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POLÍTICAS  
DE PATRIMONIO

Ley 46/1977, de 15 de octubre, de Amnistía, entre otras cosas, de “los delitos y faltas que 
pudieran haber cometido las autoridades, funcionarios y agentes del orden público, con 
motivo u ocasión de la investigación y persecución de los actos incluidos en esta Ley”. La ley 
contradice flagrantemente los compromisos adquiridos por el Gobierno español en abril del 
mismo año al adherirse al Pacto Internacional de Derechos Civiles y Políticos, que señala que 
nada se puede oponer al juicio o a la condena de una persona por actos que, en el momento de 
cometerse, fueran considerados delictivos por el derecho internacional.

El año 2000, colectivos civiles crean la Asociación para la recuperación de la Memoria 
Histórica (ARMH)1; en el 2002, el Foro por la Memoria2; y en 2006 l’Associació per a la 
Recuperació de la Memòria Històrica de Mallorca (ARMHM).

En 2007, el Congreso de los Diputados aprueba la Ley 52/2007 por la que se reconocen y 
amplían derechos a favor de quienes padecieron persecución o violencia durante la Guerra 
Civil y la dictadura, más conocida como Ley de Memoria Histórica, que reconoce el “derecho 
individual a la memoria personal y familiar de cada ciudadano”.

Ese mismo año, el Parlament de Catalunya aprueba la Llei del Parlament 13/2007 de 31 
de octubre, que crea el “Memorial Democràtic” a fin de desplegar las políticas públicas de 
recuperación de la memoria histórica.

En 2008, el Ministerio de Justicia, mediante el Real Decreto 1791/2008, de 3 de noviembre, 
sobre la declaración de reparación y reconocimiento personal a quienes padecieron 
persecución o violencia durante la Guerra Civil y la Dictadura, pone instrumentos para 
implementar la Ley de Memoria Histórica.

Entre 2008 y 2018, el Congreso de los Diputados, la Fiscalía General del Estado, y Audiencias 
provinciales, deniegan hasta en 9 ocasiones tanto la modificación de la Ley de Amnistía como 
las investigaciones sobre crímenes de la dictadura (ver Sección “Ley (46/1977), de 15 de 
octubre, de Amnistía”).

En 2017, las Corts Valencianes aprueban la Ley 14/2017, de 10 de noviembre, de memoria 
democrática y para la convivencia de la Comunitat Valenciana.

En 2018, el Parlament de les Illes Balears aprueba la Ley 2/2018, de 13 de abril, de memoria 
y reconocimiento democráticos de las Illes Balears.

En 2018, el Parlament de Catalunya impulsa la Llei Integral de Memòria Històrica.

1	 https://memoriahistorica.org.es/
2	 https://www.foroporlamemoria.info/

En 1981, el Congreso de los Diputados aprueba la Ley 33/1981 del Escudo de España y el Real 
Decreto 2964/1981 que la desarrolla y que prevé por primera vez un plazo de tres años para 
retirar los escudos franquistas (“el escudo hoy en uso”) de cualquier edificio público1.

En 1985, el Congreso de los Diputados aprueba la Ley 16/1985 de Patrimonio Histórico 
Español2. Nada dice de la herencia monumental del franquismo: “Son Monumentos aquellos 
bienes inmuebles que constituyen realizaciones arquitectónicas o de ingeniería, u obras de 
escultura colosal siempre que tengan interés histórico, artístico, científico o social” (art. 15-1).

Veinte años después, en 2004, el Congreso de los Diputados aprueba por segunda vez una 
Proposición no de Ley sobre la retirada de símbolos de la dictadura franquista de los edificios 
públicos del Estado, para su debate en Comisión de Administraciones Públicas. Ese mismo 
año, el Parlament de Catalunya decide por unanimidad la retirada de todas las placas, 
monumentos y símbolos franquistas en Catalunya.

En 2007, la Ley 52/2007, conocida como Ley de Memoria Histórica, aprobada por el 
Congreso de los Diputados, obliga por tercera vez a la eliminación de símbolos materiales 
y monumentos conmemorativos de la “Victoria” o de la Dictadura y de exaltación de uno 
de los bandos en la Guerra Civil3. Sin embargo, la Ley sólo tiene carácter imperativo para el 
Patrimonio del Estado, no para otras instituciones. La Ley de Memoria Histórica parte de la 
consideración “de que los diversos aspectos relacionados con la memoria personal 
y familiar, especialmente cuando se han visto afectados por conflictos de carácter público, 
forman parte del estatuto jurídico de la ciudadanía democrática, y como tales son abordados 
en el texto. Se reconoce, en este sentido, un derecho individual a la memoria personal 
y familiar de cada ciudadano […]”. En referencia a la simbología franquista en el espacio 
público, la ley establece –en su artículo 15– que los “escudos, insignias, placas y otros objetos 
o menciones conmemorativas de exaltación personal o colectiva del levantamiento militar, 
de la Guerra Civil y de la represión de la dictadura deberán ser retiradas de los edificios y 
espacios públicos”. La retirada “no será de aplicación cuando [...] concurran razones artísticas, 
arquitectónicas, o artístico-religiosas protegidas por la ley”, lo cual podrá aplicarse a iglesias 
y templos de culto.

En 2008, el Consejo de Ministros emite la Orden CUL/3190/2008, de 6 de noviembre, por la 
que se dictan, por cuarta vez, instrucciones para la retirada de símbolos franquistas en los 
bienes de la Administración General del Estado y sus organismos públicos dependientes4.

En 2018, el Parlament de Catalunya impulsa la Llei Integral de Memòria Històrica, que faculta 
al gobierno para retirar simbología franquista de las calles y plazas de Catalunya.

1	 Ley 33/1981. BOE, nº 250, 5 de octubre de 1981, p. 24477.
2	 Ley 16/1985. BOE, nº 155, 29 de junio de 1985, p. 12534.
3	 Ley 52/2007. BOE, nº 310, 27 de diciembre de 2007, p. 22296.
4	 Orden CUL/3190/2008. BOE, nº 269, de 6 de noviembre de 2008, p. 44556.
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El 27 de abril de 1979, el pleno del Ayuntamiento de Valencia, bajo mandato 
socialista, acordó retirar la estatua ecuestre de Franco de la Plaça del País 
Valencià, situada frente al consistorio desde 1964.

CAP. 4 
VALENCIA

1983

En 1976 le fue colocado un artefacto explosivo, sin mayores consecuencias. En 1978, dos 
individuos quisieron derribar la estatua agarrándola con una cuerda desde un camión en 
marcha. Franco era objeto constante de pintadas y burlas (“el burro i l’haca fora de la plaça”) 
pero también objeto de querencia por parte de muchos. Tras múltiples percances políticos y 
aplazamientos, el Ayuntamiento decidió proceder al desmontaje el 9 de septiembre de 1983. 
Para evitar una publicidad indeseada, la operación se inició a las 4 de la madrugada, con 
vehículos de la Diputación con las matrículas tapadas y con operarios voluntarios del servicio 
de mantenimiento de plantas y jardines, tras la negativa de bomberos, brigadas municipales 
y de las empresas que ejecutaban las contratas a hacerse cargo del trabajo. La tarea resultó 
mucho más laboriosa de lo esperado debido a las condiciones técnicas de la pieza. La cuadrilla 
encargada tardó más de lo previsto en apañarse con una pieza que no se quería separar de su 
sitio y que pesaba unos 1.800 kilos. 

Al despuntar el sol, comenzaron a congregarse ultras tratando de fotografiar a los 
trabajadores, mientras les proferían insultos, arrojaban piedras y forcejeaban con la policía 
local y nacional allí presente. El alcalde Ricard Pérez Casado, quien siguió toda la operación 
desde la terraza del Ayuntamiento, solicitó al gobernador civil más efectivos policiales ante el 
miedo de una algarada descontrolada. La respuesta fue negativa. La policía facilitó el paso a 
un joven significado de la extrema derecha –acompañado de un concejal de Alianza Popular 
y teniente de alcalde– y le ayudó a subir al monumento a fin de retirar una bandera nacional 
preconstitucional que alguien había colocado días antes y reemplazarla por una corona de 
flores con los colores rojigualdas, todo ello entre grandes aplausos. Una vez arriba, el joven 
desenganchó los cables de la grúa y tiró las herramientas de los operarios al suelo, para 
seguidamente cantar el Cara al Sol con el brazo en alto. Ante la pasividad de la policía, los 
operarios optaron por retirarse. El concejal popular se quejó ante los medios de que el alcalde 
había incumplido su promesa de retirar la estatua en un acto con honores militares.

La congregación de franquistas comenzó a ser importante, muchos de ellos llegados con 
megáfonos. A las 9 de la mañana, los manifestantes iniciaron una ofrenda floral a los pies del 
pedestal. Aproximadamente a esa hora, aparecieron grupos de demócratas, que alteró más 
a los franquistas hasta el punto de exhibir pistolas. Había que rematar la faena, y la alcaldía 
optó por aceptar el ofrecimiento hecho por sindicalistas del metal para llevar a término la 
operación. A las 14:10, doce voluntarios vestidos con mono azul y el rostro cubierto por 
pasamontañas pusieron manos a la obra. Su llegada al escenario fue festejada con una lluvia 
de piedras y bolas de plomo. La congregación franquista a esa hora era ya de mil personas. 
La policía comenzó a emplearse más a fondo –con pelotas de goma– mientras los trabajadores 
procedían al desmontaje, empezando por serrar las patas del caballo para separar la escultura 
del pedestal.

Ver reportaje fotográfico de José Aleixandre 
y Manuel Molines en páginas 90-110
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JOSÉ ALEIXANDRE
es fotógrafo e historiador de la fotografía valenciana. Iniciado en la fotografía de prensa en 1980, sus 
trabajos han recorrido durante más de treinta años diversos diarios valencianos y del resto del país como 
Diario de Valencia, Levante-EMV, El Periódico de Catalunya, El País, Avui, Temps, Interviú o Panorama. 
También ha formado parte de las agencias Cover y Pull. Como historiador, sus libros y exposiciones 
exploran el devenir de la fotografía local, como Fotografía de prensa... En ese preciso instante, La luz de 
las imágenes, Memoria Gráfica de Valencia, o La Comunidad Valenciana en Blanco y Negro. Es presidente 
de la Asociación de Periodistas Gráficos de la Comunidad Valenciana. En 2018 fue nombrado, por 
unanimidad, académico de la Real Academia de Bellas Artes de San Carlos de Valencia.

MANUEL MOLINES MOMPARLER 
comenzó a trabajar en el laboratorio fotográfico de Levante Color S.A en 1971. A principios de los 
años 1980 comenzó una larga carrera como fotógrafo de prensa que lo llevará a medios como Diario 
de Valencia, Noticias al día, Levante-EMV, o Las Provincias. Sus trabajos han sido mostrados en 
Valencia en varias exposiciones colectivas, tales como 25 Años de la Constitución, Saharauis, De nit, 
Carrers negres. València 1980-2000, y Les imatges del poder. Su reportaje sobre la retirada de la estatua 
ecuestre de Franco en Valencia le fue galardonado con un premio FotoPres ‘84.

La operación de la retirada de la estatua ecuestre de Franco era secreta y se realizó durante la madrugada del 
9 de septiembre de 1983. ¿Quién os avisó?, ¿fueron los mismos medios de prensa para los que trabajabais?

J.A.: En aquellos días trabajaba de freelance para varios medios de prensa. Estaba en casa cuando 
me llamó Quim Llenas, de la Agencia Cover, para decirme que habían quitado la estatua de 
Franco de la Plaça del País Valencià. Me pidió que fuera allí para hacer algunas fotos sobre el 
ambiente y que averiguara donde la habían trasladado, pues él quería que le hiciera algunas 
fotos en la nueva ubicación, para luego enviarlas con un pasajero a Madrid que, por aquel 
entonces, era el medio tradicional de envío. Me dirigí a la plaza rápidamente con dos cámaras, 
una con carrete blanco y negro y la otra con diapositiva. Cuando llegué, la estatua permanecía 
en su pedestal, eso sí, algo ladeada.

Once horas después del inicio del desmontaje, los restos fueron retirados en camión, 
momento en que los ultras derribaron contenedores, volcaron un Land Rover municipal 
y apedrearon la fachada del Ayuntamiento, lo que llevó a las primeras cargas policiales. 
Durante una semana los restos del monumento se convirtieron en un diorama iconográfico 
del franquismo, lleno de banderas, flores y retratos del dictador. Finalmente, se procedió a la 
demolición definitiva del pedestal. La Fundación Francisco Franco hizo pública en una nota 
de prensa “su más profunda e indignada protesta. Vil y torpe atentado, sin posible justificación 
histórica, a la memoria del gran soldado y estadista”.

La maltrecha escultura fue restaurada y finalmente entregada al Ejército que la colocó en 
el Claustro de Santo Domingo, en la Capitanía General de Valencia, en donde permaneció 
hasta 2010, para ser definitivamente almacenada en un gran cofre en el cuartel militar Jaime 
I de Bétera. 

Recientemente, el diario La Veu ha recuperado imágenes inéditas de aquellos incidentes. Pueden 
verse en: https://youtu.be/uW73qebeECk

M.M.: 	Esa mañana tenía el encargo de fotografiar dos manifestaciones; la primera era de 
trabajadores de enfermería (sanitarios), en unas oficinas que se encontraban en la 
Avenida de Fernando el Católico. Mientras esperaba el desarrollo de esta, pasó por allí 
el mensajero del periódico para el que trabajaba. Nos pusimos a hablar y me comentó, 
“¿sabes que están quitando la estatua de Franco de la plaza?”, y yo le solté un “… Anda 
ya!, con el día complicado que tengo y tú bromeando!”. Lo volvió a repetir. No llevaba ni 
busca ni mensáfono, así que comencé a preguntar y, después de confirmar el hecho, dejé la 
manifestación que debía cubrir y me dirigí a la Plaza del Ayuntamiento. Durante todo ese 
tiempo, no hubo comunicación alguna con el periódico. 

En vuestros reportajes podemos ver como, ya en la mañana, se fue congregando gente alrededor de la estatua. 
Incluso vemos simpatizantes con la mano en alto justo debajo de la estatua de Franco. Estos disturbios 
fuerzan a los primeros operarios a marchar. ¿Qué ambiente se vivía? 

J.A.: 	Había cinco grupos diferenciados de personas. En un lado franquistas con el brazo en alto, 
que tiraban piedras a los operarios que intentaban quitar la estatua y, en el otro, la policía 
nacional que los vigilaba. El tercer grupo eran curiosos que acudieron a ver qué pasaba. 
El cuarto, éramos los periodistas que estábamos cubriendo la noticia. Y, el último grupo eran 
los operarios que intentaban quitar la estatua, quienes sufrieron por parte de los franquistas, 
amenazas y todo tipo de agresiones en forma de lanzamiento piedras y otros objetos. 
Finalmente, los operarios fueron relevados por voluntarios de partidos de izquierda que iban 
con la cara cubierta por pasamontañas. 

M.M.: 	Los operarios se fueron porque no pudieron acabar la faena. El material que llevaban era 
insuficiente para el tamaño de la estatua ecuestre, sierras pequeñas y una grúa de poco peso.

En el artículo que aparece en el País Semanal del 10 de septiembre de 1983 se menciona un episodio en el que 
pequeños grupos de ultraderechistas intentaron hacer fotos, discutieron con la Policía Municipal, tirando 
piedras y otros objetos y protestando porque a los fotógrafos de prensa se les permitió fotografiar y a ellos 
no. ¿Tuvisteis algún altercado con los manifestantes?

