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Adell Carmona, Maria: “Bewildered: female characters and performance in Tots volem el millor 
per a ella and Maria (y los demás)”

Two recent Spanish films directed by two young women filmmakers present, as their main 
protagonists, complex female characters who are in a key moment of transition in their lives; a 
painful process which causes them bewilderment, and which puts them in conflict with the people 
around them (lovers, friends but, over all, family). The erratic protagonists of Tots volem el millor 
per a ella - Puzzlement, the second film feature by Mar Coll, director of Three Days with the Family 
– and María (y los demás) – Maria (and the Others), first feature by Nely Reguera, former Assistant 
Director of Coll – are young women suspended in a moment of existential uncertainty which seems 
to replicate, in an intimate level, a period of economical, political and social upheaval in Spain. 
While the representations of masculinity in the Spanish cinema of the recession have been defined 
by neurotic male protagonists of gritty political or crime thrillers (La isla mínima, Que Dios nos 
perdone, Tarde para la ira) who expresses themselves through extreme violence, the 
representations of femininity in Spanish contemporary auteurist cinema have created unstable and 
unbalanced female characters, often at the verge of a mental and/or physical breakdown (Coll’s 
and Reguera’s films, but also La herida, by editor-turned-director Fernando Franco), who challenge 
the traditional Spanish notions of femininity, often closely related to the stability of domestic and 
familiar sphere. 
Far away from the conventional roles of “mothers”, “caretakers” or “homekeepers” – or displaced 
from them against her will, as in María (y los demás) -, these transgressive and hard-to-classify 
women incarnate postfeminist heroines in a country – and a cinema – which, in general, skipped 
the feminist revolution. Through the exhaustive analysis of these female characters in perpetual 
movement (all of them are women “on the run”), and also of the performance and gestures 
(sometimes comic, sometimes neurotic and sometimes openly eccentric) of the actresses (Nora 
Navas and Barbara Lennie) who plays them, this paper wants to show that they are the most 
representative embodiment of the contradictions of contemporary Spanish women – caught always 
between tradition and modernity - and of “The Bewilderment” (first title thought by Mar Coll for Tots 
volem el millor per a ella) of the daughters (and sons) of the much debated Spanish Democratic 
Transition.   
______________________________________________________________________________

Cameron, Bryan: “Crowd Control: Populism, Public Assembly and Institutional Crises in Pere 
Portabella’s Informe general II”

This essay examines the occupation of public space as an attempt to dismantle “la posibilidad de 
una democracia sin pueblo, la posibilidad de una democracia sin voluntades colectivas y sin 
conflicto” (Errejón 85) in Pere Portabella’s 2015 film Informe general II. El nuevo rapto de Europa. 
Highlighting the “expressive function” of popular sovereignty (Inazu 2), I examine the frontier 
between the ‘people and the ‘state,’ reflecting upon what Judith Butler calls the “‘anarchist’ interval” 
(163). These insurrectionary rifts, brought about through public assembly, denote an “extra-
parliamentary power” that can shatter the government’s legitimacy or allow it to function normally 
depending on the will – and the actions – of the people. Portabella’s IG II, as a sequel of sorts to 
his 1976 film Informe general sobre algunas cuestiones de interés para una proyección pública, 
celebrates this anarchic ‘interval’ in its probing examination of state-run institutions in 
contemporary Spain. Like its predecessor, IG II represents a nation on the cusp of a new order, as 
citizens articulate their indignation with the failures of governmental bodies that are no longer able 
to convince the ‘people’ that the state can address their needs due to the severities imposed by the 
empire of global markets.
______________________________________________________________________________



Díaz-González, María-Jesús & Almudena González del Valle Brena: “Crisis, film public policy and 
their effects on Spanish cinema”

