
In the mid 1920s, there was a noticeable feeling of artistic renewal in Spain, as a response to the intensification 
of the communication flow with the international avant-garde, helped by the presence of Spanish artists in 
Paris. The new surrealist sensibility, along with the revival of interest in popular indigenous culture, was shared 
by art and literature within what came to be known as the Generation of ’27.

The New Culture in Spain 
Between the Popular and the Modern

Especially influenced by the Picasso of the 
second half of the 1920s, they took as a 
reference his “poetic period” in which he 
produces a synthesis of Cubism, distant 
from an excessively cerebral facet, and Su-
rrealism, which offered emotion, sensuali-
ty, and greater poetic liberty. Instinct came 
into play and, with it, the primordial and 
the importance of the unconscious in the 
creative task reemerged. That meant that 
automatism would take on a great impor-
tance as a ways of achieving immediacy 
and spontaneity in artistic resolutions; ar-
tists placed themselves before the canvas 
and, making use of tools like the “interior 
model” or “psychic automatism”, wor-
ked without a prior intentionality, without 
thought having a direct control. . 

The Paris School and the Beginnings of Surrealism in Spain
In the middle of the 1920s an artistic change begins to take place in Spain, whose point 
of departure some critics situate in the Exhibit of Iberian Artists which the Palacio de 
Velázquez of Madrid’s Retiro Park hosted in 1923. That show, which wanted to define 
what was happening then in Spanish art, exhibited some works from artists members 
of what was called the Paris School. This School welcomed notable Spanish creators 
who, displaced to the French capital to soak up the latest avant-gardes, served as a 
conduit of transmission between one side and the other of the frontier. Four years later, 
the “Exhibit of Paintings and Sculptures of Spaniards Living in Paris” was organized in 
the Botanical Garden of Madrid, with the participation of consecrated artists like Pablo 
Picasso (1881-1973), Joan Miró (1893-1983), or Juan Gris (1887-1927), and which 
also exhibited works by Francisco Bores (1898-1972), Manuel Ángeles Ortiz (1895-
1984), or Ismael González de la Serna (1898-1968), all belonging to the Paris circle 
and which we exhibit in this first room.

To maintain that Surrealism in Spain manifested itself through the Paris School can 
be debated, but without a doubt one can say that different proposals and reflections 
arising in the Parisian Surrealist circles had a profound effect on their work. Wishing to 
renovate the artistic language, they flirted with Cubism, New Classicism, figuration, or 
Surrealism, to help themselves from the different victories of the avant-gardes for the 
benefit of their own creative proposals. They were representatives of that which is ca-
lled “Arte Nuevo”, title beneath which were gathered different artists who, far from wan-
ting to identify themselves with a specific “ism”, were interested in the purely artistic 
exploration of painting –and of sculpture.

New acquisitions

Federico García Lorca. [Payaso] 
Ensayos de Perlimplín, 1929



The Generation of ‘27
The creative universe of ‘27 didn’t limit itself to poetry, nor even just to literature, but 
also extended to the fine arts, to cinema, and to photography, among other artistic ma-
nifestations; the different disciplines formed part of a single renovating trend. Magazines 
were the most suitable scene for the encounter between poetry and painting. Artists and 
poets coincided in publications like Gallo, Litoral, or Verso y Prosa, among others. The link 
between the fine arts and literature had to do with the introduction in Spain of an avant-
garde aesthetic which granted these experimentations a spirit of modernity.

The Generation of ‘27 takes up again concerns which had previously been explored in the 
turn of the century literature, especially in poetry. Thus, by the hand of dance and cante 
jondo (deep song), there arose again in literature the idea that it is in the popular mani-
festations where the distinctive nature of the Essence of Spain is found. This concern 
extends, especially in the case of Federico García Lorca (1898-1936) or Rafael Alberti 
(1902-1999), to the cultivation of the popular forms of spontaneous language, like the 
songbooks or collections of romances. The popular again appears as the symbol of the 
authentic, as the space in which the deepest manifestations of the human spirit (dea-
th among them) can express themselves, at times in a happy and festive mode, and at 
others full of the melancholy which they can carry. The fairs and verbenas, fascinating 
meeting points between the modern and the popular, will also attract the new genera-
tions of artists, as shown in certain works by Maruja Mallo (1902-1995), Ernesto Gimé-
nez Caballero (1899-1988), or Salvador Dalí (1904-1989) himself. 

The Residencia de Estudiantes –a space promoted by the Free Institute for Education– 
was the receiving center of the international avant-garde and the nucleus from which the 
first Madrid Surrealism emanated; it was the meeting place of a generation which reached 
its creative equator and, without a doubt, encouraged the transition of Spanish culture 
to the modern movement. The start of Surrealism in Spain is framed in the conjunction 
of the interests and concerns between Dalí, Luis Buñuel (1900-1983), and Lorca, who 
coincided in the Residencia between 1922 and 1925. At that time, the three cultivated 
artistic disciplines that were very different from their own specialties, and thus, Buñuel, 
known for his film work, wrote prose; Lorca, the poet, practiced drawing prolifically; and 
with respect to Dalí, the painter, one cannot ignore his immersion into cinema or writing. 

Once the initial reticence that both Dalí as well as Lorca showed toward Surrealism were 
overcome, both Lorca’s drawings, as well as Dalí’s interest in Sigmund Freud’s theories 
of psychoanalysis and the world of dreams, showed the influence of the movement. Dis-
played in this room are some canvases representative of what has been called Dalí’s Lor-
quian period, made from a time in the painter’s life when he kept close contact with Lorca. 
Buñuel, for his part, was the representative of Surrealism in the cinematographic sphere. 
The result of the collaboration between the cineaste and Dalí gave rise to the first exam-
ple of Surealism cinema: Un chien andalou (An Andalusian Dog), 1929, characterized 
by the succession of scenes connected only by the technique of free association, which 
makes this work a purely Surrealist product.
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