicate the extent to
which progressive Spanish artists and writers decet least on paper, the idea that
politics was an inescapable part of war-time actigtoduction.

If the ideas presented by Renau and Gaya in raelétigooster production drew
on two different conceptions of artistic creatitimey were, however, entirely united in
their critique of the quality of posters producedSpain at this time. In his December
1936 lecture, Renau commended Spanish artists darkly adapting to the new
conditions obtaining after the July rebellion. Atlgh the majority had, according to
Renau, been caught unawares by events, city watls\nbrated' with colour within
only a few days. But from there on progress hagpd, if not reversed as a result of
the work of ‘amateurs' of all kind¥.What was particularly grating — and here Renau
would be seconded by Gaya — was that the style fagerkvolutionary posters was
effectively the same as that seen in commercia¢riding**® As noted in the previous
chapter, virtually all poster artists were fregtwtray their subject matter any way they
choose, and many professionals did, in fact, caetito use a style first elaborated in
advertising. In Renau’s view, such overlaps betwmenmercial and political practices
severely limited political posters' efficacy. Wamasvnot a car brand or a luxurious
perfume, he said, and to use sterile marketing @athons associated with such products
to portray a heroic historical moment was to depitvof all human drama. Moreover,
the plethora of symbolisms seen in early postedycton threatened to ‘asphyxiate’ the
living memory of this moment, thus further reducitgylasting psychological impat#.
What was needed, then, was a new direction forepgsbduction, and above all a new
form, capable of adequately representing the yealithe 'popular' revolution.

Similar observations were later made at the afordimeed International

Congress of Writers for the Defence of Culture ulyJ1937, where the collective

1% 1bid., 221.

137 1bid.

1% salalin, SLa poesia364. Salaiin does not give a more precise idéaedfming or circumstances of
this exclusion. He only say that it happened wHera de Espafianoved to Barcelona, which was in
January 1938.

139 This comment is in itself indicative of the tensioherent in progressive intellectuals' — or astea
Renau's — endorsement of amateur art productiarpasgressive phenomenon in principle.

10 Renau, Josefruncion Socigl66-69. See also Gaya, R. 'Carta de un pintor gattelista'.

141 bid.
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statement presented by the Spanish delegation anaeat that it was not enough for
artists simply to include a particular set of poat symbols for their work to qualify as
revolutionary. New works of art had to reflect tHeepest essence of the moment,
capture its inner meaning, and achieve in botherdrand form a vivid correspondence
with the values that guided the popular energy nelased?* How exactly this would
be achieved was not explained. In his lecture enptbster, Renau had pointed to what
he believed to be a magisterial example in thisamégthe poster art of the Soviet
Union. Using innovative designs by the Stenberghais and montage artist Gustav
Klucis as reference points, he suggested that Sgosters had superseded their
commercial past and played a central role in thesttaction of a new societ{? Renau
furthermore — if somewhat dubiously — credited $byioster artists with the invention
of the 'photographic poster,” which may have beeitated, he said, in commercial
contexts but 'proved’ that the political poster Idowevelop independently of
capitalism!** Soviet poster design certainly offers an empirlzasis for such a claim,
but then there is never, regardless of what socigtyconsider, a simple determining
correspondence between aesthetic innovation ansb-eoocnomic development. As
Renau recognised elsewhere in his talk, more & iledependent factors relating to
culture and technology invariably come into plag.tét any rate, the importance of
new technology was stressed again in Renau's egehaith Gaya, who had remarked
that photomontage as a rule was too 'cold’ totlstirfeelings of fighters defending the
Republict*® In his reply Renau suggested that the mastershefart form clearly
demonstrated how it offered expressive potentiahmarable to the paintings admired
by Gaya, and that artists needed to update the &sravell as content of their work if
they were to remain relevant to their own timesestérday Goya, today John
Heartfield', he declared to sum up his positiortt@matter, returning once more to the
modernist dictum that a new life must be accompmhhiga new art!®

Regardless of technique used, the only aesthepimppate to revolutionary art

was, Renau affirmed once more, a form of realism.atéo made more explicit than

142 Gamonal Torres, MArte y Politicga 232-239, esp. 234f.

143 Renau, Josefruncion Social 62-65. The examples of Soviet posters are talen the second of the
Nueva Culturanstalment (May 1937, 16f), since a note accompantfie 1976 book edition states
that the posters appearing in the book are naddh®e as those originally used to illustrate the
argument (whereas it is reasonable to assumehihatte appearing Mueva Culturaare).

Ibid. The claim that Soviet artists were definitéhg first to incorporate photography in posteense
difficult to verify, since photomontage was deveddpby different but unconnected groups in Europe
at the same time. See Ades,Hhotomontage.

Gaya, R. 'Carta de un pintor a un cartelista'.

Renau, J. 'Contestacion a Ramoén Gaya'. Cf. Randiefene Aesthetic Revolution and its Outcomes'.
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before that the realism he had in mind did notiygsuperficial fidelity to visual reality
or a return to nineteenth-century schools of paghtDrawing on ideas which had been
prevalent in progressive European debates througheuinterwar period, and in the
1930s became associated above all with modernistidtavriters like Bertholt Brecht,
Renau stated instead that realism, deriving from'iapulse to analyse reality’,
essentially meant adopting an 'active position tgefoe world%*’ Again, as discussed in
relation to the documentary photograph and photdagm) the task was to transform
the world as much as to know it. And it was onlythivi a realist aesthetic, Renau
continued, that art could actually meet the mudtilemands now placed on it;
‘authentic' realism operates within the constrahtsistorical necessity but within those
constraints achieves a 'cosmic eloquence' carrgingalue beyond the momentary
satisfaction of specific need.

This was not the language of exclusionary Stalidsma, nor was Renau's
lecture unrepresentative of the attitudes inforntimg work of other artists and writers
supporting the Popular Front. The importance ofigea— at least in the general sense
of adhering to an 'objective’ concept of realitywas underscored by non-Marxist
authors too. In Zambrano's view, outlined in thenphlet published in Chile in early
1937 and later echoed in the collective statemeadarat the International Congress of
Writers that summer, a disregard for reality wascpgely the critical ideological factor
making the alliance between the bourgeoisie anddaspossible in the first place. This
alliance, she maintained, was a product of thetrfaitien and anxiety felt as the
bourgeoisie failed to realise the untenable idealkad claimed to embody. The
idealisation of life, which had eventually led mean’ proclaiming himself identical with
his ideal (the masculine pronoun is undeniably ecugate reflection of the historical
conception referred to here), had begun with theail®sance but taken on particular
importance for the bourgeoisie, which consideredlfitan unrivalled force of progress.
For this reason the inevitable clash between idmadsreality — that is, between ideals
and the 'contradictory wealth of life', as Zambrguts it — produced in the bourgeoisie
acute dissatisfaction. Once this tension becameamable, the stage was set for fascism
to emerge. To its followers, fascism presentedfiess®a new beginning, but in reality,
Zambrano maintained, it was merely an expressionoofgeois impotence to address

an unsustainable social situation. Indeed, aswignlrelying on authoritarian control,

147 Renau, Josefruncion Social52. Cf. Bertolt Brecht's response to literary agptions of Georg
Lukécs in Various authoréesthetics and Politic$8-86 (esp. 82).
8 1bid., 60.
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fascism only highlighted the ruling classes' histrlimitations. Even so, the effect was
that the bourgeoisie's inability to develop as<lasw halted the development of &l.
To escape this ideological trap, anti-fascist prdithad to replace myth with fact, and
roundly accept, as Zambrano insisted, that onlgutin a recognition of the constraints
of reality can humanity find its freedoff.

The wider currency of the ideas that Renau wasedigsating may also be
detected in his description of the place of traditin revolutionary art. Elaborating
further on 'new realism," Renau departed from titgal pre-war stance on the Spanish
cultural heritage and suggested that national giesdts must exert a central formative
influence in the development of a new aesthetids Tépresented perhaps the greatest
shift in Renau's cultural vision during the 193@sd meant that the revolutionary
ambition to elaborate entirely new cultural valwess replaced by a more moderate
vision allowing for greater preservation of traglitiin coming cultural transformations.
In his retrospective account of his work as GenBigtctor of Fine Arts, published in
1980, Renau suggested that his wartime endorsemhentanon that he and Hikieva
Cultura colleagues had previously rejected was a direcsegumence of the attacks
launched on Spain by the rebels and their intewnatibackers. Just as one can have a
heated discussion with a friend but feel strongaibn for the same friend should he or
she be found bleeding in the street, he said, dahdi threat of physical destruction,
evident not least in the bomb damage suffered byPitado Museum, produce in him a
greater sense of appreciation for that artistigtége’>* And if the situation forced a re-
evaluation of these works, it also generated a aexreness of their relevance to
contemporary cultur€? Unsurprisingly, considering the nature of pre-weforms, such
comments harmonized with the predominant mood agmassive cultural circles. The
collective statement at the International Congrdsd/riters, again, seconded the view
that an art of the new must build on tradition. fehe/as, the authors hastened to add,
much in the past that was contaminated with 'utopm’, 'pacifism’, and 'puerile
idealism," yet the bourgeois humanist heritageasitill, in large parts, be appropriated

for a progressive cause and serve as a componartyinamic process fomenting a new

149 Indeed, the actual fascist salute is in itselfga $o order a halt', she observed. Zambranad, 4.
intelectuales98.

150 Zambrano, M. 'Los intelectuales en el drama de fpaLos intelectuales88-108 (see especially
90-95, 98).

51 Renau, JArte en Peligro 15f.

152 |bid.
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humanism in Spaitt?