Public intervention in the film sector is generally strong all around the world, since film is seen as a 
powerful medium for artistic creation, as well as an opinion shaper. Other reasons may be that film 
is a business sector with specific characteristics and production is usually cost intensive. The 
Spanish film industry, and independent film production in particular, depends on public aid, whether 
direct aid, fiscal incentives, or easy access to bank credit. Ever since the 2008 financial crisis, 
public policies on the cinema and television industries have influenced the possibility of films being 
produced in Spain.
The aim of this paper is to present the general framework that these policies have fostered. 
Consequently, it examines quantitatively and qualitatively what films have been produced, and how 
they have been received by audiences. The paper shows that the financial crisis has allowed the 
Spanish government to justify huge cutbacks in public spending for cultural products, films above 
all, especially since 2012. The reaction of the film industry has been diverse: average feature film 
production costs have decreased drastically; production times have increased for independent film 
projects, and finally, cinema dependency on television business groups has increased.
______________________________________________________________________________

Felten, Uta: “Cuerpo, mirada y género en el women’s cinema español post 2008”

The lecture addresses the need to study the plurality of discourses, looks, and aesthetics 
presented by Spanish “Women’s Cinema”, and reviews the problematic category itself. Such films, 
furthermore, need to be considered as points, or knots, in a network, in Foucault’s sense: as an 
intergenerational and intermedial network that will help construct a genealogy of “Women’s 
Cinema” in Spain. The specific post-2008 period prompts the following questions which the lecture 
addresses:

1. What do we understand by the term “Women’s Cinema”?
2. Which are its main representative examples in the period in question? and in what 

discursive tradition do they place themselves?
3. Are there certain strategies, figures and discourses that point to a continuity in 

contemporary women’s cinema?

Two films are used to discuss these questions:
1. Mapas de los sonidos de Tokio (Isabel Coixet, 2009), as  representative of a transnational 

wave of women’s cinema and of a desire to recodify Hollywood (especially noir); 
2. Mejor que nunca (Dolores Payás, 2009), as representative of  Spanish feminist cinema’s 

recourse to intergenerationality and intermediality, and of a desire to recodify norms y 
stereotypes within the epistemology of Western sexuality.

______________________________________________________________________________

Fibla-Gutiérrez, Enrique: “Cinema of crisis and the documentary impulse; the UPF Master in 
Creative Documentary” 

In this paper, I analyze how contemporary Spanish documentary has reacted to the two crises that 
have deeply affected the country’s film industry in the last years; the financial crisis and the crisis of 
legitimacy of Spanish cinema amongst spectators and critical discourse. Specifically, I look at how 
the Creative Documentary Master of the UPF (Universidad Pompeu Fabra) has fostered an 
alternative documentary culture aimed at reconciling cinema’s role as a critical observer of 
neoliberal development in Spain. Through a series of documentaries that have emerged from the 
UPF Master – such as Mercado de Futuros (Mercedes Álvarez, 2011), En Construcción (José Luis 
Guerín, 2001), Aguaviva (Ariadna Pujol, 2005),  Demonstration (Victor Kossakovsky, 2013)  and 
especially La Plaga (Neus Ballús, 2013) – I explore how a segment of Spanish cinema has reacted 



to the economic crisis in a modest but important act of resistance, bearing witness to the forces of 
globalized capitalism that have deeply affected the country in the last decade. These films, and the 
movement they have created, become spaces of resistance because they offer us a paused and 
critical observation of what scholars like Luis Moreno-Caballud call the “rubble” of contemporary 
capitalism, reacting against the annihilating and homogenizing speed of social, cultural, and 
political developments. 
I focus on the university institution itself as a state-funded space of resistance to the “unthinking” 
dynamics of the Spanish commercial film industry, especially in terms of its relation to actuality. 
Indeed, thanks to the specific production temporalities fostered in the Master, its films have either 
reacted very fast to unfolding events, or allowed themselves a necessary slow pace to observe 
changes in society that are usually invisible for mainstream media. I finish the paper with a specific 
case study that has emerged from the UPF context; La Plaga (Neus Ballús, 2013). The film, which 
I describe as a “neoliberal western”, depicts how people survive as globalized capitalism remaps 
and redefines their lives. I argue that La Plaga’s focus on weaving solidarities between the 
oppressed points to how Spanish contemporary cinema can overcome its double crisis through 
committed and critical films that seek to examine the fractures and disruptions caused by large-
scale processes that affect localities and ways of life (Nair, 2013: 174). In other words, this paper 
argues for a Spanish cinema that chooses the struggles of the everyday over escapist and 
stereotyped narratives of the crisis. It does so while promoting a local film industry that, although 
humble and modest (and not without its problems), is perhaps the seed for a future Spanish 
cinema that can speak both to the public’s reality and against the neoliberal conquest of every 
realm of society. 
______________________________________________________________________________

