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Abstract: This article focuses on how Spanish cinema production has echoed the neoliberal Eurozone cris
of 2008in mainstream (large and medium size productions)jraitsl "opposite" the independent sector,

and how the effects of the crisianbe glimpsed (within the independent sector) on music (mostly Punk)
documentaries which are not ostensibly about the economy, current politics or even the present. | sugges
course through the different waiyswhich Spanish cinema has been toudethe crisis: through the films

of "crisis cinema'to those that focus on the 1980s and early 1990&tisipduth led and Punk inspired

musical revolutions, vialins whose strategis to address the 20a8 2017 periodn anindirect manner, or

to retreatto the pre-2008 pasily ultimate aimis to prove that this seismic changeSpain’s society has

forced are-engagement with the present and the past.



Este articulo se centra en como la produccién cinematografica espafiola se ha hecho eco de la crisis
neoliberal de la eurozona de 2008 en el cine para mayorias (producciones grandes y medianas), y en
su "opuesto" sector independiente, y como se pueden vislumbrar los efectos de la crisis (dentro del
sector independiente) en documentales de musica (principalmente Punk) que no son ostensiblemente
sobre la economia, la politica actual o incluso el presente. Sugiero un recorrido a través de las
diferentes formas en que la crisis ha afectado al cine: a través de las peliculas de "crisis del cine" a las
que se centran en la década de 1980 y principios de 1990 y las revoluciones musicales dirigidas por
jovenes e inspiradas en el punk, a través de peliculas cuya estrategia es abordar el periodo 2008 a
2017 de manera indirecta o retroceder a un pasado anterior a 2008. Mi objetivo final es demostrar
que este cambio sismico en la sociedad espafiola ha creado un nuevo compromiso con el presente y el

pasado.

Keywords. Spanish cinema, crisis, mainstream cinema, Punk documeni@aiésyida

Palabras clave: Cine espanol, crisis, cine para mayorias, documentales sobrdd@Muakjda

[T]he crisis discourse has become intrirtsithe very ideaf Spanish national cinema, actiaga
smokescreen covering up structural problems ([Luis Alonso Garcia] 2003: 8-9asdbekector’s
over dependence on subsidies lavishgthe first democratic government, the proliferation of non-
viable production companies and the shrinkafigelevision investment into film production since
2002 all key factorgn anailing industry that suffers from endemic de-capitalization and
atomization (Ansola Gonzalez 2003: 50-3m)short, the current discourse of the crisis simply
exposes more sharply the historical ghettoizatio8panish cinema withirts domestic market,
condemnedo occupy the position of cultural "other" with regaodts primary target audience

(Castro de Paz and Cerdan 2003: 8). (Kourelou, Liz and Vidal 2014, 144)



Imagine a word cloud formed from writing on Spanish cinema. Crisis would be one of the biggest, boldest
and closest word® its centre. Researchers on Spanish cinema have been longofvdeyvord ¢risis”.

As Kourelou, Liz and Vidal explaim "Crisis and creativity: The new cinemas of Portugal, Greece and
Spain’, in the quote that prefaces this article, the neoliberal Eurozone crisis of 2008 came along and made
the "other crises" recede into the background but not disapgfsetirey arguewe cannot interpret howhe
Eurozone crisis affected Spanish cinema without keeping the “crisis meadjackdrop since one effect of

the brutal cuts of 2012 has beerstrip bare a system that was defective and highlight that Spanish cinema
production has not been the first choidéts supposed "natural” audience since the end of the 18170s,

spite of or, precisely because, of the adjective "national” attdotfiahs.

The "crisis mode" askssto put a lot of stockn headlines suchs"Ayudasal cine espafiokl diagndstico
de un enfermo terminal” (Reviriego 2012), "Silencioo serueda” (Sarda 2013) and "El cine (espafiol) ha

muerto” (Vaya 2013), publishexcuts brought ailing cinema productitma total halt.

