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The Disasters of the War

‘They nor present particular events that took place in specific places. Starting

R Rl e ; daveal,deai; A t

, this peaple, real war victims;

1 0 s diri e e people who atac the mamelukes i the painting The 2*of May in Madrid. o

War (1808- Ixm pmvuknl that Goya B « very critical and innovating Vol May.
The o

et s o e Dot e ST T e S byl o 1 of Mty 21808 I popl of Mk instigned by s sesios ol

subject during those years and the subsequent on the events of the 2” and 3* of s e e
May in Madrid, show a view radically different from the rest of his oglioing o e you

sl o L i, the French wroops caried ot & brutal repression tht caused the
popul

Misera humanidad. La culpa es tuya (Miserable humanity. The faultis thine!)
writes awolfin Desastre 74. Esto es lo peor (That is the worst o ). The source
for this sentence 1 the poem Gl animali parlant - e talking animals"™

spirits nlnrmg 7 lmlcpcml: e War -that cnailed Spain's material and moral
rin- and during the years dm followed led hy Ferdinand VIT's absolutist

art with
a2 e ralowis e wmummunonup,

i @ monumental scream against different forms of violence which does not
acknowledge any kind of justification. The masterful technical, formal and
conceptual handling of the work allows the viewer to contemplate images
inherentin every war.

Tics not only
but in the enormous distance that keeps it away from the rest of the artistic
production of the moment. If there is someone who thinks about the use of
technical resources, composition and ethical importance of the figures, this is
Goya. Opposed (o heroic and Mattering images, Goya presents violence and
death in their purest expressions. His war themes do not depict military or
popular heroes who fought against French troops, well known through
publications and prints of their portraits.

and carried out the most heroic of resistances. B:wan m: 14° of June and the
14° of August 1808 the t
siege, bloody and perhaps umecessary judging fmm its lm—n\ﬂc consequences
for papulation.

Deastre 1. Su frebodings of whot i gog fo hppei, Sanguine
Musco del Prado, Madrid

Disaste 64. Cartoids o thy omery. Sanguine
Museo del Prado, Madrid

In October of the same year Palafox called for Goya with other artsts and asked
them "(0 see and examine the ruins of that city, with the aim of painting the
glorics o . Ruinand griefthat G i
Saragossa made a deep impression on the pinter.

Many of
oft
interest o the disaster not so much n recordings actual facts a3 in capturing the
core of them, It happens that the first plates of the Desastres are dated 1810, as

Wemistno ook or actul fcts s thesuroz ofcach plateof he s, What

he it patof the s depicsdiffrntaspecsof war iesos: the Mnd o

Nevertheles he made important modificatons while ngraving hem on the
t

Napalconic troops on civil population: the brutal -vpmsm on swusm

opper Goy grea
\Iwruughm-w printing numerous trial proofs. which allowed him to check the

guerrilla;

on French and afrancesados (their sympathizers); the flight of the population

abandoning the towns; the sacking of churches and the murder of morks; and
ibove ll, deat them.

h

From a technical point of view the Desastres reveal an important novelty with
regard 0 he Caprichos, whers e rofuselyused aquatn i hebackgrounds s
lement o etching. In the Desastres wash replaces aquatint as a means 0

i cki violence victims will
come 1o the capital for shlter But, basically from 1612 on, Madrd i unfit t0
feedall fprices
because of speculation will deprive the city of supplies; hunger becomes its
inhabitants' usual companion and afer it llness and death. This would be the
thread leading to the second part of the Desastres. The artist shows here the
beg

and again, presentas ahwayys. death.
K C i
s s00n as the war fnished, betseen 1814 and 1815, because it ums around the
different uspects of repression and comeback 1o absolutism entailed by
Ferdinand VI1's retum to Spain. The Royal Decree of 4 May 1814 abolishing
1812 Constitution brought back monarchical absolutism and fiberals’ fierce
repression. Unlike more narrative precedent prints, Goya uses in the latest a
symbolic linguage that he had already used in the Caprichas and that from this
‘moment on will be a constant in his euvre (a.mn,, 0 Disparates and Pinturas
the

ereate tonal grads Thus, using etching almostsolely, he:
achicves the lines of the figures outstanding forcefully from almost empty
backgrounds, with scarce tonal nuances, accentuating the drama of horror and
death of the scencs. Anonymous figures are thus emphasized located in
undetermined, non-existent we should say. spaces. As far s the composition is

black s eye
tothe most outstanding aspects of the depicted subject

Goya finished the series but he never edited it, most probably because of the
polm: situation of the moment that was not at all suitable for such a critical
ent. One of them, ) tin Cein
Bl b e sl v b v of e Cprichs sni
Tormaquir v clfzed & cumpice aloun s the oot of
tal consequences of the bloody war in Spain with Buonaparte. And
‘emphatic caprices, in 85 prints. Invented, drawn and engraved iy e ongmm
puinter D. Francisco de Goyay Lucientes. In Madrid”, that nowadays belongs to
Lhc Briish Muscum u.ummm v i e Qe del Sordo™

Negras. The topicality of the subjects -
Siven 8 ocevaitves) e el h sepresion: exeicled by the
latest, the m-mnbhshmnm of |nqumum- and the sbolition of 1812 liberal
Constitution- caused the sappaintment of the arist, evident in the

hich

unul).md:nm in 1854, Aer diffvet »lun(lude\. the b sk i e
in 1863 under

the titke of Los D la Guerra
i ering aveil ofink to

the erifics fo the absolutist government had not 1o be too explicit and therefore.

paint of

suppress dramatic black and i coma T 1570 0 Ay o5t
was increased with the two last prints that, together with the cighty of the first

The firstprint

‘misfortunes eported by the images.

liyin

sangine. though oceasionally he used washes where the compositions were
alrcady almost determined
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