Gómez-Barranco, Emilio: “A Backup Plan for the Otro Cine Español: Counter-Hegemonic 
Curatorial and Programming Policies in a context of crisis”

The Otro cine español has often been defined as a ‘resisting cinema’ that fights against the 
uniformity of the hegemonic aesthetics and narratives. This spirit of resistance can also be found in 
those curators and programmers that provide this ‘other’ Spanish cinema with an alternative 
network of exhibition spaces. In a crisis context, some cultural institutions have turned into counter-
hegemonic centres, acting as compensatory platforms for these marginalised practices which are 
often neglected by a box office-driven commercial circuit. In this regard, the proliferation of self-
managed cooperative cinemas (Numax in Santiago de Compostela, ZumZeig in Barcelona and 
CineCiutat in Palma de Mallorca, for instance) and the commitment of certain cultural centres’ 
curatorial policies (Museo Reina Sofía in Madrid, CENDEAC in Murcia and CCCB’s Xcéntric in 
Barcelona, among others) have initiated a turning point in modern Spanish cinephilia.
______________________________________________________________________________

Kovacsics, Violeta: “Rethinking the Spanish Transition”

For some Spanish filmmakers, the Spanish Transition, the political process that lead Spain from 
Franco's death to democracy, hasn't finished yet. At least, that is what they express in their films, 
that reflect on the present through a look at the past. 
Franco died on 1975. Since then, democracy has been apparently easy, but the financial crisis 
lead the country to a political crisis. The younger generations, the people that didn't vote for the 
Spanish constitution of 1978, are very critical with the politics that took place at the end of the 
Seventies and the beginning of the eighties. Luis López Carrasco, the director of El futuro, was 
born in 1981. Alberto Rodríguez, the author of La isla mínima, was born in 1971. Both films depict 
the Spanish Transition as a period that must be rethought and as the main cause of Spanish 
contemporary political problems.
El futuro is a low-budget film that runs during a whole night, in an apartment, where a party is 
taking place to celebrate the socialist victory in the 1982 election. The party works as a moment of 
euphoria. The film tries to explain how the euphoria disappeared, how the hope that came with 
democracy has vanished. La isla mínima, Alberto Rodríguez's thriller, is about a serial killer in 



Andalusia, the south of Spain, an area that has been considered historically leftist and working 
class. The film is set in 1980, and the Franco regime is still present at some point.
Through this two examples, and several more (La décima carta, El hombre de las mil caras, Las 
más macabras de las vidas, Los materiales), both low- and big-budget productions, the paper 
would focus on how cinema is representing one of Spanish contemporary main political concerns: 
the idea of a Transition that didn't mean the end of the Franco regime and that still today has its 
power.
______________________________________________________________________________

López Terra, Federico: “Culture of Resistance and Insistence in current Spain”

If there is one word that almost automatically summarises the current state of Spain that word is 
‘crisis’, at least since that now seemingly remote 2008. Almost 10 years of ups and downs in 
Spanish history, with definitely more ‘downs’ than ‘ups’. However, and paraphrasing the famous 
Spanish saying, there is no crisis that can last 10 years without semantically developing.
Since 2008 the crisis has started developing as a concept and, as such, has also started to change 
its hermeneutic power. What the crisis meant from 2009 on cannot be explained solely in economic 
terms. The crisis in Spain has changed (or at least triggered the change of) the whole political, 
institutional and social scenario. A new culture of ‘resistance’ has taken place aiming to challenge 
the limits of what has recently been baptised as ‘CT’. However, another form of resistance ‘insists’ 
on the official narrative of the CT in an attempt to counteract the effect of the other trend fostering a 
change of narrative. The tandem change – preservation is to a large extent a useful hermeneutic 
tool to interpret Spanish new (renewed) time.
This paper aims to examine these dynamics by the analysis of public discourse from different 
sources.
______________________________________________________________________________

