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(Fig. 14) Plesner, Nadia. Darfurnica. 2009-10. Nadia Plesner. Accessed 14 Apr. 2011.

<http://www.nadiaplesner.com/Website/darfurnica.php>.
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(Fig. 15) Mingwei, Lee. Gernika in Sand (before). 2008. Lee Mingwei. Accessed 14 Apr.

2011. <http://www.leemingwei.com/mingwei-web/mingweiFrameset-1.htm>.
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(Fig. 16) Mingwei, Lee. Gernika in Sand (after). 2008. Lee Mingwei. Accessed 14 Apr.

2011. <http://www.leemingwei.com/mingwei-web/mingweiFrameset-1.htm>.
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(Fig. 17). Overunder and No Touching Ground. Helping Hand. 2011. Overunder and No
Touching Ground, New York. Accessed 14 Apr. 2011.

<http://unurth.com/1196937/Over-Under-No-Touching-Ground-Helping-Hand-

Brooklyn>.
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Conclusion: The Wound That Will Not Heal.

During my first trip to Spain when I was 15, as I was leaving the Reina Sofia, a
postcard in the gift shop caught my eye. I realized that I had traversed the museum for
hours and somehow missed the one painting I was familiar with. Although it meant
missing my curfew that night, I went back into the museum to find Guernica. I was
unprepared for my first encounter; unaware of its meaning and power, all I knew was that
this was a key work in the trajectory of Spanish art history. It was July of 2004, and I'm
certain that I was also unaware of the terrorist attacks that Madrid had suffered some four
months earlier on March 11. As I started to study Guernica at William and Mary, during
my freshman seminar, Imagining Madrid, the class which introduced me to Schommer’s
El Guernica movido, 1 realized Guernica’s significance in my own life, having grown up
in New York during 9/11. In the summer of 2008, I saw Guernica for the second time,
then focusing a research project on the iconography of the bull, bullfighting, and Spanish
identity. My third encounter was in the spring of 2009, when I was part of a research
team for a Mellon-funded project entitled Mapping Memory in Madrid. Then, in the
context of Spanish Civil War studies, searching for sites of memory throughout Madrid,
Guernica was more meaningful than ever. My assignment in the project was to
concentrate on the way exhibitions were being utilized to commemorate the Spanish Civil
War, and I found myself focusing on Guernica. As our trip ensued, it became clear that
Guernica was not only on exhibition at the Reina Sofia. While visiting the Almudena
Cemetery, we saw the communal gravesite of soldiers from the Nazi Condor Legion, the
group responsible for bombing Gernika. On a visit to the cultural organization CSIC, we

saw a presentation on Carabanchel, a well-known prison during Franco’s regime that had



Lesser 141

been recently demolished. The presentation featured the graffiti that gradually covered
the prison walls once it had been shut down, including a graffiti replica of Guernica, with

"’

the caption “jPor un mundo sin barrotes!” (Fig.2). It is during this trip that I began to
recognize Guernica’s resonance, as I experienced it firsthand.

The recent 2007 Law of Historical Memory in Spain guided and inspired our
Mapping Memory project, and while not in an official sense, it relates to Guernica’s
resonance, especially in the recent years. In the law’s “Exposicion de motivos,” the
purpose of this legislation is explained: “La presente Ley quiere contribuir a cerrar
heridas todavia abiertas en los espafioles y a dar satisfaccion a los ciudadanos que
sufrieron, directamente o en la persona de sus familiares, las consecuencias de la tragedia
de la Guerra Civil o de la represion de la Dictadura” (“Ley”). Therefore, through this
legislation of reconciliation, the contradiction that was so prevalent during the Transition
is finally settled; the civil war and dictatorship are now subjects that can not only be
officially discussed and recognized in public forums, they can be resolved. The Mapping
Memory trip inspired me to visit the Basque town of Gernika, another site of memory, in
August of 2009, and Madrid again that December. It is during that trip to Madrid that I
became familiar with Antonio Saura’s Contra el Guernica, which the Reina Sofia had
recently re-published. During the summer of 2010, while in Madrid again to begin
research for this thesis, I found Andrea Giunta’s Guernica: El poder de la representacion:
Europa, Estados Unidos y América Latina, the result of a symposium in Buenos Aires in
2007 to discuss Guernica’s transcontinental impact. Each visit to see Guernica has re-

affirmed its constant relevance and unending influence on modern scholars and artists.
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Canadian artist Viktor Mitic uses paint, brushes, guns and bullets to make
paintings; it is only fitting that he made a replica of Guernica (Fig. 3). First painting his
images in bright shades of blue, yellow and red, Mitic then takes a step back, and with
remarkable marksmanship, he fires a gun at the canvases, tracing the outlines of his
figures with bullet holes (Whyte 6). The small holes and black burn marks are a stark
contrast to the bright colored images, which are most often portraits of figures that
present a certain irony, like John Lennon, Gandhi, John F. Kennedy and Jesus. Mitic’s
Guernica, entitled Blasted Guernica (2009), is almost an overstatement. I say almost
because there is something valuable and original in the work that Mitic is doing in the
realm of art and politics. The bullet holes in the painting are reminiscent of the gash in
the middle of the Guernica composition which, as I discussed in Chapter 1, intimates a
hole in the canvas. Now that there are actual bullet holes that were intentionally shot into
the canvas, Guernica is re-contextualized into the twenty-first century; bullet-holes can
be interpreted as a modern take on the wound. While the Spanish nation has recently
come to officially recognize the wound of the civil war and dictatorship, which has
persisted for decades, the same can be said for Guernica; since 1937 scholars and artists
have recognized and responded to Guernica’s wound, which is its legacy. This wound
that Guernica literally and metaphorically embodies is the image of the pain and
suffering that it represents. While Spain works on ways to close the wound of the Spanish
Civil War and dictatorship, Guernica’s wound remains open, resonating in response to

the tragedy and suffering that transpires on a global level, everyday.
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Appendix: Conclusion

(Fig. 1) Me in front of Guernica at the Reina Sofia in Madrid, Spain. Personal

photograph by author. June 2010.
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(Fig. 2) Anonymous. Carabanchel Prison, Madrid. Accessed 14 Apr. 2011.

<http://jpbervoets.com/2010/11/14/5-great-sites-that-explore-art-activism-and-politics/>.
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(Fig. 2) Mitic, Viktor. Blasted Guernica. 2009. Viktor Mitic. Accessed 14 Apr. 2011.

<http://fineartamerica.com/images-medium/blasted-guernica-viktor-mitic.jpg>.
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