To Renau, it was the Golden Age painters, and 4eiéz above all, who could
teach an important humanist lesson to contempa@dists. In Velazquez’s portraits of
jesters and court servants, painting departed fidealised conceptions of classical
beauty to offer in their place a realistic imagéraing the inviolable value of the
individual™* Here was Spanish realism in its most ‘heroic' fomiisregarding
convention and daring to ‘paint and live withougamning, but with eyes open to the
faintest palpitation, to the most profound meanaigeality.®® It was a 'naked foot'
treading the 'rough and concrete terrain' of the weorld. Crucially, this art was
powerful enough to transcend the decadence of qubsé centuries to teach artists of
the twentieti® In the view of Renau and his creative colleagties,revival of such
painting would be incompatible with the fantasieattunderpinned fascism. Moreover,
although Renau does not himself emphasise thendlisth, we should note that as an
aesthetic this also contrasts significantly withestdoctrines of representation in other
'revolutionary' societies. Renau’s realism woultebeate a 'new man' emerging from
the trenches, but rather than presenting an iddabrating super-human abilities (as
seen in the Soviet Union as well as under varioasi$ of fascism), it sought to foster
solidarity and compassion through a holistic pgdataof human characteristics,
including imperfections and flaws.

As the debates highlighted above show, Renau'ysisalf the poster contained
several ideas that were broadly representativeagrpssive Republican conceptions of
art in war-time Spain. First of all, such art coulat be divorced from politics. To work
towards a social goal, art had to engage with ipsliin a process of constructive
collaboration. This did not mean that Republicaltucal producers suddenly adhered to
prescriptive programmes deriving from political doag Rather, what guided their work
was a greater degree of political awareness, anaabsision, and a sense of the values

that had to underpin a future Republican socfétgecond, to communicate these

153 Gamonal Torres, MArte y Politica 232-239, esp. 237f.

% Renau, Josefruncion Social 70-75. Renau stated that much of his readingpah&h Golden Age
painting was taken from the Spanish art historiaridtie Lafuente, who was an expert on Velazquez,
above all. If the stress on the individual seemisrémk with the otherwise dominant concern in
Renau's writing with the collective, see page 1&va for André Gide's thesis concerning the refatio
between the collective and the individual, as dargld at the Paris congress of 1935.

1% |bid., 73.

1% |bid., 74.

157 Serge Salatin has also emphasised, with furthererefe to the literary scholar Juan Cano Ballesta,
that the majority of Spanish artists and writergaaging with progressive politics during the
Republican years were primarily moved by humanist lBumanitarian sentiments, not ideological
doctrine. See Salalin, S. 'Las vanguardias politisasiestion estética’ in Pérez Bazo, J. (Ed.)

194



values, artists had to adopt some form of reali8gain, the ambition was not to
produce reductive accounts of contemporary life,tbgive adequate expression to the
many complexities of historical reality. Realismsnaoreover perceived to counter the
mysticism underpinning reaction and to represemifs portrayal of the ‘richness' of
life, a 'humanist' aesthetic. Both aspects carréatal weight during the war, when the
Spanish civil population was the target of militaaftacks of unprecedented brutality
and inhumanity. In such circumstances, artists\anters were naturally moved by a
desire to bear witness, to denounce the perpedraforiolence, and to foster sympathy
for the victims. To adopt a realist language in fidnee of tragedy was, in other words,
itself an act of resistance. As such, realist anveyed hope, too; it constituted a
recognition of human values in defiance of facefasser. And if the redemptive vision
outlined was in some cases (as in Renau and Zawmbracognisably modernist,
especially in its celebration of a 'new man' maknegv forms of living conceivable, it
did not, like modernist cultural projects pursuedtotalitarian states, subordinate this
'new man' to any supreme doctrinal categories atdrdy or Nation. Rather than
preaching conformity as a means of overcoming tiseodtents of modernity, they
advocated solidarity in response to an imperfeglityeand envisioned an art sensitive
to the irreducible value of human diversity.

Depictions of a modern and progressive Republic

The art form arguably best placed to encapsulateai®e conception of 'new realism’,
not least because its indexical qualities rendérediquely faithful to unadorned visual
reality, was photography. It is significant, thehat where Renau did have a direct
influence on state-sponsored graphic productiorfaieured photo-based visual work
above others. As most state-sponsored culturaktiviés were shaped by external
organisations operating with a great degree oftimedreedom, however, the specific
instances where his preferences are consisterglpleviare restricted to leaflets and
posters produced in the name of the Ministry ofid&gture and the Ministry of Public
Instruction and Fine Arts, as well as the elabopdtetomurals that were included in the
Republican pavilion at the importakikposition Internationale des Arts et Techniques
dans la Vie Moderneheld in Paris in 1937. This exposition was fundatally

conceived as a celebration of human knowledge,cespeas expressed through the

Vanguardia en Espafi@23. See also Cano Ballesta, d.poesia espafiola entre pureza y revolucion
(1920-1936)Madrid: Siglo Veintiuno de Espafia Editores, 1996).
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union of art and technology. But the climate of tinee, marked by the rapid demise of
the idea of progress and the hostile posturing adélitarian regimes, turned the
commercial show into a propaganda competition whdifierent nations primarily
aimed to project a distinct political and cultuirabge?®® In this context, the Republican
government sought to use its participation as ggodpnity to portray the Republic as a
modern and progressive state. To further this aomhiRenau based his contribution to
the Republican pavilion on photography, an art fevimch he deemed uniquely placed
to illustrate both aspects of the message thuseqtex]. But before considering this
work in more detail, we should first note that glgyaphy was not only prominent in
propaganda campaigns abroad, but used in varidalgations at home too.

When working on governmental leaflets and postersibmestic consumption,
Renau typically collaborated with the Polish-borpdgrapher Mauricio Amster. Amster
had come to Madrid in 1930, directly after havingshed his studies in Berlin, where
he had been exposed to the influence of artises@korge Grosz and John Heartfield.
His relocation resulted from an invitation from hehildhood friend and likewise
graphic designer Mariano Rawicz, who had workedvemious progressive publishing
houses in Spain since 1928 (especially Hoy and tCaiich sought to follow the
model set by Malik, the German publishing housenttad in 1917 by John Heartfield
and his brother Wieland Herzfelde). Together Amsted Rawicz introduced to the
Spanish capital the design language of magazike$J6SR in ConstructioandA-I-Z.

In autumn 1936, Amster was sent to the front bug w@on discharged because of his
short-sightedness. During the same period he hadddhe PCE, and after his military
discharge was offered work in the Ministry of Paldistruction, first in relation to the
Prado evacuations, and then as Director of Pubitsit>

Photography was the preferred medium of illustratior Amster as much as
Renau. In terms of the work Amster was commissiotedio by the Republican
authorities, this can first be seen in the richlisirated leaflet describing the
agricultural decree of 7 October 1936 (mentionecthapter 6), where some of the
photography displays unusual angles of the kirel issociated with Soviet avant-garde
artist Alexander Rodchenk®. Similar photo-based leaflets were later publishgdhe

1% Roson, M. 'Fotomurales del Pabellén Espafiol de 1¢&Tguardia artistica y mision politicaOYA
319-20 (2007), 282f. See also Ades, D. (RBdt)and Power: Europe under the Dictators, 1930893
(London, Thames and Hudson, 1995).