Loxham, Abigail: “From activist to alcaldessa; post-crisis and post-feminist readings of Ada Colau”

In this paper, through a close reading of the documentary film Alcaldessa (Pau Faus, 2016), and 
with reference to a selection of media texts and interviews, I examine the ways in which Ada Colau 
has come to represent a type of post-crisis politician that unsettled the established political elites in 
Spain in the years following the crisis. This mediatised version of the new mayor of Barcelona is 
both dependent on her femininity but also limited by it. In a reading informed by celebrity studies 
and accounts of our mediatised relationships with public figures I consider this as part of a global 
media and political landscape which constructs politicians through recourse to personality and 
foregrounds, in certain media, biography rather than policy.  I examine the ways in which the 
(contradictory) discourses of neoliberal postfeminism are challenged when a female politician 
seeks an autonomous political power and continued activism which threatens to undo the politics 
of neoliberalism that have ‘granted’ her this platform in the first place. I will use the documentary as 
a case study and examine its attempts to counteract or perhaps contradict this limiting view of Ada 
Colau which foregrounds her gender, and her motherhood, but that in doing so establishes her 
femininity as a pivotal element of her continued political success.
______________________________________________________________________________

Mira, Alberto: “Style and politics: povera realism in A puerta fría (Xavi Puebla, 2012)”

From Buñuel to Bardem to León de Aranoa, realist styles have always been at the center of 
Spanish cinema, and realism has been privileged by critical evaluations. Then again there neither 
a single realist aesthetic nor realistic style always means the same. In Franco times, realism was a 
political response to the regime's ideological mystifications, and in the Transition realism became 
something of an objective criteria for "quality". The 2008 crisis hit Spain badly and the realist 
tradition proved again a useful tool to deal with the new situation. Some films took the crisis as a 
topic. But this paper will focus more on stylistic choices and how films can use of a new approach 
to screen realism to convey the crisis not just in terms of a theme, but also in terms of mise en 
scene. As the first decade of the XXI Century ended, notions of realism were represented by two 



diametrically opposed approaches. On the one hand it was the spectacular attention to detail and 
recreation or reality afforded by CGI. Alex de la Iglesia used this approach in Balada triste de 
trompeta. Such realism is spectacular and, leaving aside any attempt to transparency, calls 
attention on itself and chimes in with an "attractions" approach to style. There was however, a 
second approach to film realism realism, that feels more appropriate to deal with the implications of 
the crisis. I will be calling this "povera" realism, and the style results in typically small films more 
based on actors and situations than in recreating details. The povera style can work in conjunction 
with the film's narrative to enhance its impact. In order to illustrate how the povera works in the 
context of Spanish cinema of the 2010s I will look into A puerta fría (2012) an intense story about 
the stakes of the economic crisis. I will look at a number of areas where the povera style is clearly 
articulated: acting and use of close ups, use of lighting, editing and sound, for instance, and assess 
how the use of realism makes for a deeper engagement with the crisis.
______________________________________________________________________________

Oliveira, Rui: “Spanish horror co-productions in the post-2000 revival: new partners and 
challenges”