Una larga década de desgaste continusqueflejaenel nimeroderodajes. A mediados de abril,
en Espafisehabancomenzado 28 peliculas, un 15% menosegueismo mes del afio pasado y
casi un 50 menos qum 2011. Y eso quka industria aun arrastra proyectos aprobados hace dos o

tres afos...). Peroen2014,el paron puede ser brutal. (Sard.p)

" "In the petiod 1970-5, the market share of Spanish cinema was greater than that of US films; in 1977, they
balanced each other out; and from then on Spanish cinema would never come close to challenging US cinema’s
supremacy (José 1 Solsona, 1989)’ (Palacio 2013, 475). Evidently, as Palacio goes on to argue in his chapter, the
conditions in which the two film industries compete are unequal, but this factor cannot explain that supremacy
by itself. Spanish film researchers have long explored cultural and historical reasons behind the fact that "[s]6lo

un pufiado de peliculas consigue conectar de alguna forma con los espafioles” (Fecé and Pujol 2003, 64).



Radical cutsn state investment and changes financing model should translate into fewer filasthese
wordsby Juan Sarda attest. But the resilience of produsetaggering and the “crisis mode" which made

us fear for the amount of films being made, skewed our sympatities wrong direction, becauasJosé

Maria Alvarez Monzoncillo and Javier Lopez Villanueva explain, the Eurozone crisis aPB ¢hes have

not meant that fewer films are made, but more (2016, n.p). Where, then, have cuts been implemented? Tl
answeiis in the production quality of these films and the conditions and work security of workbesfilm

sector?

This article focuses on how Spanish cinema has respaodeel crisisn mainstream films, how the crisis
and the present have become subject matter permeating mainstream cinema of all@dortss,it is

first necessaryo distinguish between a "crisis cinema'the way that Dean Allbritton speaks of, and those
films where the crisigs more obliquely present. The former represent victims of the crisis directly, victims

who gain some kind of revenge eviartheir misery:

Thesefilms’ perpetually scrappy protagonists, unlike many who are parabyzsensations of
precarity, find recoursm unorthodox actions that theoretically undermine the institutions that have
placed thenin such states. When the bank, the banker, the capétiésge are crushingne’s

potential for living out the "good lifedsit has been imagined, the institutions must be brought down
— albeit safely, on screen, aimda manneso surreal thait has likely lost any potential radicality.

(2014, 104)

* "Bajan los costes de produccién con la crisis, se hacen mas peliculas mas baratas, pero este descenso afecta a la
calidad de los proyectos y de las condiciones de trabajo de la industria. Hay pocas productoras solventes que

controlan el mercado." (Alvarez Monzoncillo and Lépez Villanueva 2016, n.p)



Films of this type that Allbritton analyselsa(chispa déa vida, Alex dda Iglesia; 5 metros cuadrados,

Max Lemcke and Los ultimos dias/Els ultims dies, David and Alex Pastor) have medium size budgets, are
producedby minor or medium size independent producers with some contribution from regional and
nationalTV networks, and are distributég smaller, independent companies sasiA Contracorriente.

Films from this category may have been received positatdistivals and obtained Goya nominations, but
they have not received the full endorsenwithe mainstream hegemonic film cuktihrough Goya

awards® In contrast, films of sizable budgets with money from private television companies (Antena 3 and
Telecinco, througlits production divisions Atresmedia cine and Telecinco cinema, typically), sometimes
working with larger, more established hegemonic producersagkehrique Cerezo P.C., may pay attention

to the crisis, but do not tertd point fingersat the system. They avoid commenting on institutions directly

by focusing on corrupt individuals within the system, positioning thaetsen appleso bear the brunt of the
blame or ambiguously atoning for their pessome manner. Another strateigyavoid openly criticizing
neoliberalismis setting the plots the years before the crisis. Some major box office successes and Goya
winners since 2008 have seemingly sidestepped the crisis altoggthekingto the past. For instance, and
focusing on the Best Film Goya winners of late, Tarde paita (Raul Arévalo2016)is setin 2007 (the

year before the worldwide financial collapdeg,isla minima (Alberto Rodriguez 2015) has a plot that takes
usto the years of early democracy when another crisis, that of Post-73, looms larges§uit con los

ojos cerrados (David Trueba 2018¥etin 1966, Blancanieves (Pablo Berger 201r8the 1920s antlo

habra paz para los malvados (Enrique Urbizu, 2011) focusetroa around 2004.