159 Various authorsMauricio Amster: Tipégraf¢Valencia: IVAM, 1997).

180 Rodchenko would often use extreme bottom-up orckmwn perspectives. For an analytical account of
contemporary Soviet photography, see TupitsynTie Soviet Photograph, 1924-19Q/&le
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culture and education ministry — a good exampleldvbe the one made in conjunction
with Children's Week §emana del Nifjp the Christmas-related propaganda event,
organised in January 1937, highlighting the Remtbioncern for children (mentioned
above)'®* Amster would also be responsible for the desiga gfaphically original set
of posters announcing the creation of the Workstitites and children’s colonies, a set
where each poster included a series of photogrstphwsing the viewer different aspects
of everyday life at the particular institution (@afure which may well have had huge
practical significance as thousands of parents thekagonising decision over whether
or not to send their children to an unknown desimafor the remainder of the war).
The most important work published by the wartiméuwre and education ministry,
however, and the one which allegedly made Amstestmpomoud in his later years, was
the 'anti-fascist' primer used by the Cultural Nak in their front-line teaching. Here
illustrations consisted of photomontages, to whate or two colours were added.
According to art historian Patricia Molins, the @ating is indicative of the influence of
Renau [Fig. 251°? But, as Molins also notes, more unequivocal ewideof Renau's
involvement can be found in the inclusion of pho#mis fromNueva Culturgs special
issue on the politicised 1937 version of the Vai@mdé-allas — photographs taken by
Renau himself and in all likelihood handed oveArtoster in person® At any rate, the
montages provide clear visual reinforcement ofglogans that readers were asked to
interpret, and moreover introduced them to thedaxdekey political figures of that time.
Seen from this perspective, the decision to use farticular technique for the
illustrations no doubt owed a lot to its accesgipdnd pedagogical value. Yet placed in
the context of Amster's and Renau's artistic bamkgils, as well as the latter's
theoretical endorsements of photography as a pseigee art form, it is equally clear
that the inclusion of photomontage was also infafrbg a more generalised desire to
link the Republican state to an idea of culturateroity.

The most elaborate manifestation of this desirdoisnd in the Republican
pavilion constructed for the Paris Expo in summet autumn 1937. Several scholarly

studies have shown how both the building and itgertts constitute landmarks in the

University Press: New Haven, 1996).

%1 See, for example, Ministerio de Instruccion Plblidgellas ArtesLuchamos por una infancia feliz.
Amster's name does not appear on the leafletobltrig at the style and considering that he was the
main graphic designer for the ministry, there camb doubt that he was responsible for the lay out.

182 Although Molins does not say so explicitly, shg@iesumably thinking of the montages Renau
produced folEstudiosbefore the war. Various autholauricio Amster196.

183 bid. Molins does not speculate on whether Amstirtige images straight from Renau, but
considering that this would have been easily agdng must be considered likely.
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history of modernist architecture and art in Sg&ihe functional structure designed
by Josep Lluis Sert and Luis Lacasa met the need foost-effective building that
emphasised the modernity of the Republic, whiledbkaboration of renowned artists
like Joan Mird, Julio Gonzéalez, and Alexander Calds well as Pablo Picasso (who
painted Guernica for the occasion) ensured thatRbpublic’s contribution would
receive the public attention that the Popular Frgowernment was counting on to
support its vital ongoing diplomatic efforts to &akethe Republic's international
isolation®® Less frequently discussed by that scholarship least until recently — are
the numerous photomurals designed by a team le®dnau. Covering two of the
pavilion’s three floors, they constituted, as astdrian Jordana Mendelson has pointed
out, the greatest visual mass of the exhibittéThe murals provided the backdrop to
two of the Pavilion's five thematic sectiofis,contextualising and guiding visitors'
reading of the exhibition materials. The first, smered the most important by the
pavilion's chief curator, university rector Joséo§ashowcased different folkloric crafts
from Spain's rural regions. Renau's photographimpmsitions were here relatively
simple, involving mainly maps, landscapes and pasgrof rural types'. This focus on
rural culture was criticised by some Spanish obemsnat the time, not least for
seemingly undermining the Republic's claim to madgrYet in terms of their content,
such images carried clear references to a typindl @minently modern twentieth
century nation-building project — especially proemhin the 1920s and 1930s — which
saw the state increasingly map out and definedfsilation according to ethnographic
categories. That photography, as a form widely @ased with objectivity, was the
dominant medium used to present such ethnograplowliedge further underscored the
link between the folkloric presentation and modseience. But it is also important to
note that the organisers of the Pavilion, Renaurgmbem, placed this section within a

larger political narrative highlighting the Repuddi progressive and modernising

%4 See, for example, Freedberg, T®e Spanish Pavilion at the Paris World's Fair 687 (New York:
Garland, 1986); Martin Martin, El pabell6n espafiol en la Exposicién Universal dei®en 1937
(Sevilla: Universidad de Sevilla, 1983); and Alii€ba, JPabellon espafiol, Exposicién
Internacional de Paris, 193Madrid: Ministerio de Cultura, 1987). Bibliographs listed in
Mendelson, JDocumenting Spaijrl25.

185 |n addition to literature in the footnote abovee séso Cabarias Bravo, Nbsep Renawand Cabafias
Bravo, M. 'Renau y el pabellén espafiol de 1937afsPcon Picasso y sin Dali' for extensive detalil
on the particular administrative tasks co-ordindtgdRenau.

%6 Mendelson, JDocumenting Spaijrl26.

%7 The five sections making up the Spanish Republodrbition were centred on: folklore, Popular
Front politics, contemporary art from Spain, corpenary art by internationally renowned Spanish
artists residing in Paris (centre piece being Rea&uernicg, and performance and film (located on
the patio).
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intentions. In this way the Republic could distantgelf from its conservative
opponents and celebrate a plurality of regionaliti@ns without ascribing to these a
timeless national identity®

The second thematic section shaped by Renau'smbadts introduced visitors
to aspects of the Republic's war policy and refggmagramme. Topics like land
distribution, educational reform, and the protectod the artistic heritage (the latter also
a topic of two detailed talks by Rert&y were explained through a complex series of
visual illustrations, combining texts, images, atdtistical graphs. In contrast to the
folkloric section, many of the compositions usedtfiese murals count among Renau's
most formally advanced. His illustration of the Mises Pedagdgicas — of questionable
actuality since the organisation had virtually eghgs activities all together by this
point’® — was singled out for praise in article by phoamdrer and critic Gisele Freund,
published on 15 March the following yegdrAgain, as Freund also pointed out, the very
use of photomontage for propaganda purposes waselh a quintessentially modern
state practicé”? Though first exploited by the Soviet Union, it wasickly adopted by
states of various ideological hues, and the PaqgoEas a whole effectively became a
showcase of photo-based exhibition techniqueshéorly this meant that Renau could
use it to pay homage to Soviet pioneers like Ebitz&y without the form of his work
necessarily carrying a clear — and in the evempipdiatically damaging — ideological
charge tying the politics of the Republic to intgional communismy® But here again
we must return to the fact that the goal of Renegpsesentation of Spanish Popular
Front reforms was not only to highlight the Repablicredentials as a modern European
state, but also to link its modernity with an idegtal commitment to progressive
liberal politics with a strong humanist contentisTeoupling of modernity and humanist
values constituted the foundation of the image thatRepublican government sought
to convey. To Renau, this ambition squared pesfestth the unique representational

188 Both Ros6n and Mendelson discuss how rural imagee wsed by Republicans and Francoists in
different ways. See Roso6n, M. 'Fotomurales del Rab&spafiol', 291f, and Mendelson, J.
Documenting Spajril72-183.

189 The first was delivered at the end of July andsiheond the end of November 1937. For Renau's
account of these, as well as extracts from onbefdxts prepared, sé&te en Peligro.

179 Mendelson, JDocumenting Spajrl64f.

71 1bid., 144. The article was entitled 'La photogriapd I'Exposition' and originally appearedairts et
metiers graphique$2 (1938), 37-41.

72 |bid., 143.

3 1bid., 125-183. Mendelson's chapter on the RepablRavilion focuses to a large degree on the
political ambiguities that resulted from Renau's aéstyles and imagery that may be linked to his
political pre-war oeuvre. For contemporary statetsiéighlighting the importance of not being linked
to the Soviet Union, see Angel Ossorio's comman@abafas Bravo, M. 'Renau y el pabellén
espafiol de 1937 en Paris, con Picasso y sin Dafi.,
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gualities of photography. As his artistic practaned thoughts on 'new realism' would
suggest, photography was, in his mind, intrinsjcallited to the task of synthesising the

modern and humanist aspects of the progressivelfRean vision.
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8. EPILOGUE: PROPAGANDA AGAINST ALL THE
ODDS (1938-1939)

From the end of 1937, as a result of material sigertand the demoralisation of the
civilian population which was well aware of the Rbjc’s international isolation, this
progressive vision of the Republic became increggimifficult to sustain. Rebel
advances meant that refugees swelled urban ceminéesin addition to housing and
sanitation problems resulting from overcrowdinggéa cities (especially Barcelona)
began to suffer acute food shortages. The Repwar unable to make up the lack
through imports, partly because sea connections waetr off by Franco, partly because
Non-Intervention meant that the Republic, with fewceptions, had to pay over the
odds for military materiel, leaving it short of fis for anything else. Non-Intervention
was also the deep cause of a military situatioh hla@ become increasingly dire. The
North had fallen to Franco in summer of 1937, anth w vital industrial resources.
This prompted a government move (including Renad ks family) to Barcelona,
where Juan Negrin, Prime Minister from May 193i&drto exert greater control over
the Republic’s remaining centre of war industry.t Boie arms embargo and erratic
French border policy entailed severe limitations Republican defence. This became
particularly clear at Teruel, which was taken by&aican forces on 7 January 1938,
after intense fighting in some of the worst wintenditions that Spain had ever seen.
The town was lost again less than two months ladgether with precious materiel and
nearly 15,000 troops. What happened at Teruel sataied the problems from which
the Republic could never break free. Despite habimitj a competent fighting force in
record time, the material inferiority imposed byme-sided arms embargo placed the
Republic at an insurmountable disadvantage. Itccawdt win the war militarily, by
1938 that much was absolutely clear; and hope éwefRepublican survival in the
medium term began to be eroded with every new sktba