The expanding field of transnational cinema calls for a deeper exploration of the co- production 
model. The nature of co-productions is particularly prescient when thinking about the transnational 
context of the European film industry in general, and the European horror industry in particular. 
The international co-production model allowed Spanish horror cinema to become a transnational 
product. From the mid-1960s to the early 1980s, Spain was one of the European countries 
benefiting from the co-production model, especially in genre cinema, along with Italy. After the turn 
of the millennium, while Italian horror production has been mostly relegated to the video and online 
markets (Walker, 2016), Spanish horror, comparatively, peaked in production, gaining critical and 
commercial success during this second period. 
Building on recent work on the historical and industrial contexts of Spanish horror cinema, such as 
Antonio Lázaro-Reboll (2012) and Nicholas Schlegel (2015), this paper examines Spanish horror 
co-productions from this second period, their distribution trajectories and reception, in order to 
understand how the changes in the Spanish horror film industry influenced the evolution of the 
genre in Spain. 
Drawing from primary archival material, the paper will show it is possible to identify a contemporary 
(second) period for Spanish horror co-productions. In order to overcome mostly financial 
difficulties, changes in the production sector promoted a diverse international cooperation and 
allowed a new transnational success for Spanish horror cinema. This paper will look at the horror 
co-production output in the second golden age for Spanish horror and the companies who have 
played an important role in this revival, as well as their international partners. It will also analyse 
how the crisis has affected them. 
Case studies include production companies such as Sogecine and Filmax. Both companies have 
produced many of the international hits from the Spanish horror cinema of the post-2000 revival. 
______________________________________________________________________________

Pastor-González, Victoria: “‘A form of last resort, a way of doing things when conventional 
documentary can’t cope’, How Spanish Docudrama became Political”

With titles such as 23 F : El día mas difícil del Rey (2009) or Adolfo Suárez: el presidente (2010), 
Spanish political docudrama in the last decade has served as an arena to recreate historical 
events and construct or reassert the foundational myths of the modern Spanish democracy. This 
scenario has been somewhat disrupted by the arrival of B, la película (B, the movie, David 
Ilundain, 2015), a film that dramatises the events of the 15th of July 2013 at the Spanish National 
High Court when Luis Barcenas, ex-treasurer of the Spanish conservative party declared in front of 
the Judge Pablo Ruz regarding a case of illegal political funding. 
This paper argues that B, la película signals an important shift in Spanish contemporary 
docudrama at many levels. Financed through a crowdfunding campaign and shown on demand in 
community spaces, it disrupts traditional production and distribution models. Formally, it abandons 
historical recreation and dramatic reinterpretation in favour of minimalistic scenography and faked 



surveillance footage. Based on the original stage play Ruz/Barcenas (Jordi Casanovas, 2014), the 
script was assembled entirely out of verbatim, a first in contemporary Spanish docudrama that 
tends to use historical documents and memories as sources.
The film evidences also a reassessment of docudrama on the part of creators and audiences who 
consider it now a space to discuss controversial subjects. Frequently described by his director 
David Illundain, as “una película necesaria” in the context of contemporary Spanish politics, I would 
argue that this was also a necessary film to prove the maturity of Spanish docudrama. Whilst this 
genre in other media cultures developed in close proximity to investigative journalism, Spanish 
contemporary docudrama has been dominated by a return to the past, discourses of consent and 
the internal politics of television channels and the yellow press. Illundain’s experiment 
demonstrates that docudrama is as a unique genre, able to contain the narrative excesses of 
Spanish politics in a shell that claims to possess the accountability of documentary and the ethical 
commitment of investigative journalism. Whilst firmly grounded in reality – with its unrelenting 
recitation of facts and figures – the success of B, la película resides in its capacity to connect with 
pre-existing anxieties of an audience struggling to respond to a real event that is farcical and 
disturbing in equal measure. As such it institutes in the Spanish context the notion of docudrama 
as ‘a form of last resort, a way of doing things when conventional documentary can’t 
cope’ (Woodhead, 1981).
As the best examples of docudrama, B, la película is cleverly persuasive and it is not surprising 
that a number of political parties would use it as a propaganda tool to illustrate their anticorruption 
message. In spite of this political connection, the film has been widely praised by audiences and 
critics for its artistic quality and may have inaugurated an era of politically committed docudrama in 
Spain both on screen and stage. 