As well asthese responséa the crisis, | will examinén this article another sectof Spanish cinema that

takes up the past responseo a crisis-ridden present. Recent, mostly independently financed music

> Los diltimos dias was Premi Gaudi to the best film not in Catalan language in 2014. As Allbritton admits in his
study its science fiction plot makes it a film that "at first glance may not seem to be an example of crisis cinema

in Spain" (2014, 111)



documentaries also focus on the late 1980s and early 1990s, and particularly on Punk and Nueva Ola
movements. Notable examples &tgeor dios (Alejandro Montes, Daniel Arasanz and Nico Tarela 2010),
Siyo fuera tume gustarian los Cicatriz (Jorge Tur 2Q,1%enid a las cloacas (Daniel Arasanz 2010

Peligro Social (Guillermo Tupper 2013), Rock Radikal VaseoGran Martxa de Los 80 (Begofia Atuxa
2013) andDe un tiempo libre a esta parte (Beatriz Alonso Aranzabal 20ltme a fewMy argumenis

that these music documentaries do not allow agdn take much of a respite from the present

comforting nostalgia, they engage with the crisis. e specificities of the Spanish case, the 1980s and
early 1990s are the timésgo backto reflect on what went wronig the process of democratization. From
today’s perspective, the process of transitiefar fromanunqualified succesgt: created blind spots and
maintained inequality and privilege. For those who cling onto the teleological story of progress,
modernization and Europeanizatithat paints the political, economic, social and cultural transition from the
dictatorshipasa success, retracing the peaihleadto being confronted with the stories that were edited out

and provoke a much-needed rethink.

Mainstream responsesto thecrisis

Starting with, the first group, those filnage canconsider mainstream, one respottsthe crisis has bedn
identify those responsible for the crisis and how workers, the mortgaged, and other debtors suffer. The
subject matter might include ladrillazo, banking crisis and rescate, political and corporate corruption, tax
evasion, ecological scandals and ¢bencil’s implicationin these. The plots focus on housing scandals,

youth unemployment, precariousness, and other fallout from the crisis.

A good placeo start a survey of such films Mi gran noche (Alex dia Iglesia 2015). Heres a
mainstream film that addresses the precariat within the film industry ligeatiakingits protagonists those
members of the acting profession most expdselde crisis: the figurantes con o sin frase (extras with or

without speaking parts). The plot & gran noche revolves around the filming during October 2015 of a
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New Year’s EveTV Special for 2016. One of the main characigthe extra, Jose (Pepdn Nieto) whko

sentby the unemployment officasa lastminute replacement for another extra accidentally killed on set.
Jose and several other figurantes are part of a fake on-set audience for the musical numbers and dance
routines, requiretb produce on demand laughs, applause,dastiother and shouh turnby the floor

manager (Luis Callejo).

Mi gran nochs script shows that da Iglesia’s and screenwriteGuerricaecheverria’s interestin the
juxtaposition of modernity and anachronism continassloes their penchant for platswhich microcosms

of the cultural industries, particularly cinema and television, and their workers, are represented (see also
Muertos de risa and 800 bajashe film directly depicts precarious working and exploitation and,
significantly, the lack of protection of actors, whis aired openly, and not onig the feature film itself.
TheDVD release oMi gran noche includes a Making of (Miguel Romero) feature that introduces a momen
of "reality" among the fun and games of the behind-the-scenes documentary. During one of thHa breaks
filming the fake audience, a small squabble se@rbseak out among actors. One old-timer among the

extras speaks of a lack of professionalism, of people who are not being grateful for what they are given.
Then a younger acterwhoin fact appears;n Mi gran nochén the background and without lines

commands the scene when she complains:

Yo soy actriz profesional, pero con esta puta crisis, pues [aunque] tenemos una formacién y una
experiencia quga nos acredita para trabajar como profesionald@al seinventan tambiéio de

la figuracion especial que no deberia de existir sino [que deberiamos ser] actores secundarios.