Events in spring 1938 made the situation incredgidgsperate on all fronts.
Barcelona, which had been target of mass-bombingecember 1937, saw a second
wave of saturation bombing by Italian planes in éhaiNo part of the city was spared —
even hotels with foreign correspondents and weadtteas were hit — though poorer

areas, crammed with refugees, bore the brunt ddittiaek and thus of the sufferifigor

! Graham, HThe Spanish Republic at Wa61.
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the first time in the war, Catalonia would alsodieectly threatened by the rebel armies,
as Franco amassed all available fire power to bteadugh the Aragon front shortly
after the recapture of Teruel. The northern wingtleé rebel advance reached the
Catalan town of Lleida at the beginning of Apriheh the power station at Tremp,
temporarily blacking out Barcelona and reducing ustdal output thereafter.
Meanwhile its central forces continued towards ¢bast of Castellon province in the
Valencia region (then Levante). On 15 April theyaked Vinaroz (Vinaros) on the
Mediterranean coast, cutting the remaining Repablierritory in two.

The worsening situation inevitably strained poéticollaboration at all levels.
Negrin’s public war policy was one of resistanod a widened 'national unity' against
foreign intervention in Spain, since only continuedlitary resistance might force
Franco to treat, thus enabling the conditions foneaningful negotiated peace for the
Republic (as was Negrin's plan, for which he wasaaly attempting to negotiate in
secret). The PCE supported Negrin resistance pafidiie only available strategy, other
than outright surrender. The PCE was the only paftich by virtue of its discipline
managed to display a relative united front hereleast among its ideological core
members. Most other organisations, including PS@Flnd the CNT, were deeply
divided over the issue of continued military remngte, and internal discord would only
intensify as further dislocations and material degiron ensued. Divisions became very
apparent at cabinet level, too, leading to a calwnsis and the formation, on 5 April, of
a new government in which Indalecio Prieto exitad &legrin took over from him the
war portfolio (while still also remaining in his gpas Prime Minister). Prieto had
become openly pessimistic and defeatist after Teasewell as increasingly critical in
public of the PCE and how its organisational prgtssh had damaged the PSOE. In the
build-up to the cabinet reshuffle, Prieto had dts®en publicly criticised by Jesus
Hernandez, who had thereby made himself guiltyredbhing ministerial protocol. As a
result Hernandez too lost his cabinet post in éshuffle, which in turn meant the era of
Renau and his colleagues at the Ministry of Pulbkstruction and Fine Arts reached its
end?

After his resignation was confirmed on 22 April 8B9&enau took up the post of
Director of Graphic Propaganda at the General Ca®amiat of the Central Group of

Armies (which meant he effectively followed Hernémdwho after exiting the cabinet

2 |bid., 360-367. For an analysis focusing on the B@Erspective on the cabinet crisis, see Hernandez

Sanchez, FGuerra o Revoluci6r369-379.
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was appointed as the Group's General Commissdiys There commenced a phase
when Renau was able to focus more on graphic artgluption. Very little
documentation about his activities in this role sasvived, but we do have a number of
Renau’s posters produced during this new phasepahlished almost exclusively by
the Subsecretariat of Propaganda, part of the Myn@f the Interior. Some of them
number among the best produced during the entire®* Wéaintaining such high
standards was doubly remarkable considering thenmbshortages now obtaining. But
if conditions were particularly challenging, theedgor images that could boost military
and civilian morale was, at the same time, paridylacute. In this period, referred to
by himself as one of the most intense of his IRenau faced the gargantuan task of
shoring up, against all psychological and matesids, the disintegrating hope of an
exhausted Republican populatibn.

Renau's initial approach to this formidable taskympartly be deduced from an
article he published a little earlier on 16 Febyu&®38 (that is, when he was still
General Director of Fine Arts) in the Catalan ddily Vanguardia Entitled 'Between
life and death' (Entre la vida y la muerte), thichke stressed that in the circumstances
they all faced the need for positive art was mueratgr and pressing than critical ‘art.
Artists had to remind audiences of the universleschampioned by the Republic and
reiterate that the stakes of the conflict went Imglydhe survival of a particular
government, as they concerned nothing less tharvéy possibility of a just and
democratic future. To succumb to pessimism in tiesgnt was to betray this aspiration
and surrender to the enemy, ideologically as wepractically.

If there was a moment when an optimistic tone ntdlyh&ve resonated, it was
during the initial stage of the battle of the Elmmosummer 1938, which is indirectly
referenced in one of Renau's posters from this.firhe battle objectives were to defend
Valencia from encroaching Francoist attack, to neect the two Republican zones, and

to prove to international observers that the Rapudiill retained substantial fighting

¥ Again Renau's posters were likely, material sitrapiermitting, to be distributed widely in the
Republic. There is no precise data, but a offidedree of 16 August 1938 stated that the Press and
Propaganda Section of the General Commissariatvhiwh Renau formed a part — would be free to
use all the resources of the Interior Ministry'®&acretariat of Propaganda, and that it should
distribute all material produced through the chasmnéthe General Staff of the Republican Army. See
Cabafas Bravo, Mlosep Rengl217. Scarcity of empirical material during therijpd of Renau's
career is also noted by Cabafias (218).

Archivo Josep Renau (Valencia), 'Apuntes sueltosuseritos y mecanografiados’, 14/4.3. Renau also
comments on the scarcity in Ruipérez, M. 'Renausesa: Los carteles de la guerra civil', 16.

Renau, J. Entre la vida y la mueita'VanguardiaSuplemento de Arte y Arqueologia) 16 February
1938, no page numbers.
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capacity. To these ends, a regrouped Republicay &uonched its attack on enemy
positions across the Ebro river just past midnight24-25 July. The operation was
initially a success and generated a great upswimghe Republican mood. In
combination with the mounting international crisisver German claims in
Czechoslovakia, even the Republican President Mahz&fia thought that the tide
might finally turn in favour of the Republic. Fraois counter attack was ferocious, and
the Ebro campaign turned into the greatest batttbeowar. It involved Nazi Germany
and the Soviet Union testing new weaponry and egras, especially in the air, as
nearly 3,000 planes participated in air clashea stale that would not be witnessed
again until the Battle of Britain in the early stagof the Second World WaRenau's
poster of this period, although it does not refertite Ebro specifically, was almost
certainly produced with it in mind, as its depictiof the centrality of aircraft to the
Republican campaign attests [Fig. 26]. The comjmosishows a pilot looking up
towards a light blue sky in which he sees a squadroRepublican fighter planes
forming a ‘V’ for ‘Victory’. The man's awe-inspiregxpression and the dynamic
formation of the squadron produce a sense of elatidthe viewer, while the text ‘today
more than ever' (hoy mas que nunca), placed abdwvespelling out of 'Victory', is
written among the clouds in a style which suggtssit is carried by the wind, further
reinforcing the general impression of lightnesdijrogm, and triumph.

Another example of the positive propaganda advdcateRenau's/anguardia
article can be found in a poster made up of a pbollage of men and women arranged
against a green clenched fist and a red star Y. The poster is unsigned but was
probably made by Renau towards the end of the’ Waart from the tone, the form
reminds us of the fact that Renau’s article of Baby 1938 argued for the journalistic
photograph as the most powerful means to conveypadsdive values defended by the
Republic, while the absent signature could be éxgthby the fact that in late 1938 all
artists were told by the Subsecretariat of Propdgan leave their work unsigned in

order to protect them from future reprisalBhe people appearing in the poster are all —

® Graham, HThe Spanish Civil Wal09f. See also Thomas, Fhe Spanish Civil WaB13-824 (esp.
821), and Graham, Hhe Spanish Republic at Wai73f, 382.

" Facundo Tomas Ferré maintains that this posteiinde®d made by Renau. Segs Carteles
Valencianos147.

8 Galddn i Casanoves, E. 'La salvaguarda d'un patiiper a la proteccié ciutadana’ in Aznar Soler, M.
(ed)Valencia, capital cultural de la Republica28. It should be noted, however, that Renatsidjd
other work made at the very end of the conflice &productions in Cabafas Bravo,Msep Renau
230-234. Another possible explanation of the absefi@ny signature is that it was made by a team.
Either way, Renau's direct influence is highly likavhich is enough to make the poster relevant for
the purposes of the argument here.
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with the exception of two nurses, a peasant, arektiiouths of undefined profession —
part of the armed forces. All are smiling, if natighing. They seem relaxed, confident,
proud. Beneath the portraits, a text reads 'Thailpo@rmy fights for the well-being,
happiness, and liberty of the Spanish people' @Pbienestar, la felicidad y la libertad
del pueblo espafiol, lucha el ejército popular).

