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Encounters with the 1930s, one of the most important exhibitions of the season, is the
Museum’s contribution to the commemorations marking the 75th anniversary of the creation
of Guernica (1937), Pablo Picasso’s emblematic art work.
The show, jointly organized by the Museum’s departments of Collections and Exhibitions,
will occupy a surface of more than 2,000 square meters divided into two areas. The first, on
the second floor, will contain part of the permanent collection, with Guernica as the central
point of the itinerary. The other section, on the first floor, will analyze the paths traced by
artists in their interpersonal and international relationships while seeking to spur their
creativity.
The show is made up of more than four hundred exhibits from prestigious institutions
around the world, both Spanish (IVAM, Museo Nacional de Arte de Cataluña, Filmoteca
Nacional, Filmoteca de Cataluña, Fundació Gala-Salvador Dalí, Residencia de
Estudiantes, the collections of the Museo Reina Sofía, etc.) and foreign (Centre Georges
Pompidou, Pushkin Museum [Moscow], MoMA, Solomon R. Guggenheim Museum
[New York], National Gallery of Art [Washington, D.C.], Philadelphia Museum of Art,
Metropolitan Museum [New York], The Wolfsonian-FIU, International Center of
Photography [New York], Nationalgalerie [Berlin], etc.). Some of the most important artists
of the 20th century will be represented, including Pablo Picasso, Joan Miró, Yves Tanguy,
Moholy-Nagy, Man Ray, Max Beckmann, Robert Delaunay, André Masson, Piet
Mondrian, Wassily Kandinsky, Luis Buñuel, Joaquín Torres-García, Hans Arp, Fernand
Léger, René Magritte or Mario Sironi and many others. The exhibition will also be a unique
opportunity to see pieces that are visiting Spain for the first time, such as Antonio Berni’s
New Chicago Athletic Club (1937) or Wolfgang Paalen’s Combat des princes saturniens II.
Based on the results of a collective investigation, the exhibition aims to redefine the
conceptual and historical parameters of a fundamental period of the 20th century, essential
for a full understanding of our own times. Yet to be studied in sufficient depth, this was a
time of conflict when art and power came into confrontation and mutual support. Although
cloaked in an appearance of eclecticism, this was nevertheless a phase when art was
enabled to question its own postulates. In addition, the thirties constitute an essential period
for the Museo Reina Sofía itself, since they form the fundamental axis of the permanent
Collection, with Guernica as its center of gravity.
Although this is not the first exhibition on the subject of the thirties, it is the first to propose
an “episodic” view of the decade that prioritizes connections between artists and moments
of stylistic eclecticism.
Encounters with the 1930s has a six-part structure: Realisms; Abstraction; Exhibition
culture: national and international projects; Surrealism; Photography, film and
posters; Spain: Second Republic, Civil War and exile. Each of these sections
encompasses the main preoccupations and problematics which marked the decade from a
political, aesthetic and cultural viewpoint, constituting a point of encounter which, in
Mendelson’s words, has to be “interpreted openly in order to reveal the roads leading to an
understanding that personal relationships and tensions between artists constituted the prime
underlying framework for experimentation.” The aim is to present this troubled and exciting
period not only on the basis of propaganda narratives but also through the ways found by
the artists themselves to trace their own paths through an atmosphere of growing violence.