We are ledto believe that these lines are unscripted, just part of the documentary, but they also align rathe
closely with the conditions experiencegthe figurantes (extra&) the fictional film. The lines encapsulate
a form of exploitation that worsen@tdthe Spanish film and television industry during the crisis. A category

of extra, figurante con frase o figurante especial was created. These workers are normally, paiddess



of the fact that you do not netmlbe a qualified actor for the role. But the crisis forced even qualified actors
into these worsened pay and conditions. The first collective agreement for this sector was acB@iged
and now figurantes con frase enjoy improved protection (See Prado Campddi gnan noche reflects
the crisisin the oblique manner that tkelglesia favours, whicks notby adopting the strategies of realism
but by practicing realisnat one removéy featuring centre-scene these workers who are among the most
exploitedin the industry. Thiss not the first film wheralela Iglesia findsanindirect routeo Spain’s
reality. In the context of Spanish cineragd its institutions, dda Iglesia maybe seemasa staunch defender
of cinemaasentertainment but the faistthat social reality intrudes into his films frequentigwas the case
in earlier films:
If 800 balas participatés the traditions of social realism, thehis atanangleto the orthodox
conventions. Cine sociél..) normally proceeden the assumption that the filmic tastsaturated
with the real...). 800 balas does not take this saturation approach but instead presents us with
shards otontemporary social reality, shards which are positioned awkwardlytméhkhic material

best classifiedisgeneriq...) (Buse, Triana-Toribio and Willis 2007, 156)

Mi gran noche comes witts own "shards of contemporary soaiellity’. Its gleamingfake studio mise-
enscene and orange-tanned, glitter-covered presenters and dancers welcoming 2016, areisealed off
studio while outside picket lines are fighting the firing of workerhe TV channein riots against heavily
armed policeAt one point, the demonstrators push and rock the lorry containing the programme editing
suite, with chief editor Rosa (Carmen Machi) and assistant Amparo (Carmen Ruiz) inside. Tike lorry
toppled onits side. The signal does not stop, and the show must and does go on. Outside the sealed-off,

make-believe NewWwear’s Eve special, mayhem and crisis rock the nation.

Evenif it is not his reputatiorDe la Iglesiais one of those mainstream directors who feels interpeltated
the assumed historical cétl reflect and readb Spain’s probleman their films, a mandate that goes back

asfar asthe Salamanca Conference of 1955 (although demands for "regtidmatk much further- see



Triana-Toribio 2003, 54-7He has interpreted this thorny mandate of late with tragiconredy chispa de
la vida (2012)aswell aswith the relentless and uncontained comefdyi gran nochel.a chispa dda
vida, the storyf Roberto (José Motanadvertising consultant whno his youth came up with a famous
sloganin publicity (for Coca-Cola) and now out of workHe is a fatherof two teenagers and marrien
Luisa (Salma Hayek). Dejected, he retuinthe site of his honeymoon Cartagena and falls intoRoman
archaeological site, where a wounchis head immobilizes him, pinning hifmthe groundasany attempt
to move him will resulin death. From this situation, he watdsreate publicityo generate profit for his
family. This taleof a man who goe® desperate measuresensure the welfare of his wife and childign
representative of these mainstream crisis-inspired films that have mostly national badkahgded
amongits producers Double Nickel Entertainmémtassociation with Canal+ Espafia (@eim the pasby
Telefénica and Grupo PRISA), and the suppbthe Instituto de Crédito Oficial (ICO), Instituto e
Cinematografia y de las Artes Audiovisuales (ICAA), the Regién de Murcia (where Caritalpeaded)
and Television Espafiola (TVE). Ambitious projects sasthese require well-known casts.the case of
La chispa, Hayek playRoberto’s Mexican wife, and Mota himsei half of the popular comic duo, Cruzy

Raya,in a cast that includes Santiago Segura.

Films backedy smaller, independent mainstream production companiesasédiwood Mediterraneo
Producciones S.L., have confronted aspects of the crisissandtims more directly (see Allbritton 2014).

