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modernist writer and fervent admirer of artistic 
and literary movements such as the Spanish surre-
alism. He is the inventor of greguerías, with which 
he achieved a unique fusion of symbolism, mod-
ernism and avant-garde. Between 1910 and 1963 he 
wrote more than 2,000 of these brief literary com-
positions, and he also illustrated some of them.

His own illustrations would be worthy of a sepa-
rate dissertation and evaluation. However, here 
we will just indicate that in them, the author fo the 
texts himself carries out the transition from literary 
metaphore to visual metaphore in two acts.

Ramón Gómez de la Serna’s definition of gregue-
ría is “daring to define what is undefinable, to cap-
ture what is ephemeral, to accurately guess what 
may be in everybody or in nobody”3.

All things material and immaterial may be the 
object of a metaphore. All words and sentences die 
in their correct, literal origin. They only elevate to 
glory when they are metaphores, because meta-
phores make them abstract, embalmed.

Metaphore multiplies the world, ignoring the 
rhetorician, who forbids linking things only be-
cause they are unnable to achieve such thing.

Gómez de la Serna himself has also defined 
greguería with the following equation: Metaphore 
+ Humour = Greguería.

On his relationship with humour the writer said, 
“Defining humourism in a few words, when it is the 
antidote of the most diverse things, when it actually 
is restoration of all genres to their reason of being, 
is indeed the most difficult thing in the world”4. He 
seems to aim at correcting humour, or teaching 
humour, which has that bitter taste that thinks that 
everything is a bit of nonsense. “What defines me is 
a tenderness for things that resides in my innermost 
self. In the same way that there are protectors of 
animals, I am a protector of things”5. “The supreme 
ambition would be to find things lacking any eas-
ily implied meaning”6. Photography, illustration or 
drawing are but mere visual art media to represent 
visual metaphores. They are a way to represent the 
intentions of artist and author, going across borders, 
they step beyond the line of literary metaphore. Im-
age is, without a doubt, the solution of word.

[Greguerías]
[El ciervo es el hijo del rayo y del árbol.]
Deer is the offspring of ray and tree.
[Hay momentos en que las moscas parecen querer 
arrancarse la cabeza como desesperadas de ser 
moscas]
Sometimes flies seem to want to tear their heads 
off, as though desperate of being flies.

The journey from literary metaphore to visual 
metaphore, through the use of illustration, taking 
as a starting point several greguerías by Ramon 
Gómez de la Serna... 

Greguería, Ramón Gomez de La Serna, illus-
tration, author, metaphor

To speak about metaphore is to draw a bridge 
between understanding, reading and the way we 
comprehend the world. It means using a tool to 
travel beyond a reality (beyond empiric knowledge), 
and it implies an expression in words, image or other 
form of expression within the reach of our thought.

Literary metaphore and visual metaphore, the 
way we understand them and aprehend them vary 
and come from our conceptual system, the way 
we think and experience our daily life. As George 
Lakoff and Mark Johnson explained,  it is only 
through this that we can understand what is behind 
the leap that metaphore, literary or visual, finally is.1

Noël Carroll says that visual metaphore is a 
sub-class of visual images and that it exists only in 
those cases where both homospatiality (common 
elements to one or more or the terms) and com-
posibility (the occurence of something that would 
be impossible in the empirical world of the sub-
ject)2. However, our visual culture is what allows 
us to construct not only a whole world of images 
and metaphoric relationships, but also abstract 
interpretations. The result of the representation is 
always a consequence of the interpretation.

Would it be possible that through interpretation, 
personality, stroke and language, the visual meta-
phore created by the artist and illustrator would be-
come a piece independent from its origin? What is 
the role of illustration when it comes to generating 
a new visual metaphore? How does this process 
take place? When it goes beyond the literary meta-
phore, is it not isolating it, making it independent 
and autonomous? When does it surpass the liter-
ary metaphore? Does it then become independent?
Greguerías and their author

Ramón Gómez de la Serna (Madrid, July 3rd, 
1888 – Buenos Aires, January 12th, 1963), Spanish 
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[Todos los días del limbo son domingo.]
In limbo, everyday is a Sunday.
[Los mejillones son las almejas de luto]
Mussels are mourning clams.
[Lo malo del deseo es que vuelve sin avisar]
The worst thing about desire is that it always 
comes back without a warning.
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Greguerías: 
From left to right, top to bot-
tom.
Nothing more desorientat-
ing than a phone number we 
have written down, but forgot 
whose it is.
— David Van der Veen
Through our eyes life passes.
 — Raquel Carrero
The moon is the porthole in the 
night’s ship.
— Sara Ferreras
Dust is full of old, forgotten 
sneeze.
— Luis Galbis
Children keep their dreams in 
their pencil cases.
— Sergio Gómez
Books are the lifebuoy of lone-
liness. 
— Juan Carlos Martínez Lecina
 Children’s balloons were dead 
scared on the street.
— Sabina Alcaraz
Capitalist is a man who, as he 
speaks with us, pockets our 
matches.
— Marta Tortajada
Dream is a repository of lost 
objects.
— Cristina Alonso
Do not trust too much in your 
own heart, because it will fail 
ultimately
— Carmen Celda Plumé

a piece a bit closer formally, even if it is only through 
the use of logos and the black and white austerity, and 
due to the clarity of its message, we would think it is 
more correct to refer to a version of the well known 
image of Che Guevara23 carried out in 2002 by graph-
ic artist Patrick Thomas, based upon the addition of 
commercial brands, however, it did not have the same 
figurative nor advertising intention that the image 
object of this study actually displays.

As a conclusion
We are before a visual identity project that is 

outstanding in its conceptual strength and its for-
mal originality. Its chosen media is the poster, even 
though the media itself has seen better times, as the 
container of messages that are eminently visual, and 
that distance themselves from traditional advertis-
ing24. As we have seen, the main objective is com-
municating the brand’s set of values, transmitted 
through the representation of great characters of our 
contemporary popular culture and that have become 
universal icons. We have to outline the high level of 
graphic experimentation in each poster, which, on 
top of carrying a subtle advertising (and cultural) 
message, becomes an object with a ludic function, 
with the apparition of a double image that opens ups 
a dialogue with the viewer. Bruno Munari already re-
ferred to this kind of images in this book Design as 
Art, “these double images may be evident or hidden. 
An image can be constructed with the suggestion of 
another image, somehow indicating it, so it does not 
appear suddenly, but it plants a doubt in the mind of 
the other, the second image represented in an am-
biguous way. In this case, the second image functions 
in the subconscious and it may have a more lasting 
effect, since the viewer has found it as their personal 
image within the first image, which is obvious to eve-
rybody25.” That initial ambiguity and the satisfaction 
it offers the viewer conquering a challenge, however 
simple it may be, contain certainly one of the keys of 
the success of this series of posters.
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