However, if the exuberance of the 'Victory' posterresponded to a brief
moment of optimism afforded by the early stagethefEbro offensive, it is likely that
the undeniably kitsch celebration of the Populanjin the unsigned poster jarred with
the feelings of many Republican civilians. The tielaship between army and rural
communities had been strained by increasing foqdiséions, sometimes amounting to
plain theft, especially during the panicked fligiitRepublican troops from the Aragon
front. To compensate for military losses, the Réipuddso had to step up conscription.
This meant calling up ever younger and older dradts well as using increasingly
intrusive methods to track anyone trying to avoititany service? Tension between the
civilian population and army may well have beenrigson for publishing the 'Popular
Army' poster in the first place, but considering thcreasingly desperate situation faced
by a war-weary Republican citizenry, the messdgaylirang hollow.

At one level the Republic’s loss of credibility efted the communists most of
all, since they had largely built their wartime m&sipport on the premise that the party
would guarantee victory. Hence the PCE's rigid idise and stoic adherence to an
apparently inflexible policy of resistance couldlyorbe maintained at increasing
political cost. 'l no longer believed in the comnats. Their language, everyday
familiar language, was completely stereotyped; tteginded me too much of priests,
the same slogans day after day', Alvaro Delgadarastudent living in Madrid, later
recalled®® Those who had joined during the war because opérgy's military virtues
now left in droves! But the political crisis also affected the legitiay of the
Republican project as a whole. The increasing amiiation of daily life was
undermining the Republic's democrataison d'etre and its legitimacy was further
eroded by the failure adequately to protect itsutaton from the multiple pressures
and dislocations caused by war. Death, hungerdasase did not only diminish hope,

but also signalled that the state was no longe @bfulfil its obligations — in the sense

® Graham, HThe Spanish Republic at Wa62f, 375.

1 Fraser, RBlood of Spain487.

1 See figures in Hernandez Sanchezierra o Revolucion246. The PCE was losing members fast
already from the end of 1937, as membership figirdanuary 1938 were down by 46.8% (from
339,682 to 180,821) compared to November 1937.
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of providing a minimum level of welfare — towardsose who had sacrificed in its
defence. It became increasingly difficult, as aite$o continue to present the Republic
as the embodiment of a credible progressive prdject

A tacit recognition of this erosion of legitimacerc be seen in another set of
posters that were also anonymous but in clear waked to Renau. Once again the
composition are, in the main, made up from montagewhat is particularly striking —
and what clearly indicates Renau's involvementheeitas the sole designer or as
member of a design team — is that the constitubotographs are combined with
precisely the same kind of statistical graphs t@ild be seen in the Republican
pavilion in Paris? One poster purports to display the mood of rumaikers ‘before’ and
‘after’ the proclamation of the Republic, and exygldhe illustrated shift from misery to
joy through a graph indicating the scale of lanedisgribution [Fig. 28]. Another
highlights the increase in the number of Republiozaternity ward beds during the
reformist years of 1931-1933, and from 1936 onwarffisgether, the images and
numbers thus aimed to remind the population ofrétad potential of a new social order
by pointing at concrete changes that the Repulalit dready achieved. Rather than a
passionate exultation of popular unity, they preseneasoned appeal for support. As
such, they effectively constitute a tacit admisssbrthe distance now separating large
parts of the population from their leaders — aagiseé that would no doubt continue to
grow as the prospects of Republican survival faded.

Renau's most eloquent celebration of the Spanighulitiean project, produced
sometime in summer and/or autumn 1938, was alsoaimy ways, his most subdued. It
was conceived as a set of illustrations for theUu®épan government’s 'The Thirteen
Points of Victory', proclaimed on 1 May 1938. 'Thkirteen Points' was essentially
Negrin’s liberal constitutional blueprint with naialist overtones aiming to broaden the
Republic's support domestically, especially amoogservatives and Catholics uneasy
about the extensive influence Germany and Italyriancoist Spain, while also, and
most importantly, serving as starting point for eeed diplomatic efforts to force
Franco to consider a negotiated peace. The inten@tprojection of 'The Thirteen
Points' was thus crucial, and in this context isignificant that Renau’s illustrations

were intended for another international exhibitidhis time the World Fair to be

12 Graham, HThe Spanish Civil Waf 06f.

13 The Hungarian photographer Francois Kollar photplea the contents of the Pavilion and
reproductions of his images can be consulted irilbhary of the Museo Centro de Arte Reina Sofia in
Madrid. See also images reproduced in Mendelsdbgdumenting Spaijrchapter 5 (especially 154).
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inaugurated in New York in summer 1989 he official ending of military hostilities in
Spain on 1 April meant that "The Thirteen Pointsuld never be shown there, but they
were nonetheless reproduced earlier for a domédtipublican audience and still
constitute an important part of Renau's oed¥Moreover, although they were not the
last images he made during the war, they may besidered, for various reasons, to
represent an end point in the specific political antistic journey charted in this thesis.
As we shall see, they marked the point when higaagolitics found, as a response to
the encroaching violence of fascism, its most maigeand inclusive expression. 'The
Thirteen Points' was moreover the first work shantime full potential of Renau's skills
as a montage artist, even if those skills were depoyed, paradoxically, to an effect
that complicates the images' claim to realism.

If Renau's graphic work during the first stagesh&f war had aimed to foster a
broad alliance between the disparate and in masgscantagonistic constituencies
making up the fractured social base of the Repablmolity, 'The Thirteen Points' took
this inclusive strategy to its logical if polemicabnclusion [Fig. 29]. The images
contain no party symbols or slogans. Strictly spegakhey are no longer necessary
because the meaning of each illustration is alresmtppsulated in the 'point' to which it
refers, and of course the inclusion of overtly idgccally combative images or texts
would have done little good in New York. Neverttssiehe omission is still significant
in relation to the purely visual impression prodiicAs a result, despite illustrating a
concrete political blueprint, the images acquiremversal dimension. Themes like
democracy, justice, and independence are representan international symbolic
language that would have appealed to a wide, lggaepus audience both at home and
abroad. Through this open-endedness the 'Thirte@ams achieves a communicative
reach beyond the conventional confines of propaand

In technical terms, the illustrations for 'The Teéan Points' contain some of the
most accomplished photomontages produced duringRépmublican period, and as a

whole the series can be said to represent, astAfeement claims, Renau's first work

4 For an investigation into the preparations thateamade, see Murga Castro, . 'El pabellén espadiol d
1939: un proyecto frustrado para la Exposicionrirgeional de Nueva YorRrchivo Espafiol de Arte
Ixxxiii, 331 (July-September 2010), pp. 213-234¢eThitial proposal to make a set of montages for
the occasion apparently came from Renau himsedf Feement, AJosep Rengul72.

* For a domestic audience he also produced produpedtar with small illustrations of each of the
points, and a cover drawing for leaflet outlinihig orogramme. See Cabafias BravoJbdsep Rengu
218-224, and Basilio, M. M/isual Propaganda58-63. The reproductions shown here are from
photographs of tests made with silver bromide, Wisie the only surviving copies of the images
destined for New York. See Forment,Josep Rengul72.

16 Cf. Forment, AJosep Renaul73.
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of full maturity!” Much of the imagery is familiar from previous werkout there is a
sense in which the iconographical, technical, dmetarical elements of Renau's first
years as a montage artist come together to produtere refined result. Formative
foreign influences are still visible, but they hakeen incorporated into an artistic
expression that is now genuinely and fully Renaws. Ironically, perhaps, considering
the artist's advocacy of realism, The ThirteennBbialso reproduce, albeit in more
understated form, the oneiric quality seen in soimes pre-war work. The visual cues
— skies, seas, voting under the rainbow, the slaeethat everything appears distant —
are all subtle but together generate an impregbianthe montages portray a series of
tranquil dreamscapes, surrealistic visions of aagimed future, rather than any actually
existing reality. But then again, unrealised deswas, of course, precisely what
remained of the Republican attempt to create a memsocratic and egalitarian Spain.
Whether this ties Renau’'s illustrations to the muinad impending defeat is an open
guestion; in essence the Republic was always mesd' 'as a symbol than as an

accomplished fact.

After Spain: Renau in Mexico and Berlin
Despite the tenacity of the Republican forces,BEbeo offensive would end in another
defeat, this time more devastating than any precedi because it was not solely
military. For the retreat back across the riveNiovember 1938 was not so much the
result of a final blow on the battlefield — thoughshortage of arms and adequately
trained men had once again placed Republican foa®sa massive material
disadvantage — but rather the diplomatic blow iredirin September as Britain and
France signed the Munich agreement and thus optedlaw Hitler to dismember the
last functioning democracy in Europe rather thaketeaa stand against Nazi
expansionism. In so doing, they showed that theyewelling to go to any lengths to
appease Hitler, which in turn deprived Negrin'sqobf open-ended resistance of its
fundamental rationale, counting, as it did, on @&@ntand France soon being forced to
confront fascism's imperial intent as a threah®dontinent as a whotg.