5 metros cuadrados, for example, reflected the housing crisis precipitated by unethical constructors who
erected defective buildings, where buyers bury their savings and get nathétigrn. This thriller also had

a popular cast (Fernando Tejero [from Ant8isaseries Aqui no hay quien vivaMalena Alterio and Emilio
Gutiérrez Caba), but elicited a modest respattiee box office anéh spite of 15 Goya nominations, did

not get any awards, surprising perhaps for a film that won major jatitess Festival d&alagade Cine

Espaiiol.



Throughout the 1990s and early 2000s, the yafacge social, Spanish film production supposedly
respondedo Spain’s reality openlyin its subject matter, with films that were labelled peliculas necesarias.
The literal translation of this phrase"necessary films" but a translation that captures the essence of these
words would be "films that are hatalwatch but that must heade’. Thisis significant since film cultures
interpellate newcomers and old hands alike; no one develops herinaegcuum. Film institutions such
asthe Academia anfipain’s film festivals with their awards, specialized magazines sg€ahiers du

cinéma Espafa-Cuadernos del caiman, vtisireviews and articles, and film schools and courses guide
filmmakers through particular avenues of wisadesirable and valuable and wigahot. Carryingon with

this historical responsibility between 2008 and 2017 means thattiailoutto failing Spanish banks and

the brutal neoliberal austerity must also leafiims that must benade’. Sowhat are these films? Whe

making them and financing them? And what do they look like?

Among those films likelela Iglesia’s which had a mainstream theatrical release and audienceisthere
variationin approacho the subject matter and which precise elements of the "dasigtus on. First, there

are genre films with substantial backing from TVE, Atresmedia or Telecinco cinema. Since the generic tur
of the late 1990s (see Jay Beck and Vicente Rodriguez Ortega 2007, 2-3), mainstream producers favour
thrillers and dark comedies and audiences and award givers have responded. From 2008, these thrillers |
touched upon systemic judicial, political, corporate and economic corruption (of the present and the past)
and generated the most profitable and critically acclaimed films nationally. For inskahedra paz para

los malvados about a corrupt policeman (José Coronado) who thwarts a terrorist attack, was a profitable
a critically acclaimed mainstream triumatthe Goyasn 2012. A corrupt cop with a dark past,

investigating a series of brutal murders of womeione of the main characterslaf isla minima (Alberto
Rodriguez 2015¢0-produced with Atresmedia and with a large budget for a Spanish film of theatime,
estimated 4m euros (As imdb listeditswebsite). This film won the Best Film Goya Awand2015. The
winner of the Best Goya has never been a film with a victim of the agsifiero/heroine or a story thetn

be labelledas"crisis cinema" or even, crisis-inspiret|eastin the period upo 2017.
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Two big-budget features of 2015 and 2016, lmmtproducedoy privateTV channels have come cloger
pointing a fingemat neoliberal banking practices and political collusion with the banking sector that enabled
large-scale scams (suabthe scandal of the Preferencigléétresmedia backeBI| desconocido (Dani de
la Torre 2015) a "thriller social" (Fidalgo 2015, n.p), isdta Corufia, where a grieving widower whose
wife committed suicide after losing all their savitg®ank fraud, intimidates a bank employee whiléshe
driving his childrerto school. Cien afios de perdén (Daniel Calparsoro 2016) meanisfailbank heist
movie sein the centref Valencia, the capital city of a region infamousiterpolitical corruption, partly
producedby Telecinco cinema. Buh spite of the tantalising potential for criticism, bdilns’ denouement
avoid a direct critique of the systdyg apportioning blame on individual circumstancd&tflix’s first
productionin Spanish also explored the theme of corrupition afios (Roger Gual 2016), batthis case
turningto corporate tax avoidance, a problem that made headlines freguethiyfallout of the crisis.
Gual, like dda Torre and Calparsoro, followe the footsteps of Monzén and Urbizu into the

political/social thriller with popular casts this case, Paco Leon plays the main character.