ON THE THIRTIES
The decade in question is characterized by the rise of totalitarian governments which used
the support of the arts to “coordinate a narrative of creativity that was frustrated by the
requisites of power and the monumentality of the State,” explains Jordana Mendelson. At
the same time, many artists who were working under the auspices of public institutions even
managed to find ways to hinder the progress of the tasks they had been assigned, while
others, who defended the singularity of the artist’s voice, placed their talents at the service
of government organizations or used advertising as a tool for reaching the masses. Artists
thereby demonstrated, Mendelson concludes, that both aesthetic conformity and
nonconformity could challenge or overthrow the established order.
The decade of the thirties is marked by the Wall Street crash of 1929, the subsequent
worldwide depression, the need for artists to confront a new economic and political reality,
and a hitherto unknown development of communications under the impulse of technological
innovation in publishing and the media. Mass production and the extension of transport
networks enabled patterns of consumption to reach the most remote places. Artists were by
no means unaffected by all this, and made use of such novelties to disseminate their works,
manifestoes and personal letters. Political ideas were thus transmitted with the same speed,
and objects and theories crossed borders.
The circuits followed by artists in the thirties were not linear, since they were as well versed
in abstract art as in realism and surrealism. Although these three trends dominated the
visual arts, there were moments of fracture, idiosyncratic episodes and microhistories which
the curator sees as indicative of an enormous richness. It is in these eclectic and local
histories of individual artists, open to numerous interpretations, that “we find an exquisite
manifestation of the disconcertedness, the frustration and the intimidation sensed by anyone
who tries to pigeonhole the thirties within a single definition.” This exhibition therefore tries to
present a demythified view of the thirties by showing works that exemplify visual complexity,
technical dexterity and conceptual profanity, allowing them to be analyzed as individual
pieces but contextualized at the same time within an interrelated history.

REALISMS
The opening section of the exhibition juxtaposes works by artists who were fascinated by
cultural conflict. Despite their different geographical origins, styles, political affiliations and
artistic training, they transcended these differences in foregrounding such dominant themes
as portraiture, work and leisure, everyday life (urban scenes and rural environments) and so
on. Some chose woman as an artistic object (Togores), made the body expressive of
something other than aesthetic appearance (David Alfaro Siqueiros), or underscored their
commitment to the working classes (Stanley Spencer and Ben Shahn).
The variations in realism during the decade demonstrate that there was an interest, a
dedication and an urge to explore in painting that surpassed the directives of any theory or
controversy. As Jordana Mendelson says, the different artistic disciplines “resorted to
realism in the period between the wars to indicate the desire of artists to reach the largest
possible public, even when those viewers were divided, or at least differentiated, by class
interests or political commitments.” Among the works on display in this first part of the

exhibition are pieces by Alfaro, Guston and Beckman, as well as a work by Berni which
has traveled to Spain for the first time from the MoMA in New York.
ABSTRACTION
In the thirties, the perseverance of abstraction as a form of creative investigation
transformed the movement from purely Utopian reflection into a number of controversial
positions, often locally motivated, whose supporters found themselves trapped in the
crossfire of the debates on form and politics. The bridge between Europe and the United
States was forged by international travel and political commitment.
During this period, the biomorphic forms of Hans Arp proved more attractive than ever to
international artists, especially those who combined abstract art with surrealism (Barbara
Hepworth, Marinel·lo). For his part, Moholy-Nagy, who exerted a decisive influence in
photography, film and abstract art, transferred his experiments with light, movement and
design from Europe to the United States. Josef and Anni Albers were to have a
comparable impact on Black Mountain College, a center for experimentation in the
humanities which congregated artists like John Cage, Merce Cunningham and Robert
Rauschenberg.
Joaquín Torres García is the clearest example of an artist who contributed decisively to the
abandonment by abstract art of the European formula of manifesto-statements and its
arrival on the American continent as a genuine revelation. The artist opened up new paths
for abstract art with the publication in Montevideo of the journal “Círculo y Cuadrado” and
the foundation of the Escuela Taller de Artes Plásticas.
Ad Reinhardt was meanwhile one of the artists in the American Abstract Artist group whose
work illuminated the impact of the Spanish Civil War and Spanish artists on the development
of experimental abstract art in the United States. Besides pieces by some of the artists
mentioned, this section moreover features works by Klee, Baumeister, Kandinsky, Calder,
Mondrian and Hans Arp. Color Box (1935), by Len Lye, will also be projected in the same
room.
EXHIBITION CULTURE: NATIONAL AND INTERNATIONAL PROJECTS
In the thirties, exhibitions constituted settings on a grand scale which manifested the role of
artists as contributors to government projects, both for a domestic public and for display
outside the country.
By means of art works, decorative projects and documentary material, this part of the
exhibition documents events like the 1931 Colonial Exposition in Paris, the Mostra
Fascista (Italy, 1933), the 1937 International Exposition in Paris, and the 1939 World’s
Fair in New York. Of special interest is the way in which artists were recruited to create a
national image for exhibition pavilions, and their contribution to the general design of fairs
and propaganda materials.
Besides the great international expositions, this section also looks at those which served as
counterpoints or “responses” to the national projects of the large-scale exhibitions.