J.A.: Yo personalmente no tuve ningún incidente ni recuerdo que algún compañero lo tuviese. 
Sí recibió una pedrada en la frente unos de los voluntarios, porque llevaba el 
pasamontañas ensangrentado.

M.M.: Las piedras y los objetos, como pilas de radio, caían de vez en cuando. Lo importante era 
intentar no estar cerca del lado de los manifestantes simpatizantes de Franco. Te resguardabas 
al otro lado de la Plaza, donde estaba la gente de paso, y también los que aplaudían a los 
obreros gritando la frase “El burro i l’haca fora de la plaça!!”.

¿Sabíais vosotros quienes eran los 12 voluntarios que decidieron retirar la estatua de Franco con mono de 
trabajo y pasamontañas? 

J.A.: No, ni en aquel momento ni actualmente conozco la identidad de aquellos voluntarios.

M.M.: En el aquel momento, no. 

Aquella fue la primera retirada de una estatua de Franco del espacio público, por lo tanto, un momento 
histórico. Como fotógrafos, ¿Cómo y desde dónde decidisteis poner el foco?, ¿erais conscientes de la 
trascendencia del momento?

J.A.: No era consciente del momento histórico. Estaba concentrado en hacer el reportaje desde 
todos los ángulos, hasta me subí a un piso para hacer una perspectiva de la plaza, buscar los 
protagonistas, especialmente a los voluntarios.

JOSÉ ALEIXANDRE Y MANUEL MOLINES,
TESTIMONIOS GRÁFICOS
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M.M.: 	Para este reportaje, estaba con mi compañero del periódico Xavier Peiró, que era, digamos “el 
titular”, mientras que yo hacía la labor de cubrir otros espacios. Sobre las fotos de Xavier Peiró, 
hemos tratado de recuperarlas para esta exposición, pero ha sido imposible. 

La escultura fue nuevamente expuesta en el patio del Convento de Santo Domingo, donde se quedó hasta el 
2010. ¿Recibisteis de nuevo el encargo de cubrir la retirada definitiva? 

J.A.: En el 2010 trabajaba en la plantilla del periódico Levante-EMV. Al ser una acción programada, 
avisaron a los periódicos el día anterior y le correspondió cubrir la noticia a un compañero.

 
M.M.: La retirada de Santo Domingo sí fue comunicada previamente a los medios periodísticos.

Dado que vuestros reportajes están realizados en 1983 y, por lo tanto, estamos en una época anterior al 
mundo digital, me gustaría que pudierais explicarnos cómo era el funcionamiento para hacer llegar las fotos 
a vuestros medios de comunicación. 

J.A.: Como debía enviar las fotografías a Madrid, me fui al aeropuerto, busqué a un pasajero, 
hablé con él y le di un sobre abierto para que viera que eran carretes fotográficos. En Madrid, 
alguien enviado por la agencia portando un cartel identificativo de la misma, las recogía. Esta 
era la forma que utilizábamos para enviar las fotos a Madrid y Barcelona. Si no había prisa, las 
enviábamos por autobús.

M.M.: Correr, revelar, positivar en el laboratorio que tenía el periódico, y luego los redactores jefes, 
sobre una mesa, eligieron las fotos. Fue un día muy largo, muy estresante y sin comer. Sin 
olvidar que no cubrí la manifestación y los encargos de la tarde quedaron suspendidos. 

CAP. 5 
BARCELONA 

2016
¿Dónde está la cabeza de Paco, tío? Así sonó el zasca que le cayó a Pepe cuando Marta 
abrió las luces del depósito. Franco había perdido la testa, en medio de la noche y la 
oscuridad. Estamos en un almacén municipal de la Via Favència de Barcelona el día 8 de 
agosto de 2013. El inspector municipal fue lo primero que dijo: “Te va a costar la cabeza”. 
Los Mossos se presentaron y constataron enseguida que la cerradura no estaba forzada 
y que allí no había cámaras de seguridad. El informe policial señalaba que se había 
empleado una sierra radial o un soplete ya que el corte era limpio: “un trabajo muy rápido 
y profesional”. La estatua ecuestre de Franco en Barcelona es de esas que van perdiendo 
trozos a lo largo del camino, de la carrera. 

Estamos en el 18 de junio de 1963, en el Castell de Montjuïc. Franco tiene prevista para el año 
siguiente una gran campaña nacional de propaganda a fin de celebrar los “25 años de paz” desde 
el final de la Guerra Civil. Desde Barcelona anuncia que “el amor ha sustituido para siempre 
el odio: nuestra cárceles no albergan hoy la tercera parte de reclusos que tuvieron en todos los 
tiempos. Ha nacido una nueva aurora para España, una era de trabajo en la que estáis siendo los 
primeros, porque Cataluña en laboriosidad marcha a la vanguardia”. Como regalo de la ciudad 
recibe del alcalde José María de Porcioles una estatua ecuestre realizada por el escultor Josep 
Viladomat, emplazada en el Patio de Armas del complejo, que en 1960 había sido parcialmente 
cedido a la ciudad por las autoridades militares para albergar un museo del ejército. Le dijo el 
alcalde a Franco: “Se inaugura también, excelencia, vuestra propia estatua […] Hemos deseado, 
mi general, que sea permanente vuestra presencia como testimonio de impar atención por los 
problemas de Barcelona y Cataluña”.

Josep Viladomat era un artista con fuertes convicciones republicanas. Autor de La flama, uno de 
los monumentos icónicos del republicanismo catalán, inaugurado en 1936 en Barcelona, tuvo 
que marchar al exilio francés tras la caída de la capital catalana en donde fue temporalmente 
internado en el campo de refugiados de Les Haràs de Perpinyà. En 1950, el artista regresó 
a Barcelona, y comenzó a recibir algunos encargos públicos y privados. En 1962, el alcalde 
Porcioles se dirige a él para encargarle la estatua ecuestre de Franco. Viladomat se hace el 
remolón. Casualmente es detenido por la Guardia Civil bajo la acusación de contrabando. 
El escultor, con casa en Andorra, había comprado allí un coche de importación a mejor 
precio que en Barcelona. Como condición, debía hacerlo circular medio año como mínimo en 
Andorra, cosa que se saltó. Al verse entre rejas, recurrió al alcalde Porcioles, que se lo dejó claro: 
cárcel o escultura. Viladomat aceptó el encargo.

Llegó la democracia. En 1986, el Ayuntamiento decide desplazar el monumento del Patio de 
Armas al interior del museo, un año después de que un grupo de personas lo tiñera de rosa. Pero 
la pieza, de gran volumen, no pasa por la puerta, lo que obligó a cortarle una pierna al jinete. 
Allí estuvo, escondida en una sala anexa, hasta que en 2008 –22 años después– fue enviada a 
los almacenes municipales de Parcs i Jardins de la Via Favència, en el distrito de Nou Barris, en 
donde entró con la pierna aún desgajada.

En Via Favència perdió la cabeza y allí estuvo acéfalo hasta que en 2016 la estatua fue solicitada 
por el Comissionat de Programes de Memòria del Ayuntamiento para que formara parte de 
la exposición Franco, Victòria, República: Impunitat i espai urbà, que tendría lugar en el Born 
Centre de Cultura i Memòria de Barcelona. La exposición, inaugurada en otoño de ese año y 
comisariada por Manel Risques, pretendía mostrar la impunidad de los símbolos de la dictadura 
en democracia a través del relato de los avatares de tres obres: la Victòria, la República (La flama) 

Ver reportaje fotográfico en páginas 114-133
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y la estatua ecuestre de Franco. La estatua de Franco 
fue colocada en el exterior del recinto. Pronto se armó 
revuelo, ya que numerosos grupos parlamentarios se 
mostraron contrarios a su exposición en el espacio 
público. CiU y ERC adujeron que el hecho era ofensivo 
para las víctimas del franquismo, y que no era el lugar 
idóneo dado que el Born CCM (inaugurado en 2013) 
se había concebido para memorializar el fin de la 
independencia de Catalunya en 1714 tras la derrota de 
frente a las tropas de Felipe V, lo que les parecía una 
provocación innecesaria. Por su parte, PP y Ciutadans 
esgrimieron que la exposición perseguía reabrir 
heridas del pasado. El Comissionat de Memòria, Ricard 
Vinyes, no obstante, tiró adelante con la exposición, 
probablemente pensando que la civilidad de la ciudad 
condal permitía exponer en la calle aquellos símbolos 
sin riesgo alguno para la propia pieza (aunque algunos 
técnicos ya se olieron que la pieza no volvería entera), 
ni para el propio Ayuntamiento.

Desde el primer día de la exposición, la estatua sufrió 
ataques: con escupitajos, huevos, pintura, bayas, 
grafitis… Se le pusieron banderas independentistas, con 
los colores del arcoíris, se colocó una cabeza de cerdo 
sobre la del caballo, una puerta, una muñeca hinchable. 
En la noche del 19 de octubre, un grupo de personas 
tiraron la pieza al suelo que se quebró con el golpe 
en varios puntos. Esa misma noche, el Ayuntamiento 
procedió a retirar los restos –que parecían elementos 
a punto de formar parte de un nuevo disco de los Sex 
Pistols– en unos camiones municipales de “Gestió de 
residus”. A la mañana siguiente, los trozos de la escultura 
eran depositados en el almacén que el Museu d’Història 
de Barcelona (MUHBA) tiene en la Zona Franca.

Llegaron los peritos de la compañía aseguradora. La 
obra había sido asegurada por 250.000 € por parte de 
Urbanismo, procedimiento preceptivo cuando una pieza 
patrimonial sale de los archivos para otras actividades. 
Sin embargo, la obra de Viladomat no estaba dada 
de alta en el catálogo de Patrimoni Municipal, y sólo 
tenía la condición de “mobiliario urbano”. Los peritos 
estimaron los daños y los costes de reparación. La casa 
aseguradora pagaría la restauración siempre y cuando 
se denunciara los hechos, cosa que se hizo, pero sin 
hacer constar los nombres de los agresores, ya que el 
Ayuntamiento quedaría en mal lugar por demandar a 
personas por “haber atacado a Franco”.

Los restos de la pieza quedaron pues en el almacén 
del MUHBA, pero tampoco es exactamente así. 
Simplemente se dejaron a la intemperie, cubiertos 
por una lona, fuera del edificio que hace de almacén, 
en el pequeño patio descubierto de la entrada, o sea, 
“extramuros”. La situación jurídica de la estatua de 

Franco era similar: ni restaurada, ni archivada, ni 
perteneciente a Patrimonio, y sin que el MUHBA pueda 
hacer nada con ella hasta que no se aclare su estatus. 
Nadie mueve nada: “Tocar la escultura de Franco es 
hacerle un favor: se reanima” nos dijo sarcástico Joan 
Roca, director del MUHBA.

En 2017, Matteo Guidi realiza una exposición en La 
Capella de Barcelona (ICUB) titulada Remover con una 
vara de madera, en la que exploraba la gestualidad como 
forma de revelar los fantasmas simbólicos del pasado. 
Entre las actividades complementarias, el artista y Jorge 
Luis Marzo realizaron una conferencia performativa 
frente a los restos de la estatua en el almacén del 
MUHBA. Ese fue el embrión de FANTASMA ’77.

En mayo de 2018, Guidi, Marzo y Rebecca Mutell 
proponen al Born CCM un proyecto sobre memoria 
histórica y el franquismo a partir del devenir en 
democracia de las estatuas ecuestres de Franco erigidas 
en España durante la dictadura. Se sucederán numerosas 
reuniones en las que se constata la precaución del 
Comissionat de Memòria a la hora de tratar con el tema, 
después del escándalo mediático y político producido 
durante la exposición del Born. El Ayuntamiento busca, 
por encima de todo, mantener el control sobre el relato 
de lo acaecido. En abril de 2019, el Ayuntamiento 
desestima la propuesta de exposición.

Mientras buscamos nuevos socios expositivos, la 
pieza sigue impertérrita bajo las lonas. Solicitamos del 
Ayuntamiento la posibilidad de poder disponer de los 
restos de la escultura para la exposición. Se desestima, 
de la misma manera que se hace con otras solicitudes de 
carácter cultural, como es el caso del proyecto To Lose 
Your Head (Idols) que se presenta en el Pabellón Catalán 
de la Bienal de Venecia en mayo de 2019.

Solicitamos del Ayuntamiento la posibilidad de 
escanear los restos en 3D. Se desestima por cuestiones 
de copyright, que está en manos de la familia del artista 
Viladomat, preocupada por la asociación constante entre 
su nombre y el franquismo.

En noviembre de 2019, el Ayuntamiento decide 
“consolidar” la pieza (repararla mínimamente para 
hacer posible la conversación de los restos) y hacerla 
pasar definitivamente al interior del almacén del 
MUHBA, convirtiéndola, de facto, un miembro más del 
Patrimonio barcelonés. La intención, a día de hoy, es 
guardarla en una jaula de hierro –como la valenciana–. 
La singular carrera de obstáculos de esta pieza llega a su 
fin, pero nunca se sabe.

Fotografia: Matteo Guidi (amb la col·laboració de Mariano Monea), 
Franco en Zona Franca, 2017-2018.
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Article 1-7: “Amnesty is granted equally to fugitive and deserter 
images, without prejudice to the situation that corresponds to them 
by virtue of their age”.

The nine large equestrian statues of Franco are the history of a truncated image1 in 
October 1977, when the Spanish Amnesty Law, still in force today, was enacted. Since then, 
these bronze horses have embarked on a unique obstacle course. PHANTOM ‘77 explores 
the monumental imagery of Franco after his death, and the way in which the state has 
dealt with it. If we cannot hold Franco to account, should we hold his pictures to account 
instead? Won’t they rant and rave?

Franco was represented victorious on horseback nine times. He lived on the streets of eight 
cities: Madrid, Zaragoza, Barcelona, Valencia, Santander, Toledo, Ferrol and Melilla. For these 
purposes we are not counting the “semi-monumental” statues and sculptures that came to 
be housed in indoor or private spaces2. A different status is afforded to the last equestrian 
statue, commissioned as a gift to the dictator in 1973 by the Prime Minister, Luis Carrero 
Blanco, himself a lover of horses3 (see pg. 10). Carrero’s death in Madrid at the hands of ETA 
happened at the exact moment when he was going to visit the workshop of the sculptor Juan 
de Ávalos to approve the work. The sculpture never reached Franco, nor was it ever exhibited 
in public. Today it remains in a state warehouse in Segovia. The vision of these statues mirrors 
the complex evolution of images when they are struggling against the nature of where they 
came from. How does a picture break its bond with the model? Let’s take a look.

The president of the autonomous government of Melilla, Juan José Imbroda, declared in 2009 
that the debate on the withdrawal of a full body sculpture of Franco erected there in 1978 was 
irrelevant, since the statue depicted him as the commander of the Legion that defended the 
stronghold in 1921, in other words, when the model had not yet committed the crimes of the 
Civil War and subsequent ones of which he is accused (see pg. 8). 

This attitude raises an interesting question about what an image actually is: Can a representation 
be transfigured at the age of the model and remain amnestied? How does that exoneration 
work? Does the date at which it was placed in a public space –1978– or the age that the model 
appears –29– make a difference? And if it does, in what way? It comes down to seeing what’s 
behind a picture: is Franco a better person in a depiction of his younger years?

