
The publication in 1929 of the Second Manifesto of Surrealism marked a new stage in surrealism, character-
ised by a move closer to revolutionary ideologies aimed at transforming not just art but society and its whole 
moral doctrine. Fundamental to this new stage was the innovative drive of two Spanish artists: Salvador Dalí 
and Óscar Domínguez.

Salvador Dalí. Óscar Domínguez
Surrealism and Revolution

The founding of the journal Le Surréalisme au service de la révolution in 1930 offers an ex-
emplary account of the ideological premise that the surrealist movement had achieved. The 
year before, the second surrealist manifesto proposed its “threefold revolution in solidarity”: 
that is, an artistic and literary transformation, a moral transformation and a societal trans-
formation. In this manner, the connections some artists had to the Communist Party and its 
influence on the surrealist movement were made explicit. 

In its second stage, the movement needed to reinvent itself, and two figures like Salvador 
Dalí (1904-1989) and Óscar Domínguez (1906-1957) could foster this necessary change. 
Dalí became familiar with Sigmund Freud’s works at the Residencia de Estudiantes (Stu-
dent Residence) in Madrid, but the movement would have to wait a few years before the 
artist would dare make his affiliation with Surrealism public. Around 1928, Dalí began to 
take part in the movement, only strengthened by his travels to Paris the following year when 
he would end up joining the circle of French surrealists, introduced to him by Joan Miró 
(1893-1983) and Luis Buñuel (1900-1983). Visage du Grand Masturbateu (The Great 
Masturbator, 1929) and La mémoire de la femme-enfant (Memory of the Child-Woman, 
1929) both of which are exhibited in this room, are works that inaugurate this new stage in 
the artist’s career. Also exhibited from this era are several “Cadáveres exquisitos” (Exquisite 
Corpses), which the surrealists used as a collective, creative technique to practice theories 
of automatism by minimizing the artist’s conscious control over the work. 

Dalí attempted to translate the mind’s dreamlike processes into painting, exhibited in 
Freud’s The Interpretation of Dreams. Aside from his admiration for Freud, Dalí’s encoun-
ter with Jacques Lacan in 1932, shortly after the artist published his thesis on paranoia, 
would greatly influence his work. Soon after, Dalí would develop his “Paranoiac-Critical 
Method,” which entailed an entire revolution for the movement. This method, which drew 
from surrealist techniques, distinguished itself from the others in two main aspects: by in-

troducing the active condition and realism 
to the movement. On the one hand, Dalí’s 
method rejected the passive attitude of 
psychic automatism and the hallucinatory 
state. Instead, it intended to arrive at the 
creative act by critically interpreting the 
paranoid process. On the other hand, the 
method aimed at creating an excessively 
detailed and realist kind of painting that 
subverted rational and irrational catego-
ries, expressing one with the language of 
the other. Its notion of “concrete irrational-
ity” entailed painting irrational thought in a 
realist manner. 

Surrealism spread to international circles in 
the 1930s while factions of the movement 
also appeared in different places through-
out Europe. A product of the movement’s 
international influence was the Internation-
al Surrealist Exhibition in 1935, held at the 
Santa Cruz Athenaeum in Tenerife, Canary 
Islands. As a member of the Parisian group, 
Óscar Domínguez’s contacts allowed him 
to bring a wide representation of renowned 
artists to the island.  



Domínguez’s surrealist language manifests itself years before he officially joined the 
Parisian group in 1934. Domínguez’s cosmic period began around 1938, breaking 
away from surrealist language while preserving automatism in his artistic production. 
Domínguez created cosmic landscapes —like the one we can see here— by moving 
his paintbrush intuitively, a kind of precursor to “gestual painting.” It was also through 
techniques in automatism that Roberto Matta (1911-2002) created his “Morfologías 
psicológicas” (Psychological Morphologies) series, which aimed at establishing visual 
equivalents to certain states of consciousness. 