If between 2008 and 2017 mainstream genre filmmakers were sometimes interdgisd problems that
made the headlines 8pain’s press, does this mean that the mainstream was uncovering the social issues
troubling Spanisiscciety? Were they doing the job of directors linkeaine social who, before 200,

the words of Angel Quintana "quarievidenciaun cierto desealeretorno do real y una cierta idea de
compromiso frente a algunos de los problemas del mendae wian" (2005, 16). What about Fernando
Lednde Aranoa (director of Barrio [1998] and Los lunes al sol [2002]), Iciar Bo(llores de otro mundo

de [1999] and’e doy mis ojos [2003]), or ChuSutiérrez’s (Poniente [2004] and Retorno a Hansala [2008]

* Clients of Cajamadrid and Bankia were sold financial products who were unsuitable for them, with insufficient

information so that the clients could understand the risks they were taking (See EFE 2014 ,n.p)
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), directors responsible for the "nuevo modelo institucional del cine espafiol” of the early 2000s (Quintana,

16), and suppliers of peliculas necesarias of pre-crisis years?

One wayof explaining this shift of the mainstream into the strategies of cine setwadonsider that the

crisis became unavoidable; dissatisfaction permeated everything, and changed cultural agentlgs gradua
from 2008to 2011.In 2011 the 15-M movement and the Mareas protests and demonstrations, ubiquitous
throughout Spain, foexd mainstream cultur face the situation. The 15-M indignation was reinforced with
the addition of other movements worldwide which "transformed modern political culture™ (Cameron 2014,
1). The distress of the population could not be ignored. Moreover, consider that since 2005, and
increasinglyby the endof the first decade, critics sualsQuintana, Carlos Heredero and Antonio
Santamarina, and others linkiedCahiers du cimda Espafa-Cuadernos del caiman, had been denouncing
cine social foiits lack of relevance and sham realism, and these accusations have become more widespre
in film cultures. Cine social was repeatedly criticizstimid and somewhat clichéd responséssues

which seemedtb be priorities of the PRISA group media and scandals that could embarrB§% the

criticisms that became part of the irreversibly weakening of the socially engaged cinema model of the 199
and early 2000s. The praiseworthy realism was pursued elsewhardependent flmmakers suels

Mercedes Alvarezsaki Lacuesta, Jose Luis GherFernando Franco, Javier Rebollo and Jaime Rosales,
and others who were nsb compromisedby well-known political adherences and closertedbe
institutionalized sectors of Spanish film culture (mainly the Acadeni@rhaps wargf these accusations,

of a relentless berating from the right-wing media, and of the cultural tectonic shift that was 2011, some ke
names of cine social became for a short while documentary directors, wiorkimaller, engaged projects
relatedto consciousness rising among those affebiethe crisis: for example, Iciar BollaEn tierra

extrafa (2014), tells us how migrant Spanish yautadinburgh created the associatidh PerdidosNi

Callados, and offers a wide-ranging reflection on migration. Among the producers for this project are
Tormenta Films and Turanga Films, both small producers of films with social interest, with contributions

from TV and SGAE. Similarly, Ledn de Aranoa made Politica, Manual de instrucciones (2016) (with
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producers Mediapro), which traces the developrbgmfodemos of a new collective political consciousness

and strategy.

After this detour into the smaller ventures of former mainstream diresftonse socialwe haveto consider
that there are also some mainstream crisis comedies. One was a harbinger of this “crisis cinemairalbeit
unorthodox manner. Santia§egura’s Torrente 4: Crisis letal, (20119 the first filmto look at the crisis
directly (asits title attests). Beforea chispadela vida, and Pedralmoddvar’s crisis comedy, Los amantes
pasajeros (2013) (see Delgado 2016, 252-268), the migration farce Pemlirode (Nachds. Velilla

2014) and Tenemos que hablar (David Serrano 2015), Lethal Crisis was doing something thatségers not

to sit well with the reputation of the franchigemindless escapisms has been argued elsewhere:

The Torrente franchige..] makes no claim® belongto the traditionsovaluedby the Academia

and the Goyas. Howevedn accuse the franchisé not engaging with reality simply would not hold.
The entire franchise, and more precisely Lethal Crisis, far from neglégtang's present, addresses
it explicitly. Thetitle of the filmis the first clugto this direct acknowledgement of current reality.
The film may eschew a sober engagement with the reasons and consequences of the economic cr
muchin the same wagsthe comedies of the 1960s and 1970s did not delve into the fraught and
uneasy relationship betwe8pain’s Catholic morality and the challenges that the opetang
modernity and Europe were creating for the charastdfge flms mentioned above. But exacily

the plots didn those films, Lethal Crisis negotiates through humour the effects of the economic
difficulties and touches, albeait a vague manner, on the very foundation of the collective financial
difficulties by representing a Spain which corrupt elites wield power and possess wealth. (Triana-

Toribio 2016, 83)
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Another comedy that acknowledges the originSpaiin’s crisis woess the small but popul&l mundoes
nuestro (Alfonso Sanchez 201R),which local collusion of regional bankers and politicians, religion and
tradition come together when the plot of a couple of stimali-crooksto rob a bank coincides with a ruined
employer’s planto blow up the officelt all takes place durin§eville’s Holy Week. The film was a success
atthe Festival de Malaga, and the first Spanish crowdfunded film (with a contribution from Canal Sur
TV).(seeDias de cine 2012). Two furthemall, independently distributed (by A Contracorriente) crisis
comedies deserving mention are Carmina y revientatssdquel, Carmina y an(PacoLedn 2012 and
2014) which within their picaresque stories of clever plotting against the slggtandalusian Carmina,

address how precariousness affects and blights workingvebassn’s lives particularly.

In reviews and articles about some of these films aimbethinstream audiences, critics wonder whether
these stories framed or focused ondhsis are relevant enough his review ofMi gran noche for The
Hollywood Reporter afteits openingat San Sebastian Jonathan Holland mentiomqmssing that the filris
hardly subversive (Holland 2015). Allbritton levels similar charges against other crisis films (2014, 104).
Perhaps the real reason for raising these conggtinat the crisis has devastated too many real lives and
futures andve cannot avoid the feeling that filnrs these circumstances could and should do riwore
denounce. And yet, these large-budget productions could hardly be the oaedemn anéh doing so,

bite the hand that feeds, particularly knowing that the large production companies are part of media
conglomerates associated with banking and construction companies. Spamisfs responseo Spain’s
reality has always been and will alwaysaffectedby who pays for conterib be made. More importantly,
mainstream cultural production aBgain’s film establishment made compromiseshe first placeo

secure state protection, makimgmpossible foit to be meaningfully critical of the crisisss Amador
Ferndndez-Savater explains, mainstream culturecdhdidconnect itself from political engagemémbe

supported after 198 the words of German Labrador Méndez, paraphrasing the former thinker:
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Parado¢jicamentéa victoria del PSOE constituyed comienzo del final d& cultura que hizo posible
suvictoria. Sudesactivacion redujlia capacidadie resistencia colectivdp que facilité queel
Régimen del 78 no cumpliese las expectativas de cambio politico transformador con las que habia

sido anunciado (2015, n.p.)

For cultural commentators, writers and philosophers since 201as@ilillem Martinez, who coined the
term, there has been un tapon cultural (cultural stopper) imposed onamlbat discusseth Spanish

culture,in its media and cultural production general, and particulariy its cinema. A cinema that arrived
atthe end of Francoism with a culture of resistaindde dictatorship was so@o-opted and

institutionalized into the service of a particular kind of democratization (see Triana-Toribio 2016, 17- 35).
This has weighed down Spain for more than three decaslibg collective writers o€ T ola Cultura dda
Transicion: critica a 35 afios ddtura espafiola documeint their collection. Bryan Cameron explains

how this tapén

[h]as obstructed the freedom of expression (both political and artistic) since the death of Franco.
These ideas, rehearsed elsewlsreritics suchasPatrick Paul Garlinggf‘Sex Changes and

Political Transitions,” 2005) and Eduardo Subirats (Despdéfa lluvia, 1993), demonstrate that the
promise of democraady the late 1970s ultimately ldd a falsified visiorof a democratic staia