The history of Franco’s image does not naturally end with the disappearance of Francoism. 
Like any iconographic body, it unfurls both forwards and back, simultaneously revealing and 
concealing the time of memory. Franco is, for the vast majority of Spaniards, an image. 
He already was in life. The inaccessibility of a tyrant always has its equivalence in their own 
public image: forever emblazoned on walls or projected on cinema screens, teleported through 
the wires to televisions and the media, and always, no matter what, on the top of pedestals. It 
is thus an image that is removed from the real, that is emptied there, in a space codified for the 
struggle to mend or undo relations between the real and the visual, between the model and 
their avatar: it is there, in short, where the effects of the “memory of hypocrisy” are manifested 
with particular clarity. 

CHAP. 1 
SPANISH STATE 

ICONOCLASM

Arturo Reque Meruvia, Alegoría de Franco y la Cruzada, 1948/49. 
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The first equestrian statue of the dictator was placed 
in front of the entrance to the Ramiro de Maeztu 
Institute in Madrid in 1942. The last, in Melilla, at the 
Legion Barracks in September 1978, a gift from the 
Madrid industrialist Norberto Severiano de Soriano 
y Aznar, three years after Franco’s death. The first 
to be withdrawn from a public square during the 
democratic era was in Valencia, in 1983, by order of 
the City Council; the latest, in Barcelona in 2016, also 
by municipal order. This broad arc of time may give 
the sensation of continuity, but it is only surface-level. 
In Valencia it led to major disturbances and attacks. In 
Barcelona, some people took their anger out on both 
horse and rider. In Valencia, it was the democratic 
city council the iconoclastic hand tearing down the 
equestrian statue, and the Francoists who led the 
opposition. But in Barcelona it was the city council 
who reinstalled Franco in the street –for a few days, 
neutrally, in the context of an exhibition on heritage 
and dictatorship– and who had to remove him after 
he was destroyed by angered anti-Francoists. The image 
remains alive: “To touch any sculpture of Franco is 
always to do him a favour: it reanimates him,” says Joan 
Roca, director of the Museu d’Història of Barcelona.

This is our focal point. The phenomena of iconodulism 
(veneration) and iconoclasm towards depictions of 
Franco make it possible to study the heritage policies of 
the State (through government, parliament and court 
actions) in terms of the heritage of Franco’s public 
iconography in the new parliamentary monarchy. It is in 
this sense that we use the term “official”: what interests 
us are iconoclastic or iconophilic policies that have been 
carried out or promoted at an administrative level. In 
addition, this encourages an exploration of the role of 
pictures in the constitution of historical memory and 
its political function: are pictures historical memory? 
And if so, what implications do they have? How should 
they be construed? And just as importantly, how these 
phenomena contribute to confirming a sort of pattern 
in the way they are managed: their “ghosting”, the 
transformation of the surviving images of Francoism 
into hypocritical4 spectres.

Iconoclasm and iconodulism are two sides of the same 
coin. Both phenomena stem from the conviction that an 
image has acquired certain emotions coming from, above 
all, the model that is represented. This empowerment 
of the image can be considered intolerable, and thus 
attacked, or on the other hand, desirable. In any case, we 
are faced with an issue of boundaries, borders between 
reality and imagery, and of the political functions of 
both in our social lives. But there is a third way in which 
passions are abated: heritage.
 

Aesthetics emerged in the 18th century to offer this 
path, a kind of solution that would end up with the 
concept of the image too much subjected to magic 
and spells, too political. The bourgeois aesthetic of art 
offered a way to annul these superstitions, deactivate 
them on the walls of museums, where the powers of 
images were stifled by the arbitrary will of the genius. 
The only power that should be contemplated, we are 
told, is that of the artist, and that of the history which 
imbues it with an academic typography. Aesthetics 
underpins heritage interpretation: “the toxic symbols 
of the past shall be removed except for works of 
artistic merit”. This article can be found in recent 
legislation in Italy, Spain, Russia, placing art in the 
realm of phantasmagoria, detached from the historical 
significance of the model (which is what the policies 
of historical memory truly deal with). Nevertheless, 
despite its enormous influence in the way we perceive 
the symbolic expression of the State, the path of 
aesthetics and its heritage commitment to a “common 
territory” (in reality, a “no-man’s land”) has ended up 
succumbing to its own myth, incapable of ending the 
liminal war of images. On the contrary: it has become 
the inert landscape on which this border conflict is 
played out5. 

A good example of this is to observe the timeline 
of the erection and removal of Franco’s equestrian 
statues across the country. The creation of Franco’s 
first equestrian sculptures is concentrated between 
the end of the Civil War and 1959, the year in which 
the Stabilization Plan was approved. The second batch 
occurred between 1960 and 1969, coinciding with the 
period of “25 Years of Peace”. And the final period 
takes place in the mid-1970s, among the dictator’s 
death throes6. However, the timeframe of their 
withdrawals is much more significant to us. Between 
1977 and 2004, the Spanish establishment made no 
official pronouncements about these public sculptures. 
Except in municipal life, which did establish protocols, 
the State took no stance on patrimonial legislation 
on Franco’s iconography. In 1985, the then Prime 
Minister Felipe González expressed his opposition to 
the withdrawal of Franco’s effigies, citing the need to 
turn the past into everyone’s heritage: “There are those 
who have tried to make the traces of 40 years of history 
of the dictatorship disappear: that to me seems useless 
and stupid. Some have made the mistake of knocking 
down a statue of Franco; I have always thought that if 
anyone thought it was worthwhile pulling Franco off a 
horse, they should have done so when he was alive”7. 

The split in the distribution of the moral cause of 
Francoism is remarkable. Nascent democracy suggests 
that any moral sanction passes from the statue to the 

spectator, who must also ask the big question in private, 
on the sofa at home: and you, what did you do? Civilian 
impotence was transformed into an argument for 
national reconciliation: we all did wrong. Franco’s legacy 
was presented as an evil that had to be borne by all. The 
effigies, burial mounds to victory, equestrian sculptures 
and others were simply left there, in the hope of seeing 
how long they would take to be deactivated, how long 
they would last on the obstacle course, how much of 
their model was still incarnated in the bronze, and when 
the moment would come for them to be removed to 
the silent shelter of the warehouse, usually belonging 
to the army. It was best not to disturb them too much 
to prevent them from releasing their spores, awakening 
them, reanimating them.

In 1981, Picasso’s Guernica secretly landed in Madrid 
from the MoMA in New York. The work was placed 
in the Casón del Buen Retiro behind bullet-proof 
glass, and defended by a member of the Guardia 
Civil, machine-gun in hand. The arrival of the piece 
was celebrated by Javier Tusell, Director General 
of Fine Arts, as the “end of the transition”, within 
the framework of public policies that he defined as 
“state rites of exorcism of the destructive, demonic 
forces that threatened our civic life”8. The protective 
glass was removed in 1995 since, in the words of the 
then Socialist Minister of Culture, Carmen Alborch, 
“Spain is living in times of civic maturity that allows 
for the contemplation of the painting without fear of 
unpleasant risks”9. It is therefore perfectly plausible to 
interpret that blank period of twenty years in relation 
to the presence of Franco’s image in public spaces as 
the result of a state effort to convert the potentially 
rebellious image into a focal point of citizenship, 
aesthetically educated, united around a patrimonial 
citizenship and exorcised from the evil of the past. And 
yet, something happened in the mid-2000s that made 
this all go downhill: it was only in Franco’s surviving 
images that both the state failure of the process of 
aesthetic heritage of the past, and the permeability that 
an abrupt mutation of the historical memory in the 
heart of Spanish society produced in public bodies, 
were manifested.

…

In order to understand the liminal policy of the 
Spanish state on recent heritage, we must look at the 
law that acted as an interface during the transition: 
the Amnesty Law, passed by the Plenary Session 
of Congress in 1977, still in force today. The most 
notorious effect of that law is that it established the 
amnesty of the dictatorship, keeping it beyond the 
reach of justice. However, the law foresaw a problem 

that has barely been addressed: If the law prevents 
Franco from being held accountable, what happens to 
his image? Where does that leave his representation? 
How should this inheritance, already legally absolved, 
be managed?

The Amnesty Law says nothing about the future of 
the pictures made by the dictatorship. It only refers to 
people. Pictures remain up in the air. If, for example, 
some old photograph arose of a persecutor torturing a 
victim at the headquarters of the Directorate General 
of Security, at the Post Office in Madrid, say in 1958, 
would there be no legal validity in it to incriminate 
the persecutor? The amnesty of 1977 would cancel out 
the values of objectivity and veracity usually assigned 
to photography. It would be technically be a phantom, 
or ghost – an image whose model is not equivalent. 
The veracity of the image is suspended, but the image 
acts as a true one, perhaps filled with rage and anger as 
photographer Joan Fontcuberta suggests. The amnesty 
of 1977 provoked great tensions in the conception 
of the image of Francoist memory, fomenting an 
instrumental pattern based on de-indexation, which 
in the end only seeks an image that serves no purpose, 
beyond the image in and of itself. This is the central 
principle of heritage: to enter the club you must earn a 
certain status, be above the rest, elevate yourself. 

The first obvious effect of this process is the substitution 
of function for form: “That’s a lovely sculpture, who’s 
that on the horse?” people mocked quietly as they 
passed by those old nags on pedestals. The same guiding 
element lies in the conception of heritage. This process 
of “disincarnation”, of breaking away, is by no means 
solely attributable to the period of transition we are 
dealing with here. Numerous examples can be found 
throughout the history of Spain. In 1937, Josep Renau, 
as Director General of Fine Arts of the Republic, was 
commissioned by the government to create a social 
awareness campaign to promote respect for works of 
art, and to appease international condemnation in the 
face of the numerous acts of vandalism carried out on 
religious heritage. The campaign featured messages such 
as “Don’t see in a religious image anything other than 
art. Help to preserve it!” (see pg. 12). In a society taught 
to interpret hypocritical images as a form of adherence 
to official narratives, both national and religious, the 
message that the new official policy was to separate form 
and content must have made people laugh. They were 
talking about art, interpretable only under the formal 
mechanisms of art history, also proposed by another 
poster whose slogan read “People, before destroying any 
object whose value you do not know, inform yourself. 
It may well be a work of art, and by destroying it you 
destroy your own wealth”10. 



177176

Another notable example can be found in the equestrian 
statue of Charles IV, created in 1803 by Manuel Tolsá in 
Mexico. After many ups and downs, the “little horse” –as 
it is popularly known– was finally placed in front of the 
Palacio de la Minería, in the historic centre of the capital 
(see pg. 15). However, a plaque was added to the statue, 
stating “Mexico preserves this as a monument of art”. 
These processes of dis-equivalence between signifier 
and meaning can already be found in the imperial roots 
of the official story of the nation, based on policies 
of disassociation between the model and the official 
representation, which has been referred to elsewhere as 
the “baroque (d)effect”11.

It should be noted that they are not interpretations that 
can solely be ascribed to the period of transition and 
subsequent constitutional regime, though here we do 
stress their specificity. In fact, it demonstrates what we 
would call a second “effect” of the post-amnesty image: 
that every image is always literary – it belongs to a story, 
a framing. By changing the caption, the same image 
changes its usage. The president of Melilla is able to 
separate the good Franco from the bad just by appealing 
to the age of his figure, but the plaque on the statue does 
not tell what happened to the legend. On 21 April 1977, 
the Melilla City Council held a public tender inviting 
bids for three million pesetas to erect, within six months, 
a monument to “Generalissimo Franco”. While the piece 
was being created, having been awarded to the sculptor 
and former soldier Enrique Novo, it was decided that the 
dedication should be changed (“for unknown reasons”, 
specified the City Council). It would no longer be the 
“Generalissimo Franco”, but the “Commander Francisco 
Franco, hero of the African campaigns and liberator of 
Melilla”. Not long ago we can find a similar détournement 
along Montjuïc, in Barcelona. A sculpture by Josep 
Viladomat titled Noia de la trena (Braid Girl, 1928) 
representing a young woman with her hair tied up was 
magically turned into a poignant plea against violence 
against women. Someone wrote in careful handwriting 
on the pedestal: “my dad hits me” (see pg. 16). 

The interruption of the meaning of a monument can 
be a powerful form of transmission. An iconoclastic 
act can reveal heritage potential far greater than the 
mere presence of the past. This is what was once 
claimed by Montserrat Iniesta, curator of the exhibition 
Escolta, Franco! El purgatori d’un dictador (Listen out, 
Franco! The Purgatory of a Dictator), held in 2005 at 
the Museu de Vilafranca of which she was director. 
That exhibition displayed a bust of Franco from the 
museum’s own collection, explicitly asking visitors 
to deposit in front of the piece written testimonies 
of what they would have said to the dictator had 
they had the occasion. One group of people placed a 

cardboard crown on the bust, attached banners decrying 
the monarchy and its Francoist heritage, as well as 
independence and communist symbols (see pg. 17). 
Iniesta decided to return the piece to the collection 
without restoring it. She wrote: “Not only is heritage 
dispensable in processes of cultural transmission, but 
some forms of transmission are exercised precisely 
against the integrity of the heritage”12. For Iniesta, 
people’s aggression against this representation of 
Franco could be interpreted not as “vandalism” but as 
a political action, capable of returning to public life a 
figure who, precisely for having become heritage, 
had been removed from itself. It is this gesture that 
reveals how heritage is a cultural industry, whose role 
in the construction and crystallization of a hegemonic 
memory can be contradicted13. If the politics of 
transition reduced the power of the memory of the 
Franco regime to a mere matter of gestures, it is also 
notable how gestures can reveal and expose these same 
politics14. Writer Ray Loriga’s words on the forms of 
memory are particularly elegant: “We may be obliged 
to remember, but we have the right to remember 
tyrants in our own way and not in theirs. The shadows 
their crimes cast over history should not always be 
shown in the illustrious postures they themselves 
proposed, but the actual size and exact forms of what 
they were”15.

In Iniesta’s opinion, the public policies in the Spanish 
transition were characterized by a “marked passivity 
that is consistent with the culture of impunity 
institutionalized by the Amnesty Law”. Indeed, the 
Amnesty Law produced ghosts, far more than any other 
transitional legislation. It fomented a passivity to the 
images of Franco’s regime, drawing them out to the 
point of becoming timeless bronzes. Every ghost story is 
a story of temporalities, of chronologies, of arcs of time 
and space that establish what was first (the fact) and 
what came next (the memory), who was the living body, 
and to what extent the figure of the dead corresponds 
to the living person. A ghost story is as much the story 
of mimesis and of the convening power that has the 
verisimilitude, as much as the story of anachrony16. 

The Amnesty Law, passively, brought to an end the 
narrative of the images of Francoism, dislocating the 
times themselves of the historical relations between 
cause and effect. We have seen how Felipe González 
opposed the withdrawal of Franco’s effigies in 1985, 
turning them into monuments to the moral turpitude 
of all. In 2005, following the withdrawal of Franco’s 
equestrian statue from Nuevos Ministerios in Madrid, 
the newspaper ABC published an editorial warning 
that “it would be dangerous for socialism to fall into 
the revanchist temptation to try to claim back now, 

retroactively, part of a cession it made thirty years 
ago in a Spain that is not the Spain of the past and 
which, fortunately, has stripped itself of all the ghosts 
of the past”17. The Amnesty Law: no retroactivity from 
1977 back. The legal inviolability of Franco’s regime 
is thus considered as an asset of the democrats, as the 
foundational cession from which democracy was born 
and on which its legitimacy stands. Official Spanish 
heritage is not created by camouflaging the ideological 
baggage that images of power drag behind them: it 
is created by making the image openly hypocritical, 
recognising the baggage of the tyranny that comes with 
it (a private matter) but exposing it as inert, unfettered, 
without any legal jurisdiction. José Utrera Molina, a 
former minister of Franco, published a lengthy article 
in La Razón about the withdrawal of the equestrian 
image in Madrid, in which he argued that because 
statues are the testimony of an era, beyond glorifying 
or despising what they represent, they are now free to 
ride without resentment: “Franco still rides serene and 
majestic in the air of history,” he says18. 