Various projections will also be shown on the Paris Pavilion of 1937 and the New York
World’s Fair, 1939-40.
SURREALISM
The international expansion of the surrealist movement in the thirties guaranteed its
influence on the work of certain experimental artists and on commercial culture. André
Breton became the arbiter of orthodoxy within the movement. From the beginning of the
decade, and after the exhibitions organized by the Julien Levy Gallery in New York
(Surrealism, 1932) and the MoMA (Fantastic Art, Dada and Surrealism, 1936), the
movement rapidly rose and culminated, the curator says, with the erotic dream of the Venus
Pavilion designed by Dalí for the 1939 World’s Fair in New York.
This section is based on the international exhibitions on surrealism held in the course of the
decade: Tenerife (1935), London (1936), Paris (1937) and Mexico (1940), in which artists
with a considerable reputation at the time, such as Miró, Arp, Picasso and Ernst, were
mingled with representatives of “local factions”, such as Toyen, Frida Kahlo, Henry Moore
and Wilhelm Freddie. Such juxtapositions are described by the curator as “surprising”.
Two decisive events are held up as challenges to the hegemony of Breton. The first is
Dalí’s collaboration with gallerist Julien Levy, and the other is the Exposició Lògicofobista
in Barcelona, which included work by young artists like Remedios Varo, Joan Ismael,
Antoni García Lamilla and Leandre Cristòfol. Joan Miró, an artist who took part both in
the official exhibitions held at that time under the auspices of Breton and in those organized
by the MoMA, nevertheless maintained his independence.
Works by Breton, Oscar Domínguez, Benjamín Palencia, Magritte, Picasso, Masson,
Matta, Ferrant and Dalí are accompanied in this section by a projection which documents
an exhibition on surrealism organized by the MoMA in 1936. Appearing in it are works by
Marcel Duchamp, Man Ray, Salvador Dalí and other artists.
PHOTOGRAPHY, FILM AND POSTERS
In the thirties, photography joined the stream of mass culture, and the marginal position of
amateur photographers was superseded by the prominence accorded to prestigious artists.
The period saw an increase in the number of photographic yearbooks and in the
collaboration of professionals with fashion magazines (such as Man Ray’s work for Vogue).
At the same time, retrospectives on the discovery of photography were organized and
accompanied by chronicles written by first-rate critics (like Walter Benjamin and Lucia
Moholy). Documentary photography also dominated the pages of journals and, in
Mendelson’s words, “was used by governments to create evidence that would justify reforms
and social critique.”
The discipline was conditioned by forced or voluntary migration. A large number of talented
European and American photographers traveled from one place to another, developing
facets of their work related to advertising or journalism. The emergence of illustrated
magazines contributed to this. In the meantime, experiments with typography, collage and
photomontage made it possible for artists to create new forms.