Both Dalí and Domínguez were prolific at cultivating surrealist art, inherited from Da-
da’s objet trouvé or readymade, which they used to focus their attention on the object’s 
fantasies, phobias and desires, laying bare the subconscious’ contents. Both artists 
participated in the Exposition Internationale du Surréalisme in 1938 organized by An-
dré Breton (1896-1966) and Paul Éluard (1895-1952) in Paris, from which several 
photographs by Denise Bellon (1902-1999), Man Ray (1890-1976) and others have 
survived. Published in the magazine Minotaure, these photographs portrayed the man-
nequins created by various surrealists for the entrance hall to the exhibition. Manne-
quins are directly related to the surrealist art object par excellence, constituting the 
Poupée dolls given life by Hans Bellmer (1902-1975) in 1933. Anxiety and desire in 
the Poupée reveal their associations with sadism and voyeurism. The doll or manne-
quin is a great source of estrangement to viewers, since it simultaneously represents 
the appearance of a living and inanimate object. They provide viewers with an uncanny 
experience, which in Freudian terms represents the anxiety produced “when repressed 
childhood complexes are revived by some exterior impression.” 
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The International Surrealist Exhibition that opened in Paris in 1938 symbolised the first 
retrospective centred on the movement. As a form of exhibition catalogue, André Breton’s 
and Paul Éluard’s Abridged Dictionary of Surrealism was published, and contained an en-
try on how to produce a work using decalcomania, Óscar Domínguez’s major technical 
contribution to Surrealism: “Use a thick brush to spread something in intense black, and 
somewhat diluted in places, on a sheet of glossy paper. This is subsequently covered with 
a similar sheet that must be lightly pressed down with the back of the hand. Gradually 
peel back the top sheet, starting from the top edge.”

The works produced through decalcomania would come to make up the series of artis-
tic techniques and exercises promoted through Surrealism, for instance grattage and 
frottage, ending at a creative model in which the artist’s consciousness does not interve-
ne in the creative process and attempts to galvanise the imagination of the viewer - the 
marks, produced at random, would be interpreted by both. The first free-form decalco-
mania works from the 1930s would give rise to interpreted or deliberate decalcomania 
artworks, through which both Óscar Domínguez and Marcel Jean would employ stencils 
to accommodate their iconography of bicycles, lions and windows. These series were 
produced through a design on a linoleum block. New ground would be broken in the way 
Domínguez reproduced his free decalcomania pieces – previously applying ink directly 
on paper – using the same procedure but on a block. In these works there was shift in 

the etching concept, traditionally linked to 
the repetition of a limited number of co-
pies on the block, in which total perfection 
and zero difference was always strived for. 
The arrival of decalcomania as a printing 
technique meant breaking away from uni-
formity to welcome difference. 

The concept of difference is one of the 
major ontological issues in Western philo-
sophy. The tyranny of ideas and copies, as 
a form of knowledge of what is real and a 
model of representation, have been cons-
tantly analysed and reviewed, particularly 
in the philosophy belonging to the second 
half of the twentieth century through 
authors like Jean-Paul Sartre, Jacques 
Derrida, Michel Foucault and Gilles Deleu-
ze, who wrote Difference and Repetition 
in 1968. Deleuze spoke out against the 
repression involved in copy, and pointed to 
the unique validity in simulacrums bearing 
differences, which represent the only exit 
point from reality, and involve an end to the 
hierarchisation and univocality of being 
that must be assumed. In Deleuze’s view, 
difference unmistakeably originates from 
the process of repetition, in which so-
mething new emerges, as in these series of 
decalcomania pieces by Domínguez, whe-
reby the repeated model does not produce 
copies, but rather unique works.

In this gallery we can also see publica-
tions linked to this setting. The Surrealists 
who remained in occupied territory would 
undertake works of resistance centred 
around the group that published La Main 

For Óscar Domínguez (La Laguna, Tenerife, Spain, 1906 – Paris, France, 1957) the years either side of World 
War Two were defined by his ideological detachment from the Surrealist movement led by André Breton and the 
stronger ties he forged with Pablo Picasso’s artistic circle. This time period – between 1938 and 1949 – saw his 
graphic work gain strength as he explored new artistic processes, for instance the decalcomania works produced 
with linocuts.

Óscar Domínguez. Repetitions and Differences
Artworks donated by the Claude Ruiz-Picasso Collection
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á plume, a form of semi-clandestine, but also editorial, revolutionary Surrealism that as-
sembled small books, texts, poem collections and illustrations. The most important was 
Poésie et Vérité (1942), by Paul Éluard, which included Liberté, a seminal poem on the 
fight against German occupation and a symbol of resistance for the French people. 

Domínguez would produce a number of etchings for Robert Ganzo’s book of poems Do-
maine (1942), and would illustrate Le grand Ordinaire (1943) by André Thirion. In 1947, 
the artist himself published a poem collection entitled Les Deux qui si croisent, which fea-
tured telephones, revolvers, bicycles, love, bulls, horizons and rising suns. The collection 
reflected his imaginary and stance towards art, culture and the social climate, in addition 
to the importance of humour, paradox, the encounter and the event, and madness and 
love as the only possible solutions. 