On July 18, 1986, the Spanish government made a 
declaration on the occasion of the fiftieth anniversary 
of the military rebellion that led to the Civil War: “The 
Government wants to honour and exalt the memory of 
all those who, at all times, contributed with their efforts, 
and many with their lives, to the defence of freedom 
and democracy in Spain. It also remembers those 
who, from positions other than those of democratic 
Spain, fought for a different society, for which many 
also sacrificed their own existence”19. The appeal to 
reconciliation happens because of the victimization 
of the past. All are victims: the executioners and the 
victims. Except that public images only depict the 
former, which are larger and more costly to remove: 
the latter move on the margins of private albums or 
administrative photographs20. The privatisation of the 
emotions legislated by Spanish democracy is equivalent 
to the privatisation of the affection attached to the 
images of the dictatorship. That was the program of 
“pacification”: the State was inhibited by being perceived 
as the foundational cause of the conflict, mitigating the 
institutional role of the victim and constructing a “space 
that reunites everyone from the principle that all the 
dead, tortured, hurt and insulted are equal”21.

In Germany, the current Criminal Code, originated in 
1871, was initially reformed in 1962 after Nazism and 
passed in 1975. Section 86, entitled “Dissemination 
of Means of Propaganda of Unconstitutional 
Organizations”, includes the crimes of the use of 
badges, images, objects, slogans, shields and forms 
of greeting of unconstitutional organizations, being 
exempted if they are destined to educate, promote 

art, or research22. The politics of memory of the Nazi 
heritage were not built in Germany around a space, 
not even in a monumental “place of memory”23, but 
in a void filled with smoke and guilt, whose silences 
some filled with straw and others used to engage in 
a dialogue. In the 1960s, Nazi and Holocaust trauma 
triggered a great interest in the politics of truth and 
memory around the world, including West Germany. 
As such, the current German Criminal Code punishes 
the glorification of the Third Reich in Section 130, with 
penalties of up to five years.

But Franco did not lose the war. In Spain, the ossuary 
after the national Catholic victory in 1939 was turned 
into a great pedestal. Everything was literally cause 
for celebration. The devastation of the Church’s 
patrimony in many areas under Republican control 
during the war served to create a monumental liturgy 
of restitution under Franco’s regime. The plans for 
monument restoration were enormous, and occupied 
various government institutions. The ruins of war, for 
example, became picturesque landmarks of heroism. 
The Marquis of Lozoya and the Count of Foxá 
fantasized about an “architecture of ruins” that would 
populate the landscape of national historical memory. 
Josep Maria Sert intended to conserve the remains of 
the Alcázar in Toledo, the scene of the epic resistance 
of the Fatherland and a protective bastion of the 
headquarters of the Church in Spain, enhancing them 
with large murals to thus increase the theatricality 
of the whole complex24. Heritage left the building in 
ruins until 1965, the outer perimeter refurbished to 
accommodate the thousands of tourists who were 
quickly led around there every day by their guides. 

The plaques, monuments, effigies, coats of arms, 
gazetteer, banners – all were filled with Francoism, often 
confused with a Spanish historical heritage of which he 
became heir. The idea of contiguity is very important 
in this respect, because Francoism was above all the 
eye of the hurricane of the official logic of the Spanish 
nation, sustained by the story of its own continuity. 
The Spain of manifest destiny had grown through the 
centuries, fed first by its imperialist feats, and later 
crippled and stunned by its own irrelevance, as revealed 
by the Generation of ‘98. Unlike Germany, where 
almost no heritage was left to restore, in post-war Spain 
the monumental past remained there, the Republic 
scrubbed from the canvas of history as if removing a 
rogue restoration, and that which had been destroyed by 
revolutionary iconoclasm was reason enough for prompt 
replacement. The Francoist space was constructed as a 
sterilized, suprahistoric historical space.
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The defeat of Germany and its historical humiliation 
as a society contributed decisively to an official 
iconoclastic program regarding Nazism. In post-war 
Italy, plans to prosecute fascist crimes and purge 
the administration were soon abandoned on the 
pretext that they would destabilize the transition 
to democracy25. However, the use and display of 
symbols from the fascist regime (1922-1945) were 
prohibited by law in 195226, although, for example, in 
the municipality of Predappio, where Mussolini was 
born and where he is buried, there are many shops 
selling fascist souvenirs to tourists. In any case, the law 
excused any pieces whose iconography manifestly did 
not represent fascist motives, or because they attributed 
it artistic merit27. In Spain, on the contrary, Francoism 
was never defeated: it was forgiven, in the heart or in 
the vote of everyone. There is something allegorical 
about the image of Carmen Polo, the dictator’s widow, 
voting in her electoral college in the first parliamentary 
elections of 1977 (see pg. 19); voting for those who 
are not, for the ghosts, in the privacy of the sealed 
envelope. The dissolution and absolution of Francoism 
had no iconographic expression expressed in criminal 
or patrimonial jurisdiction. The amnesty obliges us to 
think of Franco’s regime as a personal memory, not 
collective or public, and therefore empowered to make 
restitution possible. 

The effect of the amnesty on monuments of the past 
is relevant. If the amnesty does not specify a date 
in the past from which the pardon is applicable, the 
statue of Franco cannot be held any more accountable 
than the rest of national history. It is the “history of 
Spain” as defended by President Gonzalez. In this way, 
democracy presented itself as opposed to Franco’s 
supra-historical space, as it contained within itself the 
marks of the past. Unlike Franco’s regime, which erased 
all traces of the republican symbolic culture, Gonzalez 
opted for an explicit rejection of the “condemnation 
of memory”. The damnatio memoriae was an ancient 
Roman practice of condemning the memory of an 
enemy of the State after their death. It entailed the 
elimination of their images, monuments, inscriptions, 
and even prohibited speaking their name. The 
politics of the Spanish transition set out to present an 
unpurified historical space, one capable of bearing all 
the open wounds in the hope that one day they would 
heal over, even though it was known that drinking 
from these sources would lead to no moral restoration. 
The condemnation of memory was interpreted as 
a stigma of radicalism attached to the iconoclastic 
revolutionary purges, those carried out by Hitler, by 
Stalin, by Franco himself, to the anarchist burning of 
convents, but also to the censorship policies of post-
war Germany itself, when it had to resemanticize 

the language inherited from Nazism. Spain did not 
condemn memory because memory did not condemn 
either – it legitimized it.

…

Franco’s statue was pardoned, but it was still a 
depiction of a criminal. If the policy of memory 
during the transition was based on the assumption 
of reconciliation, it is no less true to say that this 
was also what happened with the monuments of 
Francoism, whose existence revolved around the 
issue of reconciliation between model, monument 
and meaning, between Franco, History and Memory, 
a living conflict that ripples outward, demonstrating 
the spell of the undead. An example of its effects is 
the continued anonymity of the people who have 
worked with the figure of Franco. The iconoclasm 
towards his figure, whether official or individual, 
requires secrecy, veiling. Workers with balaclavas, 
almost always at night. In the Valencian case of 
1983, there was a significant altercation between 
the municipal police and one of the demonstrators 
–who was ultimately arrested– over the presence of 
a photographic camera that the officers wanted to 
requisition on the suspicion that it would be used to 
identify the workers. The demonstrator complained 
about the police’s aggravation, since the use of 
journalists’ cameras was permitted. There were no 
smartphones then. The image of the hooded workers 
is significant: on the one hand, it represents the way 
in which a new regime “protects” itself from its past, 
while the Francoist demonstrators –the past– leave 
their faces uncovered, aware of the impunity with 
which the present law treats Franco’s regime. This is 
not unlike the case of the Cuenca company in charge 
of removing Franco’s heavy gravestone during the 
exhumation of his body in the Valley of the Fallen in 
2019. They pleaded for anonymity.

On the other hand, attacking the figure of Franco also 
requires secrecy and the cover of night. The attacks of 
the 1970s and 1980s on the dictator’s equestrian statues 
in Valencia, Madrid, Barcelona or Ferrol naturally all 
followed the same patterns. Painting Franco pink or 
red became a nocturnal tradition. During the incidents 
with the statue exhibited in Barcelona in front of the 
Born Centre de Cultura i Memòria in 2016, there was 
also a process of anonymization of the people who 
assaulted the sculpture, although through different 
channels and for different reasons. In order to be able 
to undertake the restoration of the piece, following 
the heritage legislation of the Consistory, a formal 
denunciation had to be made in court to rule on the 
responsibilities of the attackers, since the insurance 

taken out by the City Council required this it in case of 
damages by vandalism. For obvious political reasons, 
the left-wing City Council was never willing to take 
this legal route, preferring to maintain the anonymity 
of the people who attacked the figure of Franco, with 
the added effect of leaving the remains of the sculpture 
in a legal limbo.

Wearing a balaclava when publicly handling Franco’s 
statues is understandable only because of the political 
powers that have maintaining the model since his 
death. Spectres have powers –we see this in ghost 
movies– because the model, the original, the image, 
has pressing things left to say. The ghost comes into 
being because the body it represents either did not die 
well or did not want to die28. The Amnesty Law de-
indexed, disconnected all historical continuity between 
Francoism and democracy, simply disabling the logic 
that says that what happened yesterday affects what 
happens today. Amnesty for Francoism condemned 
democracy to face the consequences of a hypocritical 
memory, forcing us to be hypocrites, supposing us 
on the same level as a corrupt and degraded society. 
They wanted to present themselves as a new society 
(“Everything new under the sun”, read a socialist 
poster from the early 1980s): historians could already 
re-examine history, victims could be rescued from the 
unnameable archive, we could stop honouring forty 
years of ignominy – but all without any legal value, 
exempt from any administrative reach. We may be able 
to show the photograph of the persecutor torturing his 
victim at the headquarters of the Directorate General 
Directorate of Security, but we are condemned to the 
politically hollow word, while –lest we forget– the 
phantom gradually filled its own void, like a mummy, 
which in its slow awakening acquires pieces of flesh 
from other living beings, chasing fullness once more. 
Some say it’s no longer a tragedy, but a comedy. That 
remains to be seen. 

The State’s disdain for Franco’s figure (picture) is, 
with little doubt about it, a story of a hypocritical 
iconoclasm: What punishment to apply to a crime 
that has been amnestied, not absolved, but amnestied? 
What penalty to seek when the verdict of justice 
has been to wash hands, their own hands? If the 
model of those nine equestrian sculptures were 
turned into a “land for all” (“no man’s land”, as we 
said before, a space free of retroactivity in which 
one can walk without being able to take out accident 
insurance, privately assuming the risks, and being 
at risk of nothing more than the fine imposed for 
the violation of heritage), only the margin of some 
gestural, private politics remains with respect to their 
images. The amnesty of Francoism in 1977 triggered 

a state logic of affectivity with respect to the past. 
Regulating the public memory of the dictatorship at a 
merely patrimonial level –as took place– was openly 
contradicted by the law itself, which projected love or 
disdain for Francoism from the intimacy of each one. 
Another hypocritical act. Does legislating memory in 
relation to feelings –allegedly politically insignificant– 
not also imply the possibility of “exercising” them? 
Franco’s state “patrimonialization” naturally clashed 
with the myriad of iconoclastic acts that other 
non-state sponsored pushes carried out. Reducing 
memory to feelings leads to their politicization. 
The gesture became politics, and also politics of 
memory. It was not until 2007, with the passing of the 
Historical Memory Law –32 years after the model’s 
death– that these policies permeated some levels of 
the State Administration. In 2010 the last horses in 
Toledo, Valencia and Ferrol were finally removed 
to warehouses. The one in Melilla is today housed 
in a private Foundation. In Barcelona, the shattered 
remains of the statue of Franco are kept in a municipal 
warehouse, testament to the power of some gesture 
politics that were formed against a heritage that has 
failed in its attempt to avoid awakening the model. 

The amnesty of Francoism left the model with many of 
its powers. That is why the official iconoclasm towards 
the figures of the Franco has been, mostly treating 
them with kid gloves, because you cannot tear apart 
the model and image. It simply cannot be said that an 
image does not contain the attributes of the model. 
Any policy which instigates this is a hypocritical policy, 
which only benefits the model, the phantom, who can 
thus peacefully haunt the castle without fear of being 
recognised. And one day, without knowing how, he’s 
eating with us at the same table.



181180

1	 English is more precise in this matter than Spanish imagen or Catalan imatge: it distinguishes between 
image and picture, the former being the mental matrix, and the latter its impression.

2	 For more on the fate of Franco’s equestrian monuments, particular those by artist José Capuz, see Pieter Leenknegt. 2002. 
“Capuz’s Equestrian Franco: one statue, three destinations”. In Vicente Sánchez-Biosca (ed.). Archives of the Film Institute. 
“Materials for an iconography of Franco” special, v. 2, no 42-43, pp. 13-29.

3	 There is an undated drawing by Carrero Blanco on a piece of paper bearing the official letterhead of the Council of 
Ministers, depicting on one side Franco’s empty saddle, and on the other a magnificent horse’s head with coloured ribbons 
in its mane, creating a strange allegory of his close friend (see pg. 10).

4	 Historian Ricard Vinyes spoke of this in reference to the “indifference” and “inhibition” fostered by the state regarding 
images of dictatorship, the product of an unethical reading of divergent interpretations of figures from the past. From the 
author, see: 2009. El Estado y la memoria. Barcelona: RBA; and 2011. Asalto a la Memoria. Barcelona: Los Libros del Lince.

5	 For a more in-depth analysis of the complex boundaries between iconoclasm, aesthetics and civil domestication see Jorge 
Luis Marzo (ed.). 2013. No tocar, por favor. El museo como incidente. Vitoria: Artium.

6	 Jesús de Andrés, 2004. “Las estatuas de Franco, la memoria del franquismo y la transición política española”. Historia y 
política: Ideas, procesos y movimientos sociales, nº 12, pp. 161-186 (166).

7	 Juan Luis Cebrián. 1985. “Entrevista al presidente del Gobierno”. El País, 17 November 1985.

8	 Víctor Pérez Díaz, “La emergencia de la España democrática: la ‘invención’ de una tradición y la dudosa 
institucionalización de una democracia”, Working Paper, nº 18, 1991, p. 29; quoted in Giulia Quaggio, “Recomponer el 
canon estorbado. Pío Cabanillas y la política cultural de UCD”; in Darío Corbeira (ed.). Arte y transición. 
Madrid: Brumaria, p. 211.

9	 Ángeles García, “El Reina Sofía retira el cristal blindado que protegió el ‘Guernica’ durante 14 años”, El País, 
1 December 1995.

10	 Jorge Luis Marzo, Patricia Mayayo. 2015. Arte en España 1939-2015. Ideas, prácticas, políticas. Madrid: Cátedra, p. 77.

11	 See Jorge Luis Marzo, Tere Badia (eds.). 2010. The Baroque (D)effect. Politics of the Hispanic Image. Barcelona: Centre de 
Cultura Contemporània de Barcelona.

12	 Montserrat Iniesta. 2017. “El purgatorio de un dictador: Crisis, memoria y narrativas iconoclastas”.  
Romance Quarterly, No. 64 (3), pp. 147-159.

13	 See Helena López, 2004. “Exilio, memoria e industrias culturales: esbozo para una debate”. Migraciones & Exilios: 
Cuadernos de la Asociación para el estudio de los exilios y migraciones ibéricos contemporáneos, nº 5, pp. 25-36; 
and María Ruido. 2008. Rosebud Plan: On images, places and politics of memory (2006-2008). 
Santiago de Compostela: CGAC, Xunta de Galicia, pp. 309-331.