References
Woodhead, L (1981)'The Guardian lecture: dramatized documentary', in Alan Rosenthal (ed.) Why 
Docudrama? Fact-Fiction on Film and TV (Carbondale: Southern Illinois University Press).
______________________________________________________________________________

Sánchez Marti, Sergi: “Return to the past. From El futuro to Arrebato, notes on the crisis as a side 
effect of the democratic transition”

El futuro (2014), by Luis López Carrasco, is situated in 1982, when democracy begins in Spain. 
Two years before, in 1980, "Arrebato", by Ivan Zulueta, premieres in theaters before the 
indifference of the public and the admiration of critics. Sublime example of the new Spanish 
cinema made in the margins of industry and born in the shadow of the crisis, "El futuro" examines, 
with the style of a 'home movie' in which the dialogues are heard as a background noise off by the 
music, the final party of the young people of the transition, and also a vision of their future 
decadence. Political cinema conceived politically by form and content, "El futuro" is offered as an 
abstract, conceptual diagnosis of the current bankruptcy of Spanish society. This paper intends to 
put into context the findings of Lopez Carrasco's film, making it the heir of the masterpiece of 
Zulueta, a film that was born, on the one hand, as a testimony of an era of infinite creative freedom 
and, on the other hand, as beginning of a way of renewal of the Spanish cinema that, in the 
eighties, did not find continuity. Until now.
______________________________________________________________________________

Suárez, Marta F.  “The Spanish Financial Crisis: Culprits and Pardon in El desconocido (Dani de la 
Torre, 2015)”

El desconocido (Dani de la Torre) is a 2015 Spanish film, released as Retribution in the UK and 
currently available through Netflix. The plot follows Carlos, a wealthy bank director driving his 
children to school, who is asked by an anonymous caller to provide him with a large sum of money 
or the car in which they all travel will explode. Whilst this premise situates the film in an action road 
thriller, not very dissimilar from Speed (1994), the context locates the narrative before the media 
announcement on the toxicity of the “preferred sales”, which had a great financial impact in savings 
investors. Despite not offering a wide look of the economic context, this paper argues that the film 



delineates the forces behind the Spanish financial crisis by framing the plot as a narrative of 
revenge with three vertices: bankers, customers and communication. 
Carlos, the banker, is introduced clearly aware of the ethical issues surrounding the sales of the 
investments to retail customers, as they were made not only under false claims of safe 
investments, but these kind of financial products were never intended for other than corporate and 
financial institutions, which could afford the risks involved. The unknown caller, Luis, will be 
presented through the narrative as the victim of financial practices. Having first lost his home, his 
wife then commits suicide due to debt and financial pressures. Set in a path of vengeance against 
those who sold him the investment, he puts bombs under the seats of both the director (Carlos) 
and the vice-director (Victor) of his branch. These two characters will be connected through the 
story via a mobile phone, which instead of providing a way for understanding and communication, 
appears as a threatening instrument. Similarly, other technological gadgets are represented not as 
facilitators of communication, but as disruptive to human communication. Technology here does 
not improve the self (Haraway), but instead appears as a barrier to human relationships, a noise 
channel that does not allow understanding of one another. This idea is highlighted further when the 
only moments of empathy and understanding in the film come at the exact times when technology 
is not being used or has been removed. The economic crisis is thus perceived not only as the 
result of banking practices but also of processes derived from miss-communication and 
displacements. In this sense, Zygmunt Bauman’s work on ‘waste’ and ‘places of consumption’ 
informs the central argument regarding (dis)connections and (de)humanisation, which are 
identified in the film as crucial factors in the causes and development of the crisis.
The analysis also evaluates the way in which the places in the film track places of greed and 
wealth, shaping a journey of reconnection with the human self that requires inhabiting places within 
the concrete space. As part of this reconnection, which symbolises the humanisation of the banker 
and therefore is linked to a symbolic pardon, places and object that represent wealth are left 
behind and destroyed as the narrative progresses, creating a story progression in which Carlos 
finally accepts his role in the preferred sales, understands the consequences of his actions and 
chooses a different path for his future, leaving the banking sector as a result. 
Finally, a comparison between an earlier script and the film informs a discussion regarding the way 
in which revenge and justice are conveyed in each version, with some of these changes 
dramatically shaping notions of justice and pardon in the context of the financial crisis.
______________________________________________________________________________