While the Ebro offensive did successfully block iga's attack on Valencia, it
did not prevent the fall of Catalonia, which oceatrswiftly across the January and

February of 1939. Intense war weariness and lossiogfe had left the civilian

7 lbid., 172.
18 Graham, HThe Spanish Civil Waf.10f.
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population utterly demoralised. Resistance to acdwvanrebel troops continued but
could do nothing to halt their eventual advanced aoon hundreds of thousands
civilians, as well as military personnel, turnedle® across the Pyrenees into Fratice.

Among those fleeing were Renau and his family, nmneerous since the birth
of his daughter, Julia (in March 1937). Accordinghts own account, the artist had been
in his Barcelona studio working on a poster dutimg last days of January 1939 when
his third brother, Alejandr&,a sergeant working for the Air Force, had comiead for
him. Renau was allegedly unaware of the fact thatrébels were just about to enter the
city, and the 'rescue mission' initiated by Alejamdvho had access to a pick-up truck,
managed to get the family, plus parts of Renabfady and archive, out of Barcelona at
the very last minuté' In the second week of February, they crossedahdeb at Ports,
where Renau would commence a period of uninterdupxdle lasting 37 years. He was
first interned, together with his brothers Juan &bhejandro, and thousands of other
Republican refugees, at Argéles-sir-Mer, one of cdamps set up on the freezing
beaches of France’s south east coast. About a niateth after receiving help from a
certain Miss Palmer of the Carnegie Institute, las able to leave the camp and travel
to Toulouse, where like many other exiled Republidgatellectuals, he received
financial aid from Pablo Picas$bShortly thereafter, and as a prominent Republican
artist, he was able to arrange papers to go withimimediate family, as well as
Manuela's sister and her two children, to Mexichjolh had opened its borders to
Republicans and became one of the primary desiimatior the Spanish intellectual
community in exile?

The Republic resisted militarily for another coupfemonths. The government
had also been forced into France after the faCatialonia, but Negrin flew back to the
Republican centre-zone with the intention of diregtresidual military resistance in a
safe zone until either the international climatarayed, or, at the very least, to gain time
for an orderly evacuation of those most at riskepirisals. Negrin was also holding out
to force from Franco a a guarantee of no reprsgésnst the civilian population, a hope
that was brutally quashed with Franco's adoptiorthef so-called 'Law of Political
Responsibilities in February 1939, and which predidhe legal framework for blanket

¥ |bid. Thomas, HThe Spanish Civil WaB44-858.

20 Alejandro was the second child of José Renau Mordad Matilde Berenguer Cortés.

2 Forment, AJosep Renaul75. See also Bellon, Fosep Rena265-279, for further details on the
Renau family's exit from Catalonia.

2 |bid. 176-179.

% Boat departed from St Nazaire 6 May 1939.
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repression in the post-war period. Then, in Martle desperation caused by war-
weariness and material deprivation led a group iitary leaders in Madrid to rebel
against Negrin in the mistaken belief that they Mi@iand a better chance at getting
Franco to the negotiation table — a rebellion wtiphrked, in effect, a civil war within
the civil war. The negotiation attempt came to rdugnd the impossible situation thus
facing the Republic led its commanding officersstorender. Franco declared the war
officially over on 1 April 1939, though the vanglesd would still suffer persecution and
discrimination for several decades to cothe.

Once in Mexico, Renau would embark on new politardlprojects, especially in
the form of mural paintings, while continuing to keaa living through commercial
poster productio®. From 1949, he would also work on a montage semgdy
completed twenty years later, call@tie American Way of LiféeThe series may be
considered hisnagnum opuysyet Renau found no publisher for it in Mexicostead, it
would first be partially published in 1954 in E&&rmany, where Renau also moved
after being offered, in 1958, a job as an illustrdor East German state television. That
he was prepared to leave his life, including himifg in Mexico, has to be explained
with reference to a number of factors, including timsatisfying nature of his poster
work and a deteriorating relation with Manuela (wtagether with their two youngest
children, nonetheless reunited with him in EastliBén 1959)%* Renau would engage
in a series of film and mural based projects int Beymany, but acclimatisation proved
difficult both professionally and in terms of prtedife — partly because of cultural and
linguistic barriers, partly because of the Eastn@ar Communist Party's dogmatic
approach to af. Even so Renau would remain in a resident of thenttg until his
death in 19822 From 1976, one year after Franco's death, hesdtamaking occasional
return trips to Valencia, where he was warmly weled by a progressive generation
trying to recover a repressed past. Yet his engagemvith cultural life within Spain

would not be resumed in any form comparable todh#fte Republican years. His exile

2 For a recent and detailed analysis of the Casdufllien, see Vifias, A. & Hernandez SancheElIF.
desplome de la Republica: la verdadera historiafitetle la guerra civi(Madrid: Critica, 2010). For
an analytical overview of the repression that fekad the war, see Graham, Fhe War and its
ShadowSee also Preston, Fhe Spanish Holocayd®art 6.

% The mural work was first done in collaboration witie Mexican realist painter David Siqueiros, as
well as other artists. See FormentJasep Rengwand Bellén, FJosep Reng281-367. A concise
overview of Renau's entire artistic career can bésfound in Cabafias Bravo, M. 'Josep Renau y la
recuperacién de una belleza comprometida'.

% Cabarias Bravo, M. 'Josep Renau y la recuperacional®elleza comprometida’, 14f.

|t seems Renau never managed to acquire a reaiprafy in German.

% Renau died in a Berlin hospital on 11 October 1%88.ashes lie buried in the Friedrichfelde
cemetery in the German capital.
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in 1939 had marked a definite end to the culturajget envisioned in relation to his

native country.
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CONCLUSION

The content of Renau's cultural vision was, as aeelseen, coloured both by artistic
and political conceptions of progressive socialngfga The extent to which the one or
the other would influence his activity varied wittke historical circumstances in which
he operated. Both aspects — the artistic and thiticab — were always present,
continually remoulding each other in a dynamic trefa constantly unsettled by
tensions. To conclude the work presented hereeins appropriate, then, to provide a
summarizing analysis of how these tensions founmtession in the work of Renau and
his colleagues during the period of the Spanistose&epublic. Such an analysis must
first return to the theoretical roots of these tems before considering their impact on
two broad areas: the first concerning the relatietween the artistic and political avant-
garde, and the second the relation between the-gaatie as such and the ‘people’.

The artistic and political avant-garde shared agirason to find new ways of
framing and organising a future social communityafTart could play a decisive role in
the elaboration of new ways of living was initiabyiggested in the work of German
Idealists in the late nineteenth century. Kanttfiset the stage by describing the
experience of Beauty as a conceptually distinct teayelate to the world, which led
Hegel to proclaim that art had a special abilityctmvey the Truth. In addition to this
ability, Schiller proposed that the aesthetic edgrere, conceived in Kantian terms, also
carried a lesson that could form the basis for aenpeaceful and harmonious society —
a society where oppositions between subject andcgbgctivity and passivity are
dissolved in a universal totality based on co-of@naand equality. This vision has,
consciously or otherwise, clearly influenced utopigsions during the nineteenth and
twentieth centuries, and must be seen as part efirttellectual heritage shaping
collectivist visions during the interwar period.rRbe German Idealists and their heirs,
aesthetics was not simply a visual language, [=at alreflection of the defining values
of the community. But to inspire new ways of livinthen, art had to innovate, to
explore new aesthetic forms. This innovation wolalkie increasingly radical forms at
the beginning of the twentieth century, which gr@tiugave rise to accusations that art
had retreated into a subjective world of fantadye Tormal experimentation of the
avant-garde led its critics to claim that art hahsed to reflect any shared reality
beyond the surface of the image itself.

Such voices grew stronger as the Great War aradtéemath shattered European
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self-perceptions and intensified demands for sochenge. Art had to engage with
social issues in a more direct way, radical critw@intained. This demand related not
only to content, but would also concern questiohgoom. Social engagement thus
became one of the reasons why many artists retumesbme kind of realism. But
realism was not necessarily imposed on artists fextternal political quarters. Its
political value, particularly at a time of burgengimass-democracy, was perceived by
many artists to reside in its inherent qualitiesighg these were its concern for a shared
reality, its accessibility, and its ability to coramcate messages on an emotive level.
For these reasons, realism appeared the natuthketieschoice for artists who wanted
to act as witnesses to social conditions and dmrtiito political mobilisation processes
against worsening manifestations of social inj@stic

As a result of this trend there emerged a closkatmaration between the artistic
and political avant-garde — a collaboration whére role of the artist was to increase
political awareness by providing critical portrags social life. This was the role that
Renau would adopt after his first solo show of Deloer 1928 had contributed to a
personal and creative crisis. Rather than imaglaadscapes, the focus was now on
existing social phenomena. Artistic commitment barge was to be directed towards
the task of conveying social knowledge, which wouidheory, underwrite a consensus
guiding united collective action. This function waarticularly evident in the increasing
interest shown during the 1930s, in Spain as veefE@rope as a whole, in documentary
modes of representation. In combination with preginee politics, such forms played an
important part in social change, even if they dod im themselves indicate a vision of
an alternative. By claiming to establish the trutte documentary image delineated the
realm of the possible.