14	 On the gesture as a political activator of memory, and in relation to the equestrian statue of Franco in Barcelona, see 
Matteo Guidi. 2017. Remover con una vara de madera. Barcelona: ICUB.

15	 Ray Loriga. 2005. “Caramba con Franco”. El País. 27 March 2005.

16	 On mimesis and verisimilitude as relevant factors in politics of memory relating to Francoism and the 
figure of Franco, see Jorge Luis Marzo, Raquel Anglès. 2013. “Un gran parecido”. In Jornadas contra 
Franco. Vallecas: Plataforma de Artistas Antifascistas. 
URL: https://www.soymenos.net/UN_GRAN_PARECIDO.pdf

17	 “Editorial”. ABC newspaper, 18 March 2005, p. 4. Quoted in Misael Arturo López Zapico. 2008. “La 
sombra de Franco sigue siendo alargada.  La polémica suscitada a raíz de la retirada de varias estatuas 
de Franco en marzo de 2005”. In Navajas, Carlos; Iturriaga, Diego (eds.): Crisis, dictaduras, democracia. 
Actas del I Congreso Internacional de Historia de Nuestro Tiempo. Logroño: Universidad de La Rioja, 
pp. 147-158.

18	 José Utrera Molina. La Razón newspaper, 19 March 2005, p. 20.

19	 El País, 19 July 1986.

20	 See Jorge Moreno. 2018. El duelo revelado: la vida social de las fotografías familiares de las víctimas del 
franquismo. Madrid: CSIC; and Marianne Hirsch. 2012. Family Frames: Photography, Narrative, and 
Postmemory. Cambridge: Harvard University Press. Developed within the framework of the R+D+i 
HAR2017-82655-P (2018-2022) Políticas de la experiencia durante el franquismo, see Mónica Alonso. 
2020. “Mirar el álbum, seguir la historia. Poéticas de la memoria republicana”. Jesús López; Dorina 
Martínez, 2020. “Vigilar, informar, y seguir resistiendo. La labor del Grupo Especial de Vigilancia del 
Extrarradio de Madrid de la Guardia Civil: represión y micro-resistencias en los barrios de chabolas 
madrileños, 1957-1965”.

21	 Ricard Vinyes. 2014. “La buena memoria. El universo simbólico de la reconciliación en la España 
democrática. Relatos y símbolos en el texto urbano”. Ayer, nº 96 (4), pp. 155-181. This text is also 
recommended for its excellent bibliography.

22	 Strafgesetzbuch, StG (German Criminal Code), 1871, as amended on 13 November 1998.

23	 Pierre Nora, 2008. Pierre Nora in Les Lieux de mémoire. Montevideo: Trilce.

24	 Ángel Llorente. 1995. Arte e ideología en el franquismo (1936-1951). Madrid: Visor, pp. 216-218.

25	 Hannah Malone. 2017. “Legacies of Fascism: architecture, heritage and memory in contemporary Italy”. 
Modern Italy. Special Issue: “The Force of History: Modern Italian Historiography and the Legacy of 
Christopher Duggan”, vol. 22, Special Issue 4, pp. 445-470 (p. 4).

26	 Articolo 44.1.50. Legge 20 giugno 1952, nº 645. Norme di attuazione della XII disposizione transitoria e 
finale (comma primo) della Costituzione Italiana.

27	 Patrimonio Cultural de España. Conservar o destruir: la Ley de Memoria Histórica. 2009. nº 1. 
Madrid: Ministerio de Cultura.

28	 On spectrology, see Jorge Luis Marzo (ed). 2017. Espectres. Barcelona: ICUB&GREDITS. 
URL: https://www.soymenos.net/Espectres.pdf

NOTES



183182

		  MADRID 1973 (TIME IN PUBLIC SPACE: 0 YEARS)
	 Sculptor:	 Juan de Ávalos (Mérida, 1911 - Madrid, 2006).
	 Details:	 Bronze. Piece commissioned in 1973 as a gift to Franco by the Prime Minister, Luis Carrero 

Blanco. Carrero’s murder in an ETA attack on December 20 of that year condemned 
the near-finished sculpture to never see the light of day.

	Planned location: 	 Valle de los Caídos, after a temporary stop at the Palacio de Oriente in Madrid.
	 Final location: 	 Heritage Warehouse in La Granja de San Ildefonso (Segovia).

 
VALENCIA 1964 (TIME IN PUBLIC SPACE: 5 YEARS) See Chap. 4

	 Autor:	 José Capuz (Valencia, 1884 - Madrid, 1964).
	 Details: 	 Copy of the 1959 work of Madrid, by the same artist. Bronze. 12 m tall. Weight: 5,000 tonnes.
	Original location: 	 1 April 1964, in the Plaza del Caudillo in Valencia (today Plaça del País Valencià).
	 First removal: 	 Early morning of September 9, 1983, to the Convent of Santo Domingo (General Captaincy of 

the Army) where it was restored after the clumsy dismantling.
	 Second removal:	 2010, the warehouse of the Jaime I Barracks of Bétera, Valencia, where it was deposited inside 

a large metal trunk.
	 Final location: 	 Warehouse of the Jaime I Barracks of Betera, Valencia.

		  BARCELONA 1963 (TIME IN PUBLIC SPACE: 8 YEARS) See Chap. 5
	 Sculptor: 	 Josep Viladomat (Manlleu, 1899 - Escaldes-Engordany, 1989).
	 Details:	 Bronze.
	Original location:	 17 June 1963, Parade Ground of Montjuïc Castle, Barcelona.
	 First removal:	 1986, to the interior of the Military Museum of Montjuïc.
	 Second removal:	 2001, to the warehouse of the Military Museum of Montjuïc.
	 Third removal: 	 31 March 2008, to the Via Favència municipal warehouse in Barcelona. During the statue’s time 

here, the rider’s head was removed (8 August 2013).
	 Final location: 	 Transferred in 2016 to the warehouse of the Museum of History of Barcelona in the Zona 

Franca, after being exhibited and attacked in front of the Born Centre de Cultura i Memòria, 
during the exhibition Franco, Victory, Republic: Impunity and urban space. Today it stands 
covered in plastic sheeting.

		  FERROL 1967 (TIME IN PUBLIC SPACE: 24YEARS)
	 Sculptor: 	 Federico Coullaut-Valera (Madrid, 1912 - La Granja de San Ildefonso, 1989).
	 Details: 	 Bronze. 6 m tall. Weight: 6,000 kg.
	Original location:	 1967, Plaza de España, El Ferrol del Caudillo (today Ferrol).
	 First removal:	 Night of July 4, 2002, to the Naval Museum of Herrerías, inside the Military Arsenal of Ferrol.
	 Second removal: 	 18 March 2010, to the military warehouse of the Antonio de Escaño Naval School, A Coruña. 

The piece today is covered with a grey cloth and inside a metal cage.
	 Final location: 	 Military warehouse of the Antonio de Escaño Naval School, A Coruña.

CHAP. 2 
THE ADVENTURES OF

9 BRONZE NAGS
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		  Between 1983-1985 the municipal council made the decision to remove the monument, using 
the excuse of a project to build an underground car park in the Plaza de España. The Navy 
officials led the opposition against this decision.

		  On 21 July 1987, the police deactivated an explosive device placed at the statue. It was the first 
action of the Guerrilheiro do Pobo Galego Ceibe Army.

		  On August 8, 1988, this group again bombed the statue, leaving it intact but shattering the 
windows of buildings overlooking the square.

		  On November 19, 2000, a group of activists belonging to the Popular Assembly of the 
Northwest climbed onto the statue to paint it pink.

		  Source: José María Cardesín. 2002. ”El poder de las imágenes: Memoria histórica y acción política 
en la ciudad de Ferrol”. III Journées de la Société Française d’Historie Urbaine, Dijon. 
URL: https://www.ucm.es/data/cont/docs/297-2013-07-29-2-03.pdf

 

 		  MADRID 1959 (TIME IN PUBLIC SPACE: 27 YEARS)
	 Sculptor:	 José Capuz (Valencia, 1884 - Madrid, 1964).
	 Details: 	 Bronze with stone pedestal. The artist conceived as it as an imitation of the Condottiero Erasmo 

de Narmi in the Italian city of Padua.
	Original location:	 1959, Plaza de San Juan de la Cruz in Madrid. Piece commissioned in 1943 by the Artistic 

Board of the City University of Madrid.
	 Removal:	 Night of 17 February 2005.
	 Final location:	 Warehouse of the Ministry of Public Works, Madrid.

		  At the Ritz Hotel in Madrid, some three hundred politicians and prominent figures 
from the world of culture and journalism gathered in an enormous hall, decorated with 
drawings by the great Peridis, to pay a heartfelt tribute to Santiago Carrillo, considered 
by many to be one of those responsible for bringing democracy in our country. The next 
day every newspaper dedicated an article to the former communist leader, now a regular 
radio contributor, who on his ninetieth birthday is enjoying an ideal retirement. Almost 
every article highlighted the spirit of harmony that prevailed at this event, which brought 
together such important figures as Prime Minister Zapatero, Lehendakari Ibarretxe, Jordi 
Pujol, Gaspar Llamazares, trade unionist Fidalgo, president of Extremadura Rodríguez-
Ibarra, the “parents” of the Constitution - Peces Barba, Solé Tura, Cisneros and Herrero de 
Miñón, Adolfo Suárez Illana on behalf of his father who was incapacitated by a degenerative 
disease, Rodolfo Martin Villa, and more. Despite their absence, other illustrious figures 
such as Felipe González, Maragall, Miquel Roca, King Juan Carlos I and the tireless Manuel 
Fraga also sent their congratulations. [...] During the event, members of the government 
confirmed that, that same night, never again would a decrepit bronze dictator peer over 
anyone’s shoulder as they went about their business at the Ministry of Labour. [...] At 
midnight, work began to remove the equestrian statue of Franco from its location where 
it has stood since 1959, in the square of San Juan de la Cruz. The decision had been taken 
personally by Magdalena Álvarez, Minister of Public Works, after months of discussion 
about the ownership of the image, since nobody seemed to want to take care of “the dead”. 
[...] The process of dismantling the statue was quite complicated, not to say surreal, and 
at a time of conflicting headlines [...] The script of the Caudillo’s collapse could have been 
directed by Luis García Berlanga himself. If seemed that since the morning of 16 March 
the statue had been fenced off, as if to indicate that something could happen to the nag 
and its rider. At midnight the workers began, under the protection of several riot control 
units who sought to avoid any type of altercation. The few pedestrians who were walking 
through the area did not seem to believe their eyes. Some cheerfully exclaimed, “They’re 
finally getting rid of Paco!”, while another lady muttered to herself, “They’re removingi t? 

Can ZP do that...?” (Front page of El País, Madrid edition 17-03-2005). The number of 
inquisitive people grew, so the forces of law and order asked for reinforcements, and a 
police helicopter came to the area. Soon the absurdity began, because the workers were 
interrupted in the middle of their task by members of the urban police. It seemed a civic-
minded citizen had called them to report the theft of a statue! I cannot imagine the dialogue 
that had to take place between the person responsible for the dismantling -under the 
aforementioned protection of the national police- and the pair of local officers who asked 
them to present all the relevant permits. The work came to a standstill for a period, time 
that was used by supporters and detractors to exchange opinions, sometimes much more 
forceful than mere words. “A young man said it was a shame to remove the statue at night, 
because it is part of history”. To the cries of “murderer, murderer” from many pedestrians, 
others responded with the trite cliché that will appear again and again in these pages, like 
an indigestible dessert that repeats on itself: “Carrillo also killed people in Paracuellos” 
(La Razón, 17-03- 2005, pg. 34). Spirits were growing more lively, especially following the 
arrival of some of the attendees of the tribute dinner to the communist leader, who did 
not want to miss the fall of the statue. The satirical television program Caiga quien caiga 
[Whoever May Fall] broadcast a report showing the Dantesque images of the dismounting, 
certainly to the shame of others. La Razón records the testimony of one of the witnesses, 
one Daniel Chamartín, which should not be missed: “Franco saved Spain and put the King 
on the throne. The Spanish people ignore their history. Franco positioned Spain as the 
ninth greatest power in the world and I’m not afraid to defend this”. The TV cameras soon 
focused on this character, a well-dressed type with slicked back hair, possibly a lawyer. 
Eventually the workers were able to continue with their task, and at two o’clock in the 
morning a crane lifted up that fossil from the past, placing it in an open truck, covered with 
a blanket. Franco’s ghost returned to Madrid for a few hours, on its way to a public works 
storage facility. The dictator had fallen once more, apparently without the knowledge of the 
municipal government - as reported by the newspaper El Comercio, “the council did not 
know”(El Comercio, 17-03- 2005). The storm had only just begun [...] The 20th of March 
dawned with the news of an attack on the sculpture of Largo Caballero on which red and 
yellow paint had been thrown, erasing its inscription, and with Franco’s name painted over it.

		  López Zapico, Misael Arturo. 2008. “La sombra de Franco sigue siendo alargada.  La polémica suscitada a raíz de la retirada 
de varias estatuas de Franco en marzo de 2005”. Navajas, Carlos; Iturriaga, Diego (eds.): Crisis, dictaduras, democracia. Actas 
del I Congreso Internacional de Historia de Nuestro Tiempo. Logroño: Universidad de La Rioja, pp. 147-158. 

 

		  ZARAGOZA 1948 (TIME IN PUBLIC SPACE: 28 YEARS) 
	 Sculptor:	 Moisés Huerta (Muriel de Zapardiel, 1881 - Mérida, 1962).
	 Details:	 Bronze with stone pedestal. Dimensions: 3.70 metres tall.
	Original location: 	 15 December 1948, in the esplanade at the entrance to the General Military Academy 

of Zaragoza.
	 Removal:	 24 August 2006.
	 Final location:	 Storage facility of the Provincial Museum of Zaragoza. The work is covered in plastic sheeting.

		  SANTANDER 1964 (TIME IN PUBLIC SPACE: 30 YEARS) 
	 Sculptor: 	 José Capuz (Valencia, 1884 - Madrid, 1964).
	 Details: 	 Copy of the 1959 work of Madrid, by the same artist. Bronze. 12 m tall. Weight: 5,000 tonnes.
Original location: 	 24 July 1964, in the Plaza del Ayuntamiento in Santander.
	 Removal: 	 17 December 2008, to a municipal warehouse of Santander City Council.
	 Final location: 	 Municipal warehouse of Santander City Council.
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		  MELILLA 1978 (TIME IN PUBLIC SPACE: 32 YEARS) 
	 Sculptor: 	 Unknown.
	 Details: 	 Bronze with Gurugu stone pedestal. Financed by Norberto Severiano de Soriano y Aznar, an 

industrialist from Madrid who served in the Legion as a young man.
	Original location: 	 20 September 1978 at Millán Astray Barracks, headquarters of the Great Captain 1st Legion 

Tercio, Melilla, on the occasion of the 58th anniversary of the Legion.
	 Removal: 	 2010, to the headquarters of the Gaselec Foundation, Melilla.
	 Final location: 	 Gaselec Foundation, Melilla.