Many of those who dominated the art of photography also cultivated that of the cinema
camera (Walker Evans, Moholy-Nagy, Paul Strand). Documentary films became
immensely popular during the thirties, leading to the use of public funds by governments to
create film and photography units. Artists experimented in these disciplines with realism,
surrealism and abstract art.
As regards posters, special mention is merited by the graphic designer Josep Renau, who
argued publically throughout the thirties for the use of the new media and technologies in
the representation of politically relevant subjects. As the curator of the exhibition explains,
Renau “invoked the necessity for a new kind of Realism which would relate the political
tragedy of the time to a suitable form of mass representation (…) Renau’s treatise,
published in 1937, is one of the most exhaustive and energetic defenses of the need to
combine avant-garde experimentation, political commitment and commercial initiative.”
Paul Strand, Man Ray, Moholy-Nagy and Rodchenko are among the artists represented
in this section, which is completed with the projection of Walker Evans’s Travel Notes
(Tahiti, 1937) from the Metropolitan Museum of Art.
SPAIN: SECOND REPUBLIC, CIVIL WAR, EXILE
The second floor of the Museum will house this section, which brings the exhibition’s
itinerary to a close. It is made up of three fundamental areas corresponding to the Republic,
the national and international vision of the Civil War, and exile.
The second floor of the Museum will house this section, which brings the exhibition’s
itinerary to a close. It is made up of three fundamental areas corresponding to the Republic,
the national and international vision of the Civil War, and exile.
It is well known that Spanish artists played a very active part in the creative practices of the
period. Many went into voluntary or forced exile after the Civil War. Also, however, a large
number of foreign artists were exiled in Spain after having to leave their countries. Among
the illustrious names who settled in or passed through the Iberian Peninsula were Diego
Rivera, Jacques Lipchitz, Calder, Margaret Michaelis, André Masson, Mariano Rawicz
and Mauricio Amster. All of them must be taken into account when it comes to
understanding the complexity of modern art in Spain. Spanish artists entered into dialogues
with their international colleagues, and their works were created and judged in accordance
with similar criteria. Nevertheless, as the curator of the exhibition explains, “the history of the
absence of a solid market for experimental art and the general intolerance of the Spanish
public toward the avant-garde is a history of resistance to the visual practices of the
foremost contemporary artists.” Even so, this does not mean that the avant-garde was
completely absent from Spain, since international artists visited the country and took part in
some of its major exhibitions.
Mendelson speaks of an “alternative history of the avant-garde” which would include, for
instance, Alberti’s narratives in the magazine “Luz” (in which he wrote of his meetings with
artists and intellectuals from the Soviet Union), the montages of Josep Renau published in
the magazine “Octubre”, and Ernesto Jiménez Caballero’s book “Circuito imperial” (1929),
which relates the author’s journeys through Mussolini’s Italy. Also of interest are the work
produced by Diego Rivera and Lipchitz, the influence of Ibiza on the work of Walter
Benjamin and Raoul Hausmann, the collaboration of Eli Lotar with Buñuel on the film Las

Hurdes: tierra sin pan, the performance of Calder’s circus for ADLAN in Barcelona, the
creation of the Mercury Fountain by the same artist for the 1937 Pavilion, the influence of Le
Corbusier on GATEPAC, Man Ray’s photographs of the architecture of Barcelona, and the
involvement of international artists in the production of propaganda during the Spanish Civil
War.
In Encounters with the 1930s, it is sustained that these works are not exceptional but
characteristic of the experience of modernity and the avant-garde in Spain. “They show us
other ways of describing contemporary art in relation to Spain,” says Jordana Mendelson.
“Spanish artists would thus be inscribed within the broader narrative of art in the thirties,
which stresses the different media expressions of modernity in the visual arts, and amplifies
it to cover a multimedia and interdisciplinary framework.”
The itinerary of this section brings visitors in turn to the following rooms: Cinema;
Scenography and the visual arts in the Second Republic; The satirical war drawing; Visions
of War and Rearguard; Eclectic modernity; Spanish art in the Republic; The Spanish
Pavilion of the Republic, 1937; Aidez l’Espagne!; André Masson; The international press on
the conflict in Spain; Resonances of the Telluric in the Spanish exile.
Paintings, drawings, sculptures, photographs, posters, journals and films will help visitors to
understand the art of the time in its internal and external relation to Spain, as well as the
events taking place in the country.
Works by Alberto Sánchez, Picasso, Miró, Masson, Adam Smith, Lipchitz, Catalá Pic,
Marinel·lo, Cristòfol, Torres García, Julio González, Ortiz Echagüe, Philip Guston,
Grosz, Le Corbusier, Magritte, Jove-Pau, Chauvin, Luis Fernández, Esteban Francés,
Quintanilla, Remedios Varo, Renau and others will be displayed in this section, which will
also devote an area to the cinema (for instance, there will be a screening of Jaume
Miravilles’s 1936 film El entierro de Durruti).