As art forms based on modern technology, howevestggraphy and film also
represented, in and of themselves, a progressiemative to traditional painting. They
offered a new aesthetics, a modern visual languaggociated with science and
rationality. They conferred on representations istial reality an objective dimension,
and were thus powerful instruments in progressitteiggles against traditional
mysticism. For all these reasons Josep Renau s@atiaular potential in photography
and film as visual languages in which a new natieetf-image could be formulated.
Through the photographic arts a new national mydhldt be established: a myth
constituted, essentially, by fact.

From this perspective it is clear that the Ideaissthetic vision was present in
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Renau's work also after his entry into politicswias the political weakness of the
Spanish Communist Party, which he had joined dfe#ng deeply impressed by the
theoretical teachings of Marx and Engels, thatvatid affiliated artists to play such a
prominent role in the formulation of an alternatigecial vision for Spain. The
constructive role played by artists in this regaats metaphorically mirrored in Renau's
use of montage, a principle that Renau took frdm &nd applied to still photography.
Montage represented a form of innovative realisinens the persuasive power of the
photograph was combined with the freedom to create meaning. In his adoption of
this technique, using reality fragments in composg where truth could be given a
new form, Renau arguably reconciled the conflictpriprities of the political and
artistic avant-gardes.

The onset of the war in July 1936 altered the dyoamce again, and led Renau
to insist that artistic production be guided magorously by political strategy. This
shift also corresponded to the phenomenal transfoom of the Spanish Communist
Party, which as a result of its war policy and tital aid provided to the Republic by
the Soviet Union rapidly turned into one of the miodluential political forces within
the Spanish Republic. To some extent, then, thesrmoposing presence of the party
affected cultural production too, or at least il @mong its own members. But in a
broader context the shift towards a stricter adim¥eo strategies shaped by political
and military concerns must primarily be underst@sda response to the war itself,
which immeasurably raised the stakes of Spanishalsoonflict and obliged cultural
workers of all political persuasions to focus onking a direct contribution to the war
effort.

We have also seen that Renau was not the only dwe granted politics a
greater role in artistic production during the widlost progressive artists and writers
chose to subordinate their work to the politicaindads of the moment. In so doing,
they were not driven, in the first instance, by apecific or clearly defined party
political programme, but rather by a broad loyadiythe Popular Front coalition and to
some form of anti-fascism. It would be similarly sguided to consider Republican
artists' widespread adherence to realism duringtranish Civil War as anything other
than a generic response to the war and their utasheling of fascism as resting
fundamentally on a dangerous denial of reality. #i®ady indicated, realism was
perceived by progressive cultural producers to leamember of qualities that made it a
natural aesthetic for those who wanted to bearesgrand convey an image of human
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suffering. In addition to this, Josep Renau, togethith other commentators within the
Republican cultural elite, described realism as@sthetic tied to democratic values, to
pluralism and humanism — values that were all a®rsid to be antithetical to fascism.
Exactly how artists understood realism varied, ésiiong as the anti-fascist coalition
agreed on fundamental points in a collective warow, such differences did not cause
any significant internal rupture. What united thepRblic's progressive artists was anti-
fascist strategy, not artistic vision.

This did not mean, however, that artistic visionsravirrelevant. Many artists
and writers saw, just like Renau and his nearetagues did, anti-fascism as more
than a defence of constitutional rights. In ordesécure a lasting victory over fascism it
was necessary, they maintained, to seek greateal stitange and alter the very
conditions that had made the emergence of fascessilgle. In these circumstances,
many cultural workers continued to see a cential far art, in the formulation of new
modes of co-existence. As a result, aesthetic dseasre revivified, even when the
political and military task of securing the Repugldisurvival became an inescapable
priority for all. Calls for political discipline ah artistic innovation were equally
intensified, which in turn meant that the tensibetveen the perspectives of the artistic
and political vanguard became more marked. Thisesn clearly in Renau's 1936
lecture on Republican war posters and the debhatasfallowed. But these tensions
were not as dramatic as the plain contradictioas tffiten arose when the progressive
cultural and political elite had to contend witle tfact historical agency was no longer
theirs alone, but had to be shared with many grafipgher social and political actors
(‘the people’), as a result of the revolutionaracpes following the July 1936 coup in
much of the territory where the military insurgentsre defeated.

In the eyes of Renau and many other radical atgiwghin the cultural left, the
'‘people’ had long been seen as a necessary panmticip the elaboration of a new
Spanish culture. The 'people’ was both a guararitauthenticity and a historical force
destined to shape the future. According to Renavag not enough, then, to increase
access to culture and democratise its consumdather, the 'people’ had to be placed
in a position where it could creatively shape thenmunity to come. Concrete steps
towards this goal were taken by Renau's flagshagpept during the Republican period,
the magazindNueva Cultura and was furthermore given clear expression dutteg
war, when popular cultural production was encoutlalgeth by the Republican army
and the PCE-led Ministry of Public Instruction akthe Arts. This was the main
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difference between the policy developed during Wer and that pursued by the
reformist liberal government in the period 19311&83. The 'people’ would now be
active participants in the formation of a new Rdjmaim order.

Yet celebrations of popular cultural productionbmth military and home fronts
quickly made apparent one of the problems inhereriRenau's project. beginners in
poetry and visual arts tended to imitate the trawigtl forms with which they were
familiar, which in turn minimised the effect that ould have as a force of innovation.
In response to this dilemma, most radical left-wamtgsts and writers, including Renau,
ended up adopting the same paternalistic approdulchwliberal intellectuals had
displayed prior to the war — an approach that Rdénanaself had criticised. A thorough
popularisation of Republican cultural productionswansequently postponed for the
future. For the moment, art and literature wouldstexn several levels, allowing
amateur productions to be included as valid pdrgsrational cultural heritage but with
the works of the cultural elite retaining their laarity and prestige.

But practical (as opposed to theoretical) standssawis 'the people' also
revealed deeper contradictions in Republican calltypolitics. Many cultural
progressives supported, in principle, the ideaadiaal social change, not least in order
to make a future resurgence of fascism imposshole,in practice they opposed the
uncontrolled (as they saw it) violence and desimactaused by the unfolding of the
popular revolution in Republican territory. Abovié ghey would not support political
demands for the decentralisation of power, demaviiish weakened the Republic's
ability to defend itself. In accordance with th@neiction, they contributed to efforts to
reconstruct centralised government authority anengthen the overall co-ordination
perceived necessary to build a viable war effordiregl an internationally-backed
military enemy. However, such centralisation wenburter to revolutionary
conceptions, propagated particularly within anastthind libertarian circles, which saw
local empowerment of grass-roots organisationsnasesaential part of an anti-fascist
order. Local committees and collectives were, aliogr to defenders of the
decentralising revolution, the only guarantee ohugee popular rule. The internal
political tensions that followed led to several stlas, which in turn damaged the
Republic’s international standing and thus its wetiort. One of the critical challenges
facing the Republican government was, then, totitagie central rule and unite
multiple political wills without resorting to an egssive use of coercive force. In this

task, cultural mobilisation strategies inevitabgchme an indispensable tool.
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In order to shape and deliver such strategies, Rhpublican cultural elite
collaborated closely with the Ministry of Publicstnuction and Fine Arts — led, for most
part of the war, by a team that included RenauyTdt@red a desire to revitalise the
Republican reform programme, which had now beconmoraerstone in efforts to
legitimise the wartime Popular Front government. flicther these efforts and to
highlight a governmental commitment to egalitarpatitics — crucial given influential
revolutionary groups were claiming that the goveentnwas hostile to the egalitarian
society that the revolutionaries wanted to buildhe ministry and its collaborators
formulated a cultural policy that expanded accessducation and emphasised every
citizen's right to participate in the cultural ctmstion of a new Spain. Even if
independent worker committees would be increasinmghg, the popular revolution
would still prevail on a cultural level.