		  MADRID-TOLEDO 1942 (TIME IN PUBLIC SPACE: 32 YEARS) 
	 Sculptor: 	 Fructuoso Orduna y Lafuente (Roncal, 1893 - Madrid, 1973).
	 Details: 	 Bronze on granite block. Dimensions: 3 metres tall. Weight: 1,300 kg Latin epigraph, tr.: “The 

victor advances on his horse”. The sculptor was based on a horse of Franco’s called “Empire”.
	Original location: 	 Commissioned in 1941. Exhibited at the Círculo de Bellas Artes in 1942 and then moved to the 

entrance of the Instituto Ramiro de Maeztu in Madrid.
	 First removal: 	 1987. It was taken to Toledo and placed on one side of the public esplanade of the main façade 

of the Infantry Academy building.
	 Second removal:	 20 May 2010. Placed inside an airtight wooden structure in an army warehouse.
	 Final location: 	 Army Warehouse in Toledo.

1939 Army Declaration of final victory in the Civil War. Military dictatorship 
throughout the country.

1975 - Death of General Franco.

1975 Spanish Courts Proclamation of Juan Carlos de Borbón as Franco’s successor as king. 

1977 Spanish Congress First democratic elections.

1977 Government Union of the Democratic Centre (UCD) Government.

1977 Ministry of Foreign Affairs Ratification by Spain of the International Covenant on Civil and 
Political Rights, which highlights the Non-Applicability of Statutory 
Limitations to acts considered criminal under international law. 

1977 Spanish Congress Approval of the Amnesty Law 46/1977, The Law clearly contradicts 
the principles signed by Spain months earlier in the International 
Covenant on Civil and Political Rights.

1978 Spanish Congress Approval of the new Constitution by referendum. 

1979 Government Union of the Democratic Centre (UCD) Government.

1981 Spanish Congress Approval of Law 33/1981 which obliges the withdrawal of Francoist 
symbolism of any public building.

1982 Government Spanish Socialist Workers' Party (PSOE) Government.

1983 Valencia City Council Removal of the equestrian statue of Franco from public space 
in Valencia.

1985 Spanish Congress Law 16/1985 on Spanish Historical Heritage. The law says nothing 
about the monumental heritage of Francoism. 

1986 Government Spanish Socialist Workers' Party (PSOE) Government.

1986 Barcelona City Council Removal of the equestrian statue of Franco from public space 
in Barcelona.

1987 Army Removal of the equestrian statue of Franco from public space 
in Madrid.

1989 Government Spanish Socialist Workers' Party (PSOE) Government.

	 DATE 	 ESTABLISHMENT 	 RESULT

READDY
STEADY 
GO!
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1993 Government Spanish Socialist Workers' Party (PSOE) Government.

1996 Government Popular Party (PP) Government.

2000 Civil society Creation of the Association for the Recovery of Historical Memory, 
ARMH.

2000 Government Popular Party (PP) Government.

2002 Navy Removal of the equestrian statue of Franco from public space 
in Ferrol.

2002 Civil society Creation of the Forum of Memory.

2004 Government Spanish Socialist Workers' Party (PSOE) Government.

2004 Spanish Congress Approved a draft bill on the removal of symbols of the Franco 
dictatorship from public buildings of the State.

2004 Catalonia Parliament Unanimous decision to remove all Franco's plaques, monuments and 
symbols in Catalonia.

2005 Ministry of Development Removal of the equestrian statue of Franco from public space 
in Madrid.

2006 Zaragoza Provincial 
Government

Removal of the equestrian statue of Franco from public space 
in Zaragoza.

2006 Civil society Creation of the Mallorca Association for the Recovery of Historic 
Memory (ARMHM).

2007 Spanish Congress Approval of Law 52/2007 on Historical Memory. 

The law requires the removal of material symbols and monuments 
commemorating the "victory" or the Dictatorship.

2007 Catalonia Parliament Approval of the Law of Parliament 13/2007 creating the “Democratic 
Memorial”

2008 Cabinet ORDER CUL/3190/2008, issuing instructions for the withdrawal of 
Francoist symbols on property of the General State Administration.

2008 Government Spanish Socialist Workers' Party (PSOE) Government.

2008 Santander City Council Removal of the equestrian statue of Franco from public space 
in Santander.

2008 Ministry of Justice Royal Decree 1791/2008, on the declaration of reparations and 
personal recognition to those who suffered persecution or violence 
during the Civil War and the Dictatorship.

2008 
2012

National High Court Judge Baltasar Garzón declares he has the competent authority to 
investigate the disappearance of the victims of Franco's regime. The 
chief prosecutor of the National High Court, Javier Zaragoza, declared 
such actions inadmissible, citing the 1977 Amnesty Law. 

2009 Catalonia Parliament Approval of the Law of Parliament 10/2009, on the localization and 
identification of persons disappeared during the Civil War and the 
dictatorship.

2010 Government of Melilla Removal of the equestrian statue of Franco from public space 
in Melilla.

2010 Army Removal of the equestrian statue of Franco from public space 
in Toledo.

2011 Government Popular Party (PP) Government.

2011 Spanish Congress The PP, PSOE and CiU vote down a bill to amend the Amnesty Law 
presented by the Mixed Group.

2013 
and 

later

United Nations Five UN groups on torture, disappearance and human rights urged 
the Spanish government to repeal the Amnesty Law, warning that it is 
incompatible with its international obligations.

2016 Government Popular Party (PP) Government.

2016 Spanish Congress PP, PSOE and Ciudadanos avoid modification of the Amnesty Law 
through the Justice Commission. 

2016 Attorney General of the State The Attorney General's Office prohibited the collaboration of the 
Spanish justice system in the case brought from Argentina on the 
crimes of the Franco regime, citing the Amnesty Law.

2017 Provincial Court of Soria Three cases of forced disappearance in the province of Soria were filed 
on the basis of the Amnesty Law.

2017 Valencian Courts Approval of Law 14/2017 on democratic memory and coexistence 
in the Valencia Region.

2018 Government Spanish Socialist Workers' Party (PSOE) Government.

2018 Spanish Congress PP, PSOE and Ciudadanos vote against the reform of the Amnesty Law.

2018 Parliament of the Balearic 
Islands

Approval of Law 2/2018 on democratic memory and recognition in 
the Balearic Islands.

2018 Catalonia Parliament Approval of the Integrated Law on Historical Memory, which 
empowers the government to remove Franco's symbols from the 
streets and squares of Catalonia.

	 DATE 	 ESTABLISHMENT 	 RESULT 	 DATE 	 ESTABLISHMENT 	 RESULT
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“ZEGRÍ”,
FRANCO’S WHITE
HORSE

"Those days of hunting gave my various tasty 
experiences, one of them starring Zegrí, an old white 
horse -dappled, experts would say- 16 years old, 
meeker than a mule, whose task was to transport 
Franco to the hunting post. For this to happen, the 
general had to undergo the challenge of getting himself 
into the nag’s saddle, a difficult and complicated task 
given his age, the horse’s age, his constitution, physics, 
etc. We must not forget that the Caudillo of Spain, of 
the Spain of that time, was short-legged, pot-bellied, 
with a fat behind and short stature. The operation 
of placing the dictator on the horse usually entailed 
the collaboration of four or five people: the guard, 
who held the horse, a stable and two of his personal 
members of the Guardia Civil: one lifting him from the 
left, pushing him by his rear (as someone once said, 
it doesn’t matter if you’re sitting on horseback or the 
tallest throne - you’re still just sitting on your own arse) 
and a second, sometimes two, positioned on the other 
side of the horse whose mission it was to prevent, if 
there was excess momentum from those hoisting him 
up, the general from falling on the other side. My hose 
always warned me that it was best not to look so as not 
to embarrass His Excellency who, aware of his physical 
limitations, did not enjoy being observed in a situation 
that was not particularly martial or dignified. Above 
all, when the operation had to be repeated because of 
these annoying gadflies which deeply irritated Zegrí, 
who in turn, with his constant movement, prevented 
the general from getting his leg over. Once the painful 
operation was complete -the result bore no resemblance 
to the missing equestrian monument- the procession 
began. As if it were a safari, rather than the hunting 
party it actually was, we proceeded on behind the rider: 
the host, Juanito, the Guardia Civil and the journalist". 

Jaime Peñafiel, “My semana”, El Mundo, Crónica supplement, 
27 March 2005, nº 493. 

The army is in charge of keeping Franco out of the 
spotlights, hidden deep, deep down. He’s one of their 
own, and a soldier leaves no one behind. Mirroring the 
spirit of heritage, its warehouses and museums house a 
rare history of Spain - that of the defeated, its victors 
and steeds. If he’s riding a horse, it’s an army matter. 
Of all possible sculptures, the most imposing is the 
equestrian. It projects proportion, speed, intelligence 
and strength, four central elements of military 
psychology1. In addition, it requires a lot of work, plenty 
of space and sufficient funds, so the impact will always 
exceed the strict military framework. The equestrian 
statue carries with it an entire military iconography, one 
which resulted in the 20th century’s model for public 
sculpture: the hero on horseback enters the city, trotting 
along, bearing the rider’s posture, gesture, ensign, 
decorations and important elements. 

All his equestrian statues have lived in barracks for 
years, presiding over their gardens, cloisters and 
courtyards, often merged into the city’s civil urban 
fabric, and thus making them even more noticeable. 
For this reason, from the late 2000s some of them 
will finally be deposited in ministerial warehouses 
and provincial warehouses, placed in boxes, boxed 
up, between sheets and protective covers. To keep the 
influence of the model away from the rest of society. 
The heritage is thus preserved intact and the present 
is prevented from being affected by it. Like when 
Guernica arrived in Madrid in 1981, placed behind the 
bulletproof glass in the museum and in front of the 
camera flashes, the figure of Franco is exorcised in the 
darkness of the warehouse, just as in the final scene of 
Indiana Jones and the Raiders of the Lost Ark (1981) 
where the powers of the Ark of the Covenant are 
attenuated in the gigantic archive of history.

1	 Alexander Mackay-Smith, Jean R. Druesedow, Thomas Ryder. 1984. 
Man and the Horse. An Illustrated History of Equestrian Apparel. New 
York: The Metropolitan Museum of Art & Simon and Schuster, p. 6

THE ARMY

The Amnesty Law of 1977 was, paradoxically, a concern for the left, particularly the 
communists, who wanted to finish emptying the prisons of political prisoners and called for 
an end to armed conflict. No member of the Popular Alliance -the party that best brought 
together the conservative wing of the electorate, mostly from structures of the previous regim 
- participated in the debate and drafting of the law. This was more from disinterest than 
out of a desire to block the law. Nevertheless, this would be the law that would ensure the 
immunity of Francoist powers sine die. 

The text of the Royal Decree-Law 16/1976 of 30 July on amnesty proposes two things above 
all: the exoneration of “all acts of political intent and opinion” (against the Franco regime, 
it is understood), and the prescription of “all criminal responsibilities for acts prior to 1 
April nineteen thirty-nine,” the date of Franco’s victory. Acquitted then of the massacre of 
the war, what does this make of the dictatorship? In the preamble to the Royal Decree, Juan 
Carlos I states that “the complex content of military criminal laws, and the breadth and 
variety of the instances to which they have been applied, force us to adopt measures that [...] 
harmonize the forgetting and the total abolition of crimes of which amnesty consists, with the 
inherent authority of public powers which must at all times keep watch over the best military 
organization and morale of the armed forces”1. There’s no need to read between the lines.

One year later, in the general provisions of Amnesty Law 46/1977 of 15 October, the text no longer 
establishes any time limit prior to 15 December 19762. The draft maintains the amnesty of “all acts 
of political intent and opinion” but in the version approved by Congress does not refer to war as an 
indicator, significantly reducing references to the military. Without a linear timeframe, the entire 
history of Spain seems to be exonerated, dissolving the penury of the dictatorship in the ocean 
of the past, turning it into heritage and thus protecting it, in the name of memory. In particular, 
which is what concerns us here, it is worth highlighting the following paragraph (Article 2, e), 
which is not present in the proposed text of the Royal Decree: [The amnesty covers] crimes and 
misdemeanours that may have been committed by the authorities, officials and law enforcement 
officers, on the occasion of or in connection with the investigation and prosecution of acts covered 
by this Law”. To be clear: persecutor and victim are forgiven alike.

In the parliamentary session of debate and approval of the Law, 15,190 words were spoken. The 
word “Franco” was mentioned only once. The term “Francoism,” twice. The word “fascist,” once. 
Francoism legally became a spectre, a ghost of the castle. Ghosts, according to Gilles Deleuze, 
are always those we have buried too quickly or too deeply3 .

Article 1-3 states: “Amnesty is granted equally to fugitives and deserters, without prejudice to 
the military situation that corresponds to them by virtue of their age”. But it might well say: 
“Amnesty is granted equally to fugitive and deserter images, without prejudice to the 
situation that corresponds to them by virtue of their age”.

1	 Royal Decree-Law 16/1976. BOE, no. 186, 4 August 1976, p. 15097.
2	 Law 46/1977. BOE, no. 248, 17 October 1977, p. 22765-22766.
3	 Gilles Deleuze. 2004. Difference and repetition. London: Continuum, pp. 16-17.
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Article 1
I. Amnesty shall be granted to:

a)	 All acts of political intent, whatever their outcome, classified 
as crimes and misdemeanours, committed prior to the 
fifteenth day of December of the year nineteen seventy-six.

b)	 All acts of the same nature carried out between the fifteenth 
day of December in the year nineteen seventy-six and the 
fifteenth day of June in the year nineteen seventy-seven, 
when within the political intent there is also a motive for 
the restoration of public liberties or for the granting of 
autonomies to the peoples of Spain.

c)	 All acts of identical nature and intent to those provided for 
in the preceding paragraph performed until the sixth day of 
October in the year nineteen seventy-seven, provided that 
they have not involved serious violence against the life or 
integrity of persons.

[…]

MR. CARRO MARTÍNEZ 
(ALIANZA POPULAR)

“It goes without saying that our Group, like all of you, accepts and recognizes the institution of 
amnesty, because amnesty is the measure that responds to ideas of leniency, insofar as it responds to 
ideas of benignity and piety”.

“What reason is there for amnesty to remain the great star of our newfound democracy?”.

“However, it seems that the fundamental concern at this time is to grant amnesty instead of 
governing, and I have no hesitation in describing this as the most dangerous and destabilizing policy 
of all that could be pursued”.

“I say to you, that if you offered the country a guarantee, just one guarantee, if you were able to 
guarantee us that this amnesty is the last one, that after this amnesty you would apply the law with 
zero tolerance, that after this amnesty you would establish an exemplary and respectable order in 
which all public freedoms could be exercised [...] But who genuinely believes that this will be the 
last amnesty? And I candidly confess to you that I cannot see, or even glimpse, an end to this race of 
countless amnesties of which we are a part of now”.

“Consequently, and in conclusion, the Parliamentary Group that I am honoured to represent cannot 
endorse the amnesty bill with a vote in favour; we will abstain because a responsible democracy 
cannot be continually granting amnesty to its own destroyers. I rest my case”.

MR. CAMACHO ZANCADA 
(GRUPO PARLAMENTARIO COMUNISTA)

“How can we reconcile the fact that we have been killing each other, if we do not erase that past once 
and for all?”.

MR. FUEJO LAGO 
(GRUPO PARLAMENTARIO MIXTO)

“If we ask ourselves what amnesty fundamentally consists of, if becomes clear that, as I’ve just 
said, it is the spirit of peace that spurs on non-authoritarian power applied to the ending of past 
historical situations”.

“We cannot jeopardize freedom and the definitive consolidation of democracy, which will bring with 
it the triumph of ethics and justice in our country […]”. 

“Today, at this political juncture, it seems to us to be the best possible path. Tomorrow, in the 
splendid Tomorrow which we Socialists dream of, we will modify it, change it, or do whatever is 
necessary to avoid making permanent the situations of injustice that are imposed on us today but 
which, in all sincerity, seem impossible to avoid at this time. With this we believe we interpret the 
feeling of the majority of the Spanish people”. 
 

