Throughout the 1960s, Picasso grows older and Dalí feels bolder towards the former,
more powerful and resolute in his aesthetical reasoning. This becomes clear during his
interviews with Alain Bosquet. Dalí brags about his La cena (1955) being better than all
Picasso’s works put together. He argues that he can paint better than him, because Picasso wouldn’t even know what colours to use. Finally, his statement seems to suggest
that, in spite of his great admiration towards him, he finally managed to kill Picasso:
“[…] the feelings between the two of us are indeed ambivalent. In regard to myself, Picasso is dead: he became my father, and my subconscious ambition was to be unfaithful
to him, to kill him.”[31]
In The Hallucinogenic Toreador (1969-1970), Dalí puts an end to the fight against Picasso. In 1970, he sends him a last postcard, trying to visit him, his master, one last
time. But Picasso dismisses him and they never meet. The Toreador painting is extremely complex. Dalí erects himself as the winner of the History of Art of the 20th Century against Picasso, by means of a compelling bullfighting metaphor that had made a
huge impact on him: the death of the bullfighter Manolete, killed by a bull in 1947. The
image represents precisely, under the form of a hallucinogenic dream, that which he
wishes to convey. Let’s note again that Manolete’s death occurred in the same year that
Dalí painted Picasso’s portrait with a carnation at the base of the pedestal. The carnation is the same flower that adorns the deceased fighter’s costume. In 1958, Dalí published some sketches on the same subject in his book The Death of Manolete (1958).
Dalí explains that, a few years earlier in New York, he had discovered a brand of pencils
called Venus. And it is in the shadows of the Venus of Milos where he discovers the face
of Manolete, as shown in The Face (sketch for The Hallucinogenic Toreador, 1968-70).
The bullfighter appears as a specter, hidden behind a real Venus, which is repeated as
she reappears, crowned by phosphenes – also called after-images – which become visible when we press our eyes closed, or in the first stages of sleep. It is,
without doubt, a dead bullfighter. Death is the true protagonist of the painting, a
vanitas of History of Art told as a dream. The bullfighter wears a white shirt and a costume that blends into the dead bull’s head; he also wears a green tie, maybe a homage to
the

Picasso is the main character, represented as the ‘dead bull’, with the lances still stuck in
his body. He’s the same character Dalí described in his first critique of Picasso’s work, in
1936, on the occasion of his exhibition at the Sala Esteva in Barcelona. The decomposing
bull’s head sinking into the sand of the beach in Portlligat (it isn’t the ring’s sand, but
Dalí’s landscapes sand, where the craggy rocks seem to merge into the mountains of
Montserrat – on the right corner of the painting – with a flower that resembles a carnation). The bull is surrounded by flies, who are attracted by the putrefaction, and are similar to those often depicted by Velázquez and Zurbarán in their mystical still lives;
though, in this case they are stereoscopical cherries. These flies also evoke Saint Narcissus’ miraculous flies, which drove Louis XIV’s French troops away from Girona in 1653.
In this case, however, the flies resemble helicopters, or auto rotatory devices, such as De
La Cierva’s, something also noted by Descharnes.
There’s a Cubist scene, opposite the bull’s snout, in the left corner, almost outside the
painting. It shows the same image of the Venus again, declaring the death of Cubism –
including Dalí’s own Cubists works. The child is Dalí, dressed as a little sailor, as in his
work The Sex-Appeal Spectral (1934), and he regards the scene, impassive, as if it was a
childhood dream.
In the left half, the Venuses, with their backs to the observer, show open windows in
their torsos, like those in the painting The Weaning of Furniture-Nutrition (1934). In
the middle of this sequence, an athlete – maybe Dalí, as the winner – offers the ears and
tail of the dead bull to Gala, who is wrapped in a mystical aura.
Picasso has finally been defeated by Dalí on the arena of art. Picasso, the inventor (together with Juan Gris) of Cubism and of the ugliness of modern art, is defeated by the
classic “beauty” of the Venus of Milos. Or perhaps he is defeated by his own ugliness,
used against him by Dalí. Dalí’s mysticism is the winner of the fight against aesthetic ugliness in the 20th Century. From now on, the fight will take place on the new arena of the
Teatro-Museo Dalí of Figueres, where Gala will be at the helm of the new vessel of universal aesthetics.
-- PILAR PARCERISAS, January 2015
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