An important part of Encounters with the 1930s is the one related to international
exhibitions. One of the most important was the one organised in Paris in 1937. The Museo’s
collection dedicates, on the second floor, some galleries to the works present in the Spanish
Pavilion, with Guernica as central axis. The exhibition presented intends to widen this
discourse, but with a different reading, in relation to the narrative of the galleries on floor 1.
This section opens with a gallery dedicated to theatre. Specifically with the curtains that the
artist Alberto Sánchez made for La romería de los cornudos (1933), a ballet piece starring
La Argentinita. It is one of the jewels of the Museo’s collection that hadn’t been on display
since the exhibition dedicated to Alberto 12 years ago. The important and large loan made
by La Argentinita’s family complements this work. Besides, the show gathers several
examples of the different initiatives that the Second Republic established in relation to
theatre, such as the group La Barraca, the Pedagogic Missions, the national ballets, etc.
It is noteworthy that the link between the visual avant-gardes and theatre is a line of
investigation that has always interested the Museo and that will develop in the future. In this
part of Encounters with the 1930s it becomes a transversal subject, highlighting the
importance of theatre during the Second Republic, maintained during the years of the Civil

War and exile —this fact is underlined in the galleries dedicated to political theatre,
undertaken in the streets during the conflict—, and also its prominent presence in the 1937
Pavilion —for which specific commissions supporting the Republic— and exile, as it became
one of the ways of expression used by many exiled Spanish artists, such as Alberto
Sánchez or Esteban Francés.
Continuing with the Republican phase, the show underlines the government’s support to the
artistic modernity of the time and its wish to internationalise. One of the galleries includes
works by different groups and movements, such as constructivism, the Escuela de Vallecas,
GATEPAC, ADLAN or the School of Paris. The pieces of these artists, organised around
publications and exhibitions, show the great eclecticism of Spanish art during the decade.
Another line of force in Encounters with the 1930s is Goya and his influence as an icon of
Civil War, especially, through the Desastres de la Guerra. On the one hand, this artist’s
presence was very relevant in the 1937 Pavilion, where a special edition of this series was
available for purchase. On the other, the Republic used these works as central axis for
several exhibitions organised abroad to raise money. The influence that both Goya and his
Desastres de la Guerra had in many artists is depicted in the galleries of the show.
In the Civil war area there’s a room dedicated to Realisms, one of the most used genres
during this time, due to the urgency to convey messages. Realism is depicted both in its
Soviet and its political —closer to the avant-gardes— facets. Also remarkable is an
important series of drawings made by Alberto for the Nueva cultura magazine that proceeds
from the Pushkin Museum in Moscow. It is the first time these works are shown in Spain,
along his well-known piece Ríos de sangre.
Satirical drawing was also of great importance during the conflict. It occupies one of the
first galleries, in which a collection of etchings by Francis Bartolozzi, shown here for the
first time.
The section dedicated to the 1937 Pavilion gathers commissions specifically made by the
Republic to great avant-garde artists that were living abroad, such as Julio González,
Picasso or Miró.
The international aspect of the conflict, that is, how the Spanish Civil War was perceived
and depicted outside Spain, is documented through abundant editorial material, produced to
support and publicize the Spanish cause. In this sense the David Smith’s Medallas del
deshonor is noteworthy, as is René Magritte’s Le drapeau noir (1936–37), proceeding from
the Scottish National Gallery of Modern Art in Edinburgh. Besides, a monographic room has
been dedicated to André Masson’s work in relation to Spain, where the artist lived for two
years (just before the conflict and during the first years of the war).
This space, which contains most of his works of this period, based on his experience, has
been possible thanks to the important loan made by his family.
The exhibition continues with several covers dedicated to Spain which were published by
three major magazines of the time (AIZ – Arbeiter Illustrierte Zeitung, Vu and Regards).
Lastly, a room on exile shows, among others, three important pieces recently purchased by
the Museo: one by Esteban Francés and two by Remedios Varo. This section features the