MR. TRIGINER FERNÁNDEZ 
(GRUPO PARLAMENTARIO SOCIALISTES DE CATALUNYA)

“Today marks the definitive conclusion of a historic stage in our country; the amnesty puts an end to 
what had been considered a political crime by the previous regime [...] It is the beginning of a new 
era of trust”.

Article 2
In all circumstances, included in the amnesty are: 

a)	 The offences of rebellion and sedition, as well as offences and misdemeanours committed on the 
occasion of or in connection therewith, as defined in the Code of Military Justice.

b)	 Conscientious objection to military service on ethical or religious grounds.
c)	 The crimes of failure to provide assistance to Justice for the refusal to disclose facts of a political 

nature, learned for professional reasons.
d)	 The acts of expression of opinion, carried out through the press, in print or any other means 

of communication.
e)	 Crimes and misdemeanours that may have been committed by the authorities, officials and law 

enforcement officers, on the occasion of or in connection with the investigation and prosecution 
of acts covered by this Law”.

f)	 Crimes committed by officials and law enforcement officers against the exercise of the rights 
of individuals.

[…]

Article 4
Also amnestied are judicial disciplinary misdemeanours and administrative or governmental 
misdemeanours carried out with political intent, with the sole exclusion of tax misdemeanours.

[…]

EXTRACTS FROM THE AMNESTY LAW (46/1977) 
OF 15 OCTOBER

EXCERPTS FROM SPEECHES BY THE SPOKESPERSONS 
OF THE PARLIAMENTARY GROUPS
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MR. BENEGAS HADDAD 
(GRUPO SOCIALISTA)

“[...] in the hope that the past, that today we begin to bury, will never again be repeated in this 
country, and no one will be persecuted for their political convictions, in the respect of a pluralist 
democracy that our people are beginning to build, after a century of history in which they have only 
enjoyed eight years of freedom”.

“It is no secret to anyone that this Amnesty Law is the product of different political choices. But if 
it has any deficiency, it possesses the unquestionable value of being an amnesty in which almost all 
political forces in this House -if only it were all of them!- are willing to bury a sad past for the 
History of Spain to build a different one on different premises, overcoming the division that the 
Spanish people have endured over the last forty years”.

MR. ARZALLUS ANTIA 
(GRUPO PARLAMENTARIO DE LAS MINORÍAS CATALANA Y VASCA) 

“For us, amnesty is not a political act -it is the solution to a difficult situation, in which a Gordian 
knot has to be cut one way or another. It is simply an act of forgetting, as the preamble to our law 
said- an amnesty for all, a forgetting for all”.

“A law can establish the fact of forgetting, but this forgetting must be brought to the people, it must be 
brought to the whole of society [...] As such, we must ensure that the law that we are making here today 
reaches the rest of society, that this concept of forgetting becomes widespread, that is taken in body and 
soul, because that is the only way that we can shake hands with one another without resentment”.

MR. ARIAS-SALGADO MONTALVO 
(UNIÓN DE CENTRO DEMOCRÁTICO)

“Amnesty is the ethical-political presupposition of democracy, of that democracy to which we aspire 
- the democracy which, because it is authentic, does not look back". 

Six months before the passing of the Amnesty Law 
on 16 October 1977, Adolfo Suarez’s government 
had ratified (on 30 April) Spain’s accession to the 
International Covenant on Civil and Political Rights 
(New York, 1966) which, among other things, states 
that nothing can oppose the trial or conviction of a 
person for acts which, at the time they were committed, 
were considered criminal under international law4 . 
The Amnesty Law clearly contradicts the commitments 
signed by Spain in that Covenant.

Between the time that the Amnesty Law came into force 
(1977) and the first legislative initiative to modify or 
abolish it (2011), 34 years and 10 different governments, 
both left and right wing, had come and gone.

In 2007, the passing of Law 52/2007 -which recognizes 
and extends rights in favour of those who suffered 
persecution or violence during the Civil War and the 
dictatorship, better known as the Law of Historical 
Memory5- provided the tools to repair the historical 
memory of the victims of Franco’s regime, but without 
questioning the Amnesty Law.

In 2008, Judge Baltasar Garzón declared he had the 
competent authority to investigate the disappearance 
of the victims of Franco’s regime. The chief prosecutor 
of the National High Court, Javier Zaragoza, opposed 
the opening of this process and accused Garzón of 
launching a “general cause” against the Franco regime. 
The prosecutor asked for the investigation to be nullified, 
describing it as “legal nonsense”. Zaragoza believed 
that these facts had been deemed unprosecutable and 
pardoned by the Amnesty Law of 1977. In 2012, the 
Supreme Court acquitted Judge Garzón, ruling that the 
judge over-interpreted the laws, but that such conduct 
did not constitute a perversion of justice.

In 2011 Congress, with the votes of the PP, PSOE and 
CiU, votes down a bill to amend the Amnesty Law 
presented by the Joint Parliamentary Group.

In 2013 and in subsequent years, the Working 
Group on Enforced or Involuntary Disappearances, 
the Committee against Torture, the Human Rights 
Committee, the Committee against Enforced 

4	 Instrument of Ratification by Spain of the International Covenant on 
Civil and Political Rights, in New York on 19 December 1966. BOE, no. 
103, 30 April 1977, p. 10733.

5	 Law 52/2007. BOE, no. 310, 27 December 2007, p. 22296

Disappearances, and the Special Rapporteur on Truth, 
Justice and Reparation -all bodies of the United 
Nations- repeatedly urged the Spanish government 
to repeal the Amnesty Law that has prevented 
perpetrators of serious human rights violations 
from being brought to justice, warning that this is 
incompatible with Spain’s international obligations.

In 2016 Congress, with the votes of PP, PSOE and 
Ciudadanos, prevented the Justice Commission from 
modifying the Amnesty Law to establish that it would 
not apply to cases of torture or forced disappearances, 
nor to crimes of genocide or crimes against humanity, 
as provided for in the international regulations to 
which Spain has acceded to. 

In 2016, the Attorney General’s Office sent a circular to 
all provincial prosecutors’ offices, citing the Amnesty 
Law as a reason for them to deny any declaration of 
Franco’s charges and victims of the dictatorship as 
requested by Judge María Servini from Argentina, who 
has instituted the only open proceedings on the crimes 
of the Franco regime.

In 2017, three cases of enforced disappearance in 
Catalañazor, Cobertelada and Barcones, documented 
by Amnesty International in the province of Soria, 
were archived, and investigations were closed on the 
basis of the Amnesty Law.

In 2018 Congress, with the votes of PSOE, PP 
and Ciudadanos, closed the door to the reform of 
the Amnesty Law proposed by Unidas Podemos, 
PNV, ERC and EH Bildu. The proposal was to add 
a new paragraph to Article 9 of the Law, with the 
following wording: “The provisions contained in 
this Law shall not prevent the Courts and Tribunals 
from investigating, prosecuting and imposing the 
corresponding penalties on persons responsible for 
having committed the crimes of genocide, crimes 
against humanity, war crimes and other serious 
violations of human rights. The PSOE invoked “legal 
uncertainty” in the text submitted in order to justify its 
vote against the proposal.

ACTING PRESIDENT  
(FERNANDO ÁLVAREZ DE MIRANDA Y TORRES)

We will proceed to the vote with the key system. You can all proceed according to the instructions that 
were read out yesterday [...]

Have any of you lost your key? (Laughter) Of course there would be, because we had to make copies. If 
anyone does not have it, please come here to receive it [...] Once the key has been turned to the right, 
the count begins, as you remember. Now if everyone has their key and there are no problems […] The 
thirty-second count begins now (Pause).

The result of the vote is as follows: 317 votes cast; 296 in favour; 2 opposed; 18 abstentions, and 1 null, 
who voted with two keys. That is clear. Ladies and Gentlemen, the Amnesty Law has been passed.

EXTRACT FROM THE FINAL PART OF THE PLENARY 
SESSION ON THE PROCESSING OF THE AMNESTY LAW
Spanish Congress
14 October 1977

EVOLUTION OF 
THE AMNESTY LAW
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POLITICS  
OF HERITAGE

The Amnesty Law 46/1977 of 15 October, among other things, on “crimes 
and misdemeanours that may have been committed by the authorities, 
officials and law enforcement officers, on the occasion of or in connection 
with the investigation and prosecution of acts covered by this Law”. 
The law flagrantly contradicts the commitments made by the Spanish 
Government in April of the same year in acceding to the International 
Covenant on Civil and Political Rights, which states that nothing can 
oppose the trial or conviction of a person for acts which, at the time they 
were committed, were considered criminal under international law.

In 2000, civil groups created the Association for the Recovery of 
Historical Memory (ARMH)1 ; in 2002, the Forum for Memory2 ; and 
in 2006 the Association for the Recovery of the Historical Memory of 
Mallorca (ARMHM).

In 2007, Cabinet passed Law 52/2007, recognising and extending rights 
in favour of those who suffered persecution or violence during the Civil 
War and Dictatorship -better known as the Law of Historical Memory- 
which recognises the “individual right of each citizen to personal and 
family memory”.

That same year, Catalonia Parliament approved the Llei del Parlament 
13/2007 of 31 October, which created the “Memorial Democràtic” in order 
to use public policies for the recovery of historical memory.

In 2008 the Ministry of Justice, through Royal Decree 1791/2008 of 3 
November, on the Declaration of Reparation and Personal Recognition to 
those who suffered persecution or violence during the Civil War and the 
Dictatorship, provides the tools to implement the Law of Historical Memory.

Between 2008 and 2018, Cabinet, the Attorney General of the State, and 
Provincial Courts prevent on up to 9 occasions both the modification 
of the Amnesty Law and investigations into crimes committed by the 
dictatorship (see Section “Amnesty Law (46/1977) of 15 October”).

In 2017, the Valencian Courts passed Law 14/2017 of 10 November on 
democratic memory and coexistence in the Valencia Region.

In 2018, the Parliament of the Balearic Islands approves Law 2/2018, of 13 
April, on democratic memory and recognition of the Balearic Islands.

In 2018, the Parliament of Catalonia passed the Llei Integral de Memòria 
Històrica (Integrated Law of Historical Memory).

1	 https://memoriahistorica.org.es/
2	 https://www.foroporlamemoria.info/

In 1981, Congress passed Law 33/1981 on the Spanish Coat of Arms, and 
the Royal Decree 2964/1981 that sanctioned it, which for the first time set 
out a period of three years to remove Franco’s coats of arms (“the coat of 
arms in use today”) from any public building1.

In 1985, Congress passed Law 16/1985 on Spanish Historical Heritage2. 
The law says nothing about the monumental heritage of Francoism. 
“Immovable property comprising architectural or engineering work or 
works of colossal sculpture shall be monuments provided they are of 
historical, artistic, scientific or social interest” (art. 15-1).

Twenty years later, in 2004, Congress approved for the second time a draft 
bill on the removal of symbols of Franco’s dictatorship from public buildings 
of the State, for debate in the Public Administration Commission. That 
same year, the Parliament of Catalonia unanimously decided to remove all 
Francoist plaques, monuments and symbols in Catalonia.

In 2007, Law 52/2007, known as the Law of Historical Memory, passed 
by Congress of Deputies, compelled for the third time the elimination 
of material symbols and monuments commemorating the “victory” or 
the Dictatorship and the exaltation of one of the sides in the Civil War3. 
However, the Law is only mandatory for State Heritage, not for other 
institutions. The Law of Historical Memory stems from the consideration 
“that the diverse aspects related to personal and family memory, especially 
when they have been affected by conflicts of a public nature, form part of 
the legal status of democratic citizenship, and as such are dealt with in the 
text. In this sense, an individual right to the personal and family memory 
of each citizen is recognized [...]”. In reference to Franco’s symbology 
in public space, the law establishes in Article 15 that “shields, insignia, 
plaques and other objects or commemorative items, personal or collective, 
which glorify the military uprising, the Civil War and the repression of 
the dictatorship must be removed from buildings and public spaces”. Such 
removal “will not be applicable [...] when they serve artistic, architectural 
or artistic-religious purposes which are protected by the Law”, which may 
apply to churches and places of worship.

In 2008, Cabinet issued Order CUL/3190/2008, of 6 November, issuing, 
for the fourth time, instructions for the withdrawal of Francoist symbols 
on the property of the General State Administration and its subsidiary 
public bodies4.

In 2018, the Catalonia Parliament passed the Integrated Law on Historical 
Memory, which empowers the government to remove Franco’s symbols from 
the streets and squares of Catalonia.

1	 Law 33/1981. BOE, no. 250, 5 October 1981, p. 24477.
2	 Law 16/1985. BOE, no. 155, 29 June 1985, p. 12534.
3	 Law 52/2007. BOE, no. 310, 27 December 2007, p. 22296.
4	 Order CUL/3190/2008. BOE, no. 269, 6 November 2008, p. 44556.

POLITICS  
OF MEMORY
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CHAP. 4 
VALENCIA

1983

On 27 April 1979, Valencia City Council, under a socialist mandate, 
agreed to remove the equestrian statue of Franco from the Plaça del 
País Valencià, which had stood in front of the Town Hall since 1964.

In 1976 an explosive device was placed on the statue, with no major 
consequences. In 1978, two individuals attempted to bring down the 
statue by pulling it with a rope from a moving truck. Franco was a 
constant object of graffiti and mockery (“el burro i l’haca fora de la 
plaça”, “the arse and the donkey out of the square”) but also loved 
by many. After many political mishaps and postponements, the City 
Council decided to proceed with the dismantling on 9 September 
1983. In order to avoid unwanted publicity, the operation began at 4 
a.m., with vehicles from the Provincial Government with their license 
plates covered, and with volunteer workers from the parks and garden 
maintenance service - after the refusal of firefighters, municipal 
brigades, and companies who had signed contracts to take charge of 
the work. The task was much more laborious than expected due to the 
technical condition of the piece. The crew in charge of the dismantling 
took longer than expected, as they tried to handle a statue that did not 
want to be separated from its site and that weighed about 1,800 kilos. 

As the sun began to rise, extremists started to gather and trying to 
photograph the workers, as they insulted them, threw stones at them 
and clashed with the local and national police who were present. Mayor 
Ricard Pérez Casado, who was following the entire operation from 
the terrace of the Town Hall, asked the civil governor for more police 
officers in fear of an uncontrolled riot. The answer was no. The police 
facilitated the passage of an important young member of the far right 
-accompanied by a councillor of the Alianza Popular (conservative 
party) and deputy mayor- and helped him climb the monument in order 
to remove a pre-constitutional national flag that someone had placed 
there days before, and replace it with a wreath of red and yellow flowers, 
all to great applause. Once up there, the young man unhooked the cables 
from the crane and threw the workers’ tools to the ground, then sang 
the Francoist anthem Facing the Sun with his arm raised. In the face 
of the police’s indifference, the workers opted to withdraw. The right-
wing councillor complained to the media that the mayor had broken his 
promise to remove the statue in an event with military honours.

The crowd of Francoists began to swell, many arriving with megaphones. 
At 9 a.m., the demonstrators began to place flowers at the foot of the 
pedestal. Around that same time, groups of democrats began to appear, 
which further agitated the Francoists to the point where guns were 
drawn. The job needed to be finished, and the mayor’s office opted to 
accept an offer by a metalworker’s union to finish the task. At 14:10, 
twelve volunteers dressed in blue overalls, their faces covered with Fotografia: José Aleixandre, 1983.

