
Identities and Settings for a New Regime  

The period that ensued from the victory of Franco’s army, signalling the end of the Spanish Civil War in April 1939, was marked by 
violence and repression in a devastated country in ruins. This triumph led to numerous people fleeing the country in exile, among them 
a major part of the country’s intelligentsia and those making up its cultural fabric. The new regime, perpetuating the artistic practices 
which took root during the war, was framed in a series of visual rhetoric devices and plastic languages embarked upon by artists with 
leanings towards a Falangist ideology. The situation changed with the defeat of Nazi-fascist powers in the Second World War, with 
the Francoist visual culture divesting itself of the militarised and ritual aesthetic that characterised the Falange, making way for the 
stabilisation of National Catholicism.

This is the context that runs through the gallery, where pieces integral to Falangist artistic practices hang, for instance the drawings 
- midway between mystical, oneiric and combat ritual - by Carlos Sáenz de Tejada, Domingo Viladomat and José Caballero. It also 
features José Compte’s postcard collection Mujeres de la Falange (Women of the Falange, 1939), with its modern style, made up of 
compositions based on diagonals, close-ups and low-angle shots, theatrically exploring an idealisation of femininity based on agricul-
ture and a nurturing maternity. Hegemonic masculinity is portrayed by Jalón Ángel in the folder of photogravures Forjadores del imperio 
(The Imperium Builders, 1939), a representative ensemble of pictorial photographs denoting patriarchal power and the militarisation 
of life that germinated in the early years of the dictatorship. Another theme spanning the gallery is the theme of ruin, at odds with the 
powerful icons, both real and metaphorical, which were key to Francoist propaganda. On one side, the paradigmatic milestones of 
Republican destruction from the Alcázar de Toledo and Ciudad Universitaria are addressed through war-ravaged landscapes, whereas 
José Ortiz-Echagüe’s solitary yet majestic photographs of dilapidated castles were key components of the aesthetic at the time and 
helped the regime to put forth a temporary proximity to the imperial past with which it sought to legitimise the present. 