As a consequence of this policy, the 'revolutiomswaestheticised and
transformed into a unifying cultural project. Fotists and writers eager to engage with
social and political developments, aestheticisatimecame, besides a means to
contribute to mobilisation efforts, a way to reslthe tensions that arose in their
attempts combine artistic and political commitme@distic visions could not always
be reduced to concrete political strategy, and tamise the opposition between the
two, politics was to be fused with art. Thus astistould play a central role in the
shaping of the now differently defined revolutiavhile politics would be ascribed the
unifying qualities widely ascribed to aestheticslitits became another form of artistic
self-expression, another way to innovate with tad.r

The question remains how this could be squared thi¢hprogressive artists'
commitment to a vision purportedly defending plistatiemocracy. To aestheticise the
revolution — that is, to equate it with manifesiag of unity — was to limit the register
of sanctioned cultural expression, which in turteded a reduction of pluralism. But in
the Republican case it is unclear to what extegstaction in pluralism corresponded to
an impoverishment of democracy. Aestheticisatiors it only a product of the
cultural elite but also of ordinary conscripts astter citizens who participated in the
Republic's expanded cultural programme. We canisoéghrd the possibility that many
opted voluntarily to adapt to the limited registeat corresponded to the aestheticisation
process, especially when the enormous challengsstiie Republic faced potentially
had a strong unifying effect on the population'damk (at least until the intensification
of desperate material and international circumssrdivided opinions on how the war
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should best be ended). If the most radical aspaicthe revolution were eventually
contained, it was because of a complex developrslesped by grass-roots actors as
well as by leadership figures. In the final anayst was a development that was
shaped, more than anything else, by the war itself.

Given more time, the changes introduced by theimartcultural programme
might nonetheless have had radical effects. A neitiog of peoples' right to participate
fully in processes of social formation are not lasrased from historical memory.
Radical democratic changes were undoubtedly songetthat Renau would have
supported, even if they would have obliged him éonpromise on his own cultural
vision. Of course, such visions took various formnsong the progressive cultural elite
too. Nevertheless, the absence of any sharplyetbfalans ultimately makes it easier to
identify certain common strands. Among these, testmoteworthy may be that Renau
and his colleagues — who in their vast majorityeveot ideological communists — often
used a hybrid political language to suggest theblkectivist utopia could be achieved
without sacrificing liberal democratic freedoms.agty how this might have come to
pass remains unclear. The possibilities of progressocial change opened up by the
Republic and, more traumatically, by the civil wargre ultimately buried under the
myriad ruins that a triumphant fascism left inutake.
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EL SENTIDO
HUMANO
DE LA MUJER

Es conveniente hacer destacar en
todas sus facetas las diferencias sus-
tanciales o tipicas que caracterizan
los dos mundos hoy en lucha por la
hegemonfa en la direccién y apropia-
miento de los hechos y principios hu-
manos o vitales. Queremos definir en
nuestraexpresién «dos mundosn a las
dos fuerzas antagénicas, capitalismo_y
proletariado que, como vemos, se dis-
putan, hoy con més rudeza que nunca,
el derecho a ser fundamento en
vida.

Sin pasar ahora a definir algtn otro
de los infinitos aspectos por los cuales

ocan uno contra otro estos dos mun-
dos (uno, el capitalismo, en decaden-
cia, ya que el ciclo histérico de su
preponderancia llega a su fin; y el
otro, el proletariado, la masa produc-
tora, pujante y fuerte, el esclavo que
quiere libertarte y lo va consiguiendo
poco a poco, aun a costa de grandes
dolores), hemos de sefialar, aunque sélo
sea a titulo de comentario, la diferen-
cia que en el concepto de la femi-
TR b e o
expresiva muestra las fotograffas ad-
juntas.

En ellas vemos dos tipos bien carac-
teristicos : el de la decadente y, por
lo tanto, teatral y falsa, mujer bur-
guesa, y | de la mujer del pueblo, la
lruba)adora o campesina, optimista y
san

Es i sty vomss s o oot
da «flor de estufan ; el sentido mujer
en toda su amplitud desaparece en la
mufieca de came aqui representada,
individualista_y artificial. Nada ma-
temal nos sugiere su actitud, ni siquie-
ra hay en su mirada una atencién amis-
tosa hacia los demés. Pero sf un cG-
mulo de vanidades y la expresién de
un deseo de sentirse adorada por todos,
y con la conviccién de que nadie me-
rece nada de ella.

odo lo contrario expresa la mu-
jer representada en la_segunda foto-
grafia. Ella nos sugiere todo lo
que puede ser una mujer: madre
y hermana, amiga y amante. En su
mirada y la expresién de su rostro
hay condensada una atencién de
carifio hacia todo; de comprensién
y amistad hacia todas_las cosas. Nos
sugiere su contemplacién una profun-
da alegria de vivir y nos sentimos con-
fiados imaginindola compafiera nues-
tra.

Fig. 2. [Artist unknown],

'El Sentido Humano deMaujer’, 1933.
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Fig. 3. Josep Renau, [Untitled], 1932.
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PANORAMA DE LA SOCIEDAD BURGUESA

FOTOMONTAJE DE JOSE RENAU

Fig. 4. Josep Renau, 'Panorama de la sociedaddaa'gi932.
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Fig. 6. John Heartfield, 'Der sinn von genf’, 1932.
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SENSIBILIDAD BURGUESA

FOTOMONTAIE ¥ JOSE RENAC

Fig. 7. Josep Renau, 'Sensibilidad burguesa’, 1932.
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AMANECER DE LA JUSTICIA SOCIAL
FOTOMONTAJE DE JOSE RENAU

Fig. 8. Josep Renau, 'Amanecer de la justicia Bot8&82.
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Q\
Mas papet\® .

Fotomontaje de JOSE RENAU

Fig. 9. Josep Renau, [Untitled], 1933.
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Fig. 10. Josep Renau, 'Los diez mandamientos1{nd934.
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Fig. 11. Josep Renau, 'Los diez mandamientos2{n@934.
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Fig. 12. Josep Renau, 'Los diez mandamientos5{na934.
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Fig. 13. Josep Renau, 'Los diez mandamientos8{jna934.
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TESTIGOS NEGROS
DE NUESTROS TIEMPOS =i

(PARENTESIS A LA VIOLENCIA)

HABLEMOS AHORA

-« ESPANA

(MBNTAIE DE 10SE REMAU)

Fig. 14. Josep Renau, 'Hablemos ahora del buenenvtspana’, 1935.

231



Y por si acaso es usled aleo re-

(o oirante, he aqgqui a este ino-
tente nifio de Ezguioga que con
la misma candidez con que sa-
caria la bola en la loteria nacio-
nal, le dard a usted testimonio
cierin y desinteresado—al mar-
gen de la lucha de clages—de
haber wvisto al propio dios en
imagen vivd...

Y aqui tiene usted este otro
adulto testimonio—por s no cree
en log r'fiog predigio—también
de Ezquioga, donde el opropio
Corazon de Jesius se aparecid a
esta casto y extasindo doncella,
haciéndole conocer los placeres
del divino Himeneo, pero gin la
mancha vergonzosa del pecado

original

Fig. 15. Josep Renau, 'Hablemos ahora del buenenvEsparia' (detail), 1935.
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TESTIGOS NEGROS
DE NUESTRO TIEMPO:

L/

LA VOZ ANTIGUA DE ISAIAS, QUE RETUMBA DE NUEVO EN LOS
AMBITOS DE LA DESIGUALDAD ¥ DE LA INJUSTICIA HUMANAS,

CONTRA LA SOBERBIA DE LOS MERCADERES DEL CRIMEN
12

Fig. 16. Josep Renau, 'Anatema’, 1936.
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OBREROS “
CAMPESINOS
SOLDADOS

INTELECTUALES
REFORZAD LAS FILAS DEL

PARTIDO COMUNISTA

Fig. 17. Josep Renau, 'Obreros, Campesinos, Sagdbdelectuales: Reforzad las filas
del Partido Comunista’, 1936.

MLANCA DE LA VICTORIA
Fig. 18. Josep Renau, 'Industria de guerra: pofmitanca de la victoria', 1936.
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Fig. 19. Josep Renau, 'Campesino, defiende cartaas al gobierno que te dio la
tierra’, 1936.
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Fig. 21. Josep Renau, 'El comisario, nervio de tnoegercito popular’, 1936.
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Fig. 23. Josep Renau, 'Los marinos de Cronst&8§.1
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Fig. 24. Regino Mas and Gori Mufioz, 1936.
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LUCHAMOS POR NUESTRA
GULTURA

Lu-cha-mos por nues-tra cul-tu-ra
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Fig. 25. Fernando Sainz, Eusebio Cimorra (text)uiiégo Amster (design), 'Catrtilla
Escolar Antifascista' (2ed.), 1937.

238



A

it

Fig. 26. Josep Renau, 'Hoy mas que nunca, Victasa8.

POREL BIENESTAR. LA FELICIDAD Y LA LIBERTAD
DEL PUEBLO ESP-\NOL[U(‘EH/_\ EL EJERCITO POPULAR
M

Fig. 27. [Josep Renau?], ' Por el bienestar, leid@ld y la libertad del pueblo espafiol,
lucha el ejército popular', 1938.
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Fig. 28. [Josep Renau?], 1938.

240



padls=%%

Fig. 29. Josep Renau, 'Los 13 puntos de la victgrs. 1-4), 1938.
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Fig. 29. Josep Renau, 'Los 13 puntos de la victgriss. 5-8), 1938.

242



Fig. 29. Josep Renau, 'Los 13 puntos de la victores. 9-13), 1938.
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