prominent portraiture of artists related to the international Surrealist trend. Luis Buñuel’s
film Los Olvidados (1950), shot during his exile in Mexico, is the final piece of the show.

MAJOR LOANS
One especially noteworthy aspect of the organization of this exhibition is the large number of
short-term and long-term loans and donations that have been secured by the Museum, after
months of hard work and intense negotiations, in order to elaborate the show’s intended
discourse.
Attention should be drawn in particular to an important loan from the Pushkin Museum in
Moscow, which will enable a remarkable set of satirical drawings, made for the “Nueva
Cultura” magazine by Alberto Sánchez (Toledo, 1895-Moscow, 1962) to be exhibited in
Spain for the first time.
Thanks to an extraordinary long-term loan of a set of nearly 50 works by the family of André
Masson (Balagny-sur-Thérain, 1896-Paris, 1987), the exhibition will include a monographic
area that explains this artist’s relationship with Spain. On display will be a selection of these
works, produced during his stay in Spain between 1931 and 1939, including a number of
drawings made during his stay in Tossa de Mar and published in the magazine “Acéphale”,
works from the series Massacre, twelve from the series Tauromaquia, and various satirical
drawings, photographic works, designs for flags for the International Brigades, and other
items.
The last of these major international loans is that made by The Estate of David Smith. This
consists of the so-called Medals of Dishonor, a group of fifteen bronze reliefs strongly
imbued with social critique, which were first exhibited by the American sculptor in 1940.
The daughter of César Domela (Amsterdam, 1900-Paris, 1992) has meanwhile made a
long-term loan to the Museum of the only known copy of the painter’s propaganda poster
entitled Des armes pour l’Espagne antifasciste, 1937, one of the most outstanding graphic
works created specifically to aid the Republican cause.
Also significant is the exceptional bibliographic set on the 1930s (mainly magazines and
books) from José Mª Lafuente’s collection, related to the Spanish Civil War, its reception
abroad, and exile.
Other major long-term loans illustrate the Republic’s collective initiatives in the field of
theatre and dance. These include pieces lent by the Fundación Argentinita y Pilar López
(Madrid) and the Fundación Federico García Lorca, including photographs of the La
Barraca theatre company; material from the Museo Nacional del Teatro (Almagro, Ciudad
Real), including documentary and photographic records of the Pedagogical Missions and La
Barraca; and loans from the Ministry of Education, Culture and Sport’s Centro de
Documentación Teatral, INAEM, and from the Museo Galego de Arte Contemporáneo
Carlos Maside, as well as one by the Residencia de Estudiantes which includes a set of
images of the Pedagogical Missions.
The permanent Collection are of Encounters with the 1930s will gather several of the works
that were to be seen at the Spanish Pavilion in the 1937 Universal Exposition in Paris.

Among them are six etchings by Francis Bartolozzi (Madrid, 1908-Pamplona, 2004),
recently acquired by the Museo Reina Sofía, and complemented here with a long-term loan
by the Museo de Navarra and the painter’s family that also includes various pieces by her
husband, Pedro Lozano (Pamplona, 1907-1985). In the meantime, the Museo del TrajeCIPE has ceded eight period copies of photographs taken by José Ortiz Echagüe
(Guadalajara, 1886-Madrid, 1980), while the Museo Ramón Gaya in Murcia is contributing
work by this Murcian painter. Also contributing is the Colección Zorrilla Lequerica with the
loan of one of the painter Luis Fernández’s most emblematic works. Finally, pieces by the
painters Emiliano Barral (Sepúlveda, Segovia, 1896-Madrid, 1936) and Jesús Molina
García de Arias (Cerecinos de Campos, 1903-Madrid, 1968) have joined the Museo’s
permanent Collection thanks to donations made by their respective families.