See full photo report by José Aleixandre 
and Manuel Molines on pages 90-110
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JOSÉ ALEIXANDRE
is a photographer and historian of Valencian photography. Starting out as a press photographer in 1980, 
for more than thirty years his work has appeared in various Valencian and national newspapers, such 
as Diario de Valencia, Levante-EMV, El Periódico de Catalunya, El País, Avui, Temps, Interviú and 
Panorama. He is also part of the Cover and Pull agencies. As a historian, his books and exhibitions 
explore the evolution of local photography, such as Press Photography... At that precise moment, The 
light of images, Graphic Memory of Valencia, and The Valencian Community in Black and White. He 
is president of the Association of Graphic Journalists of the Valencian Community. In 2018, he was 
unanimously appointed an academic of the Royal Academy of Fine Arts of San Carlos in Valencia.

MANUEL MOLINES MOMPARLER 
began working in the photographic laboratory of Levante Color S.A. in 1971. In the early 1980s he 
began his long career as a press photographer, which would lead him to work with media such as 
Diario de Valencia, Noticias al día, Levante-EMV, and Las Provincias. His pieces have appeared in a 
number of Valencian exhibitions, such as 25 Years of the Constitution, Saharawi, De nit, Carrers negres. 
València 1980-2000, and Les imatges del poder. His reporting on the removal of Franco’s equestrian 
statue in Valencia was awarded a FotoPres ‘84 prize.

The operation to remove the equestrian statue of Franco was secret and took place during the early hours of 
9 September 1983. Who tipped you off? Was it the same papers you were working for at the time?

J.A.:	 In those days I worked as a freelancer for several media outlets. I was at home when I got a 
call from Quim Llenas, from the Cover Agency, telling me that the statue of Franco had been 
removed from the Plaça del País Valencià. He asked me to go there to take some photos of 
the area and find out where it had been moved, because he wanted me to take some photos 
of it at the new location, and then send them along with a passenger to Madrid – that was the 
standard way of sending things back then. I quickly headed to the square with two cameras, 
one with black and white film and one with slide film. When I got there, the statue was still on 
its pedestal, just a little tilted.

M.M.: 	That morning I was in charge of photographing two demonstrations - the first one was for 
nurses at offices located on Avenida de Fernando el Católico. While I was waiting for that 
to happen, a messenger from a newspaper passed by. We started talking and he said to me, 
“You know they’re taking down the statue of Franco from the square?”, and I went “Oh come 
on, my day’s so busy already and now you’re pulling my leg!” He repeated it again. I didn’t 
have a bleeper or pager, so I started asking around, and after confirming it was happening 
I left the demonstration I was supposed to cover and went to the Town Hall Square. During 
all that time, there was no communication with the newspaper. 

Your reporting shows how people were already gathering around the statue in the morning. We can even 
see sympathizers with their hands raised high just below Franco’s statue. These disturbances forced the first 
workers to leave. What was the atmosphere like?

J.A.: 	There were five distinct groups of people. On one side Francoists with their arms raised, who 
threw stones at the workers who tried to remove the statue and, on the other, the national police 
who were watching them. The third group were people curious to see what was going on. The 
fourth, us journalists who were covering the story. And the final group were the workers who 
were trying to remove the statue, who had to suffer threats and all kinds of aggressions from the 
Francoists, who were throwing stones and other objects. Eventually, the workers were relieved by 
volunteers from left-wing parties with their faces covered by balaclavas.

balaclavas, set to work. Their arrival on the scene was greeted with a 
shower of stones and lead balls. The Francoist contingent at that time 
already numbered a thousand people. The police began to take more 
action -using rubber bullets- while the workers proceeded to dismantle 
the work, beginning by sawing the horse’s legs to separate the sculpture 
from the pedestal.

Eleven hours after the dismantling began, the remains were removed 
by truck, at which point the extremists knocked down trash cans, 
overturned a municipal Land Rover and stoned the façade of the Town 
Hall, which led to the first police charges. For a week the remains of 
the monument became an iconographic diorama of Francoism, filled 
with flags, flowers and portraits of the dictator. Finally, the pedestal was 
demolished entirely. The Francisco Franco Foundation published a press 
release stating its “deepest and most indignant protest. A vile and clumsy 
attack, without possible historical justification, on the memory of the 
great soldier and statesman”.

The battered sculpture was restored and finally handed over to the Army, 
which placed it in the Cloister of Santo Domingo, in the General Captaincy 
of Valencia, where it remained until 2010. It was then permanently stored in 
a large chest in the Jaime I military barracks in Bétera. 
 
Recently, the newspaper La Veu has recovered unpublished images of these 
incidents. They can be seen at: https://youtu.be/uW73qebeECk

JOSÉ ALEIXANDRE AND MANUEL MOLINES,
GRAPHIC WITNESSES

Fotografia: Manuel Molines, 1983.



203202

M.M.: 	The workers left because they weren’t able to finish the job. The equipment they had was 
insufficient for the size of the equestrian statue - just small saws and a light crane.

In the article that appeared in El País Semanal on 10 September 1983, it mentions that small groups of 
ultra-rightists tried to take photos, argued with the Municipal Police, threw stones and other objects, and 
protested because press photographers were allowed to take photos but they were not. Did you have any 
run-ins with the demonstrators?

J.A.: I personally didn’t have any incidents, or remember anything happening to any of my colleagues. 
One of the volunteers did get hit in the forehead by a rock, because his balaclava was bloodied.

M.M.: Stones and other objects, like radio batteries, were thrown from time to time. The important 
thing was to try not to be close to the Franco supporters. You stayed sheltered on the other 
side of the Plaza, where people were passing by, and also where people were applauding the 
workers shouting the phrase “El burro i l’haca fora de la plaça!”.

Do you know who the 12 volunteers were, who decided to remove Franco’s statue wearing overalls 
and balaclavas? 

J.A.: No, neither at that time nor now do I know the identity of those volunteers.

M.M.: Not at the time, no. 

That was the first removal of a statue of Franco from public space, making it a historic moment.  
As photographers, how and from where did you decide to focus? Were you aware of the importance 
of the moment?

J.A.: I wasn’t aware of it being a historical moment. I was concentrating on getting the story from all 
angles – I even went up to a flat to get an overview of the square, find the protagonists, especially 
the volunteers. 

M.M.: 	For this story, I was with my newspaper colleague Xavier Peiró, who was, let’s say, “the holder”, 
while I did the work of covering other spaces. We tried to get Xavier Peiró’s photos for this 
exhibition, but it has been impossible. 

The sculpture was exhibited again in the courtyard of the Convent of Santo Domingo, where it remained 
until 2010. Were you commissioned again to cover the final removal?

J.A.: In 2010 I was working on the staff of the newspaper Levante-EMV. Because it was a pre 
planned event, the newspapers were told the day before, and a colleague covered the news. 

 
M.M.: The media was told in advance about the removal from Santo Domingo. 

Since you did these stories in 1983, the time before our digital world, I’d like it if you could explain how you’d 
get your photos to the media back then. 

J.A.: Because I had to send the photographs to Madrid, I went to the airport, looked for a passenger, 
talked to him and gave him an open envelope so he could see that they were photographic 
reels. In Madrid, there’d be someone at the airport sent by the agency with a sign, to pick them 
up. This was the way we used to send the photos to Madrid and Barcelona. If there was no 
hurry, we’d send them by bus.

M.M.: I ran, developed them in the newspaper’s laboratory, and then the editors-in-chief laid them on 
a table and chose the photos. It was a very long day, very stressful and with no time to eat. Not 
forgetting that I didn’t cover the demonstration and the afternoon commissions were shelved. 

CHAP. 5 
BARCELONA 

2016
Where’s Paco’s head, man? So it sounded the slap that fell to Pepe when Marta switched on 
the lights in the warehouse. Franco had lost his head, sometime in the dark of night. We are 
in the Via Favència municipal warehouse in Barcelona on 8 August 2013. The city inspector 
was the first to say it: “Heads will roll over this”. The Mossos (Catalan Police) showed up and 
immediately noticed that the lock had not been forced and there were no security cameras 
present. The police report indicated that a radial saw or torch must have been used because 
the cut was clean: “a very quick and professional job”. The equestrian statue of Franco in 
Barcelona is one of the many that have lost pieces along the course of the race. 

We are at the Montjuïc Castle on 18 June 1963. Franco has planned a major national propaganda 
campaign for next year to commemorate “25 years of peace” since the end of the Civil War. 
In Barcelona he announces that “love has forever replaced hatred: our prisons today don’t even 
house a third of the inmates they had in the past. A new dawn has come for Spain, an era of 
work in which you are among the first, because when it comes to hard work Catalonia is always 
at the forefront”. As a gift from the city, he receives from Mayor José María de Porcioles an 
equestrian statue created by sculptor Josep Viladomat, located in the facility’s Parade Ground, 
which in 1960 had been partially ceded to the city by the military authorities to house a military 
museum. The Mayor said to Franco: “Today we also inaugurate, your excellency, your own statue 
[...] We wanted, my general, for your presence here to be permanent, as a testimony to your 
unrivalled attention to the problems of Barcelona and Catalonia”

See photo report on pages 114-133
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Josep Viladomat was an artist with strong republican 
convictions. Sculptor of The flame, one of the iconic 
monuments of Catalan republicanism inaugurated 
in 1936 in Barcelona, he had to go into exile after the 
fall of the Catalan capital, where he was temporarily 
interned in the refugee camp of Les Haràs de Perpinyà. 
In 1950, the artist returned to Barcelona, and began to 
receive some public and private commissions. In 1962, 
Mayor Porcioles approached him to commission the 
equestrian statue of Franco. Viladomat dragged his 
feet. Coincidentally, he was arrested by the Guardia 
Civil on charges of smuggling. The sculptor, with a 
house in Andorra, had bought an imported car there 
at a better price than in Barcelona. He bought it on the 
condition that it should be driven for at least half a year 
in Andorra, which he did not do. Fearing himself behind 
bars, he appealed to Mayor Porcioles, who made his 
options clear: either prison, or the sculpture. Viladomat 
accepted the commission.

Democracy arrived. In 1986, the City Council decided to 
move the monument from the Parade Ground to inside 
the museum, a year after a group of people had dyed it 
pink. But the extremely large piece could not fit through 
the door, which forced them to cut a leg off (it’s unclear 
whether it belonged to the horse of the rider) and glue 
it back on later. It stayed there, hidden in an annexed 
room, until in 2008 –22 years later– it was sent to the 
municipal warehouses of Parcs i Jardins in Via Favència, 
in the district of Nou Barris. We assume they had to cut 
the leg off again and reattach it.

In Via Favència he lost his head. and there he stood 
headless until 2016, when the statue was requested 
by the Commission of Memory Programs of the City 
Council to be part of the exhibition Franco, Victory, 
Republic: Impunity and urban space, which would 
take place at the Born Centre de Cultura i Memòria in 
Barcelona. The exhibition, which opened in autumn of 
that year and was curated by Manuel Risques, sought 
to show the impunity of the symbols of dictatorship in 
democracy as told through the story of three works: the 
Victory, the Republic (The Flame) and the equestrian 
statue of Franco. The statue of Franco was placed 
outside the venue. It soon began to cause a stir, as 
numerous Municipal Assembly groups were opposed 
to its being exhibited in public space. CiU –Catalan 
conservatives– and ERC –Catalan Republicans– argued 
that the event was offensive to the victims of Franco’s 
regime, and that it was not the ideal place given that the 
Born CCM (inaugurated in 2013) had been conceived 
to memorialise the end of Catalonia’s independence in 
1714 after its defeat by Felipe V’s troops, which seemed 
to them to be an unnecessary provocation. Meanwhile, 
PP –Spanish Conservatives– and Ciutadans –Spanish 

Liberal Conservatives– argued that the exhibition 
sought to reopen wounds from the past. Nonetheless, 
the Comissionat de Memòria, Ricard Vinyes, went ahead 
with the exhibition, probably thinking that the civility 
of Barcelona meant these symbols could be exhibited on 
the street with no risk for the piece itself (though some 
technicians already suspected that it would not return in 
its entirety), or for the City Council.

From the first day of the exhibition, the statue was 
attacked: it was bombarded with spittle, eggs, paint, 
berries, graffiti... Independence flags were placed on it, 
rainbow flags, a pig’s head was placed over the horse’s, a 
door, an inflatable doll... On the night of 19 October, a 
group of people threw the statue to the ground, breaking 
it in several places. That same night, the City Council 
proceeded to remove the remains –which were looking 
like part of a new Sex Pistols album– in a couple of 
“Gestió de Residus” rubbish trucks. The next morning, 
the pieces of the sculpture were deposited in the 
warehouse belonging to Museu d’Història de Barcelona 
(MUHBA) in the Zona Franca.

The insurance company’s experts arrive. The work 
had been insured for €250,000 by City Planning, a 
mandatory procedure when a piece of heritage leaves the 
archives for other activities. However, Viladomat’s work 
was not included in the Patrimoni Municipal catalogue, 
only being listed as “street furniture”. The experts 
estimated the damage and repair costs. The insurance 
company would pay for the restoration as long as 
these acts were reported, which they were, but without 
mentioning the names of the attackers, since the City 
Council would look bad for suing people for “having 
attacked Franco”.

The remains of the statue were left in the MUHBA 
warehouse, but this is not exactly the whole story 
either. They were simply left out in the open, covered 
by a tarpaulin, by the building used as a warehouse, 
in a small open courtyard at the entrance – outside, 
essentially. The legal situation of the statue of Franco was 
similar: neither restored, nor archived, nor belonging 
to Heritage, and without the MUHBA being able to do 
anything with it until its status was clarified. No one is 
moving anything: “To touch Franco’s sculpture is to do 
him a favour: it reanimates him” Joan Roca, director of 
MUHBA, said sarcastically.

In 2017, Matteo Guidi held an exhibition at La Capella 
de Barcelona (ICUB) entitled Remover con una vara 
de madera (Moving with a Wooden Pole), in which he 
explored gestuality as a way of revealing the symbolic 
ghosts of the past. As part of the complementary 
activities, the artist and Jorge Luis Marzo carried out 

a performative conference in front of the remains of the 
statue in the MUHBA warehouse. That was the embryo 
of PHANTOM ‘77.

In May 2018, Guidi, Marzo and Rebecca Mutell 
proposed to the Born CCM a project on historical 
memory and Francoism in the evolution of democracy, 
based on the equestrian statues of Franco erected 
in Spain during the dictatorship. Many meetings 
would then take place, in which the caution of the 
Commisionat de Memòria was noted, after all the media 
and political scandal caused by the Born exhibition. The 
City Council seeks, above all, to maintain control over 
the account of what happened. In April 2019, the City 
Council rejects the exhibition proposal.

As we look for new exhibition partners, the piece 
remains undisturbed under tarpaulin. We ask the 
City Council about the possibility of disposing of the 
remains of the sculpture for the exhibition. The request 
is dismissed, in the same way that other cultural requests 
are dismissed, as in the case of the To Lose Your Head 
(Idols) project presented at the Catalan Pavilion of the 
Venice Biennale in May 2019.

We ask the City Council about the possibility of 
scanning the remains in 3D. The request is dismissed 
for copyright reasons, as the copyright is held by the 
artist Viladomat’s family, concerned about the constant 
association between his name and Francoism.

In November 2019, the City Council decides to 
“consolidate” the piece (repair it minimally to make a 
conservation about the remains possible) and store it 
permanently inside the MUHBA warehouse, making it, 
de facto, another member of Barcelona’s Heritage. The 
intention, today, is to keep it in an iron cage – like the 
Valencian one. The unique obstacle course of this piece 
seems to have come to an end, but you never know.
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