Tomlinson, Nicola: “Strength in numbers? Images of post-crisis precarity and resilience in short 
films from Filmets Badalona and the Festival de Cine Europeo de Sevilla, 2016”

The global financial crisis of 2008 exposed fault lines not only in Spain’s economic system, but in 
the nation’s very cultural identity and social fabric. Citizens protested at feeling disregarded in 
austerity measures perceived as severing support for those most in need, and it has been argued, 
for example, that the financial crisis contributed to recent increased support for Catalan 
independence (Dowling 2014). 
The 2016 editions of Filmets and the Festival de Cine Europeo de Sevilla featured a number of 
short films offering diverse perspectives on post-crisis Spain, with a marked focus on the urban 
reality of many individuals and their negotiations of personal crises. Drawing upon notions of the 
public and private spaces of the city offered by Ali Madanipour (2003, 2015), this paper analyses 
the themes of precarity and resilience in these films as expressed through the motifs of the 
individual, the family and wider Spanish society. This exploration serves as a point of departure 
from which to explore the responses of filmmakers, and by extension, the cinema industry, to the 
aftermath of the crisis and the destabilisation of the Spanish economy. Ultimately, it is argued that 
these films employ the metonym of the home in order to stage and scrutinise the precarity faced by 
the protagonists. The homes in these short films house dysfunctional family relationships, 
individuals struggling to assume their desired place in Spanish society and those on the verge of 
eviction. The counterbalance to the protagonists’ circumstances is revealed to be the community, 
which is depicted in different ways through the three texts as assisting them through their lived 
uncertainties.
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______________________________________________________________________________

Triana Toribio, Nuria: “It’s 1977 once more: Nostalgia and Grassroots Initiatives Responding to 
the crisis.”

In September 2016 the “Asociación Vecinal Oviedo Redondo” organized a series of out-door 
screenings, bringing films to the “barrio antiguo” that enfolds Oviedo’s cathedral, bringing films to 
car-less citizens. The initiative was crucial for a city that has lost its city-center cinemas and relies 
on out-of- town multiplexes. One of these screenings was of the independently financed 
documentary De un tiempo libre a esta parte (2015) by Beatriz Alonso Aranzábal, a participant in 
Spanish Punk / la Movida who played keyboard in the band Los Monaguillosh. In a conventional 
documentary style, through interviews and with the use of stills of concerts, covers of fanzines, and 
photographs, she weaves a tale of memories of the creative teen years of her protagonists, 
focusing on Madrid between 1977 and 1984. The documentary and its screening through a 
grassroots initiative, sit alongside other more publicized and researched responses to the 2008 
crisis, such as thrillers on corruption, or the recent formation of lobbying collectives of filmmakers 
outside the Academia. Here the response is a retreat to nostalgia, which produces eloquent 
silences and sounds about la Movida.
______________________________________________________________________________

Vidal, Belén: “A somatic poetics of crisis cinema”

As the double-dip economic recession is progressively internalised by Spain’s psyche, ongoing 
cultural production - including film production - externalises its symptoms. This paper looks at 
fiction films released between 2012 and 2014 which, while not directly responding to the 
recessionary context, figure the (female) body as the visual site of crisis. Stockholm, La herida and 
especially Magical Girl construe a vocabulary of embodied gestures. One in particular recurs time 
and again: a woman wilfully lacerating her body.  In films otherwise fraught with narrative gaps and 
ambiguities, gashes and wounds stubbornly remain visible evidence in search of a cause. 
Furthering the critical conversation initiated by Allbritton (on cinematic metaphors of physical 
vulnerability and precarity) and Labrador (on the imaginary of biopolitical violence under the crisis) 
among others, this paper connects performative gestures with states of diminished agency and the 
stagnation of the narrative of social change underpinning crisis cinema.  Although it is tempting to 
read the wounded female body as a literal symptom of the national body in crisis, the notion of a 
somatic poetics may more accurately capture the de-nationalised filmic construction of affective 
states that speak of broken social links contaminated by the dynamics of neoliberal debt, and the 
resulting alienation that estranges subjects from their bodies, which manifests in the acting styles 
on display in these films.
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