CATALOGUE
Besides a text written by the curator of the exhibition, Jordana Mendelson, the following
authors also write in the catalogue on various aspects of the show: Belén García Jiménez,
Alicia Alted Vigil, Juan Manuel Bonet, Robin Adèle Greeley, James Oles, Janine
Mileaf, Javier Pérez Segura, Jeffrey T. Schnapp, Juan José Lahuerta, Jutta Vinzent,
Karen Fiss, Katarina Schorb, Robert S. Lubar, Rocío Robles Tardío, Romy Golan and
Tyrus Miller. Completing the publication, which was co-published with La Fábrica, are color
reproductions of the works on display.

RELATED ACTIVITITES
CONFERENCE. Reflections on Encounters with the 1930s.
Round table with the team of curators
Date: 2 October 2012
Time: 17:30h
Place: Nouvel Auditorium 200
Entrance: free until full capacity
This round table gathers the team of curators responsible for the exhibition Encounters with
the 1930s, which will give the audience the chance to learn about the research process and
the dialogue that have arisen from this dynamic rereading of the 1930s.
The conference will include the participation of: Karen Fiss, professor of Visual Studies at
the California College of the Arts; Romy Golan, professor of 20th Century Art in the doctoral
program in art history at the Graduate Center and Lehman College of the City University of
New York; Jordana Mendelson, curator of the exhibition and associate professor of Art
History at New York University; Rosario Peiró, Head of Collections at Museo Reina Sofía;
Javier Pérez Segura, professor of the History of Contemporary Art at Universidad
Complutense de Madrid; and Rocío Robles, holder of a PhD in Art History from Universidad
Complutense de Madrid.

FILM CYCLE: The cinema of the 1930s. Blue Flowers in a Casastrophic Landscape
Dates: 4-31 October 2012
Time: 19.00h
Place: Sabatini Auditorium
Entrance: free until full capacity

Complementary to the exhibition, Museo Reina Sofía has programmed a film cycle which,
through several formats, will deepen in the exposed issues as well as the importance of
cinema to divulgate the ideas and images of the decade.
This programme, curated by Karen Fiss, is composed by 10 sessions and includes a
diverse range of film formats, from documentaries, animation, musicals and feature films, to
newsreels, experimental shorts and industrial propaganda. The included pieces were made
during the 1930s in Europe, the former Soviet Union, North America, and South Asia, many
of which have never been screened before in Spain, such as Henri Cartier-Bresson and
Herbert Kline’s The Abraham Lincoln Brigade in Spain, which has recently been discovered
in New York.
Well-known filmmakers like Efim Dzigan, Marcel Carné, Walter Ruttmann, Alberto
Cavalcanti or Zoltan Korda; experimental artists like Oskar Fischinger, Normal McLaren
or Len Lye; choreographer Busby Berkeley; documentaries by Ramón Biadiu, André
Malraux, Willy Zielke, Henri Cartier-Bresson and Herbert Kline; newsreel material by
UFA, Hearst, Laya Films and corporative features such as those by Ford or General
Motors for the great US world exhibitions will be represented.

Blue Flowers in a Catastrophic Landscape is a quote by Walter Benjamin on the
experience of film in the 1930s, aiming to explore different points of view within a wide
audiovisual panorama that marks the beginning of the political project of the documentary as
propaganda, but also the link between avant-garde and mass culture or the birth of the film
industry and its cult to distraction. The cycle is a comprehensive insight into a decade that
defines many of the production systems, genres and ways of reception of contemporary film.
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