Spain. (2014, 5)

The films | have discusses far, mainstream because they pursue a mainstream audience arsetienau
are funded and produced via mainstream strategies, are compromised from thelsistapon cultural.
And even thoughve are more aware afs existence, now that the crisis hasawakened political
consciousness anolder generatiorh)y no small degree, inspirdxy the anger and indignation of younger
citizens,we are very far from recovering the conditiansvhich culture can be truly subversive. Ignacio

Echevarria observes:
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Quienes piensen qusla actualidadsedan las condiciones para daeultura espafiola

recupere una actituttitica, deberan considerar hasta qué punto las condiciones de
produccion de intelectuales y creadores rompen con los imperativos y las inercias a que est
sometidas, por parte tanto de una industria cultural como de unos medios de comunicacion
gue han eliminado radicalmergehorizonte de dicha actitud, como no sedeneficio de

sus propios intereses. (Echevarria 2012, 36)

Critics may be frustrated about a lack of subversiveimesisema because some aspects of Spanish film
cultures have pioneered prising loose this tapén cultural direethgnbot speaking of films, but of the sort
of interventions madat the Goya award ceremonies of 2003, with the protest onstage &paiinss

support of the invasion of Iraq, backegtheUS andUK. As Amador Fernandez-Savater explains (2012:
43), perhaps the most significant change that Spanish cinema btoukCT wasto pull the curtain back
on the fact that the development of the film industry since the 1980s has been achigseebting a
compromise with the government of the tirbg restricting itselto certain topics and not othels;
allowingit to be uncritical of power, disconnected with politics, switched off fitsrpotentialto question.
When the award ceremony of 2003 brougithe media what was until then a carefully muted grassroots
movement against the wir Iraq, a section of the film culture succeedeblotting the copy booky doing
whatit was not supposda: "La peculiar entrega de los premios Goya funcialrincipio de las
movilizaciones como un verdadero aldabondeoritica aparecia donde mergela esperaba.” (Fernandez-

Savater 2012, 43).

Responsesto thecrisisfrom El otro cine (those formerly known as ‘independientes’)

As | suggested above, the most effective "cinéadeisis” and the most likely areas of film cultuogfight

to get this cultural stopper open must be independently financed (and with tiny budg&bkilikedoes
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nuestrg, and therefore, destined for the festival circuit. One such example that was particularly well-
receiveds Terrados (Demian Sabini 2011), about the lives of highly-qualified unemployed young men (an
one woman) who spend théime talking and smokingn rooftopsin Barcelonalt was distributed widely

though festivals and online and won a Premio Semindpdglico, Seccion Punto de Encuentro in 2011.
Blogger Robert Martinez Colomer commentglmsignificant link between Terrados and the 15-M

movement:

Rodada poco anteke queseiniciarala acampada del movimiento 15-&h Placa Catalunya

finalmenteel desencanto de los jéversetransforméenindignacion-, Terradoesuna buena muestra
de cine necesario, aquel que no ignora los problemiasygate y que considera que una pelicula debe
ser algo mas que un mero entretenimiento; adggsél ejemplo de que una buena historia y las ideas
claras compensan con cretefalta de recursos [], de tal forma que incluso recib& premio del

publico del Seminci de Valladolid, que val@ad@compromiso cotta cruda realidad del momento. (2012,

n.p)

As part ofel otro cine espafiol, these films "may represent a new lease of life" (Kourelou, Liz and Vidal
2014: 146) dueo their mode of production and distribution. Their reesdhardto quantify, but their non-
traditional channels allow theto dodge the cultural stopper. The films that resporitie crisisn their
subject matter from the "free" and "alternative" otro cine may have theatrical releagefestivals, have

been distributed via PLAT TV, Vimeo and other independent platforms exclusively, but they have their ow

> Festival de Cine Espafiol y Latinoamericano de Ajaccio, Viva, Spanish and Latin American Film Festival at
HOME in Manchester, UK; Foundation for Art and Creative Technology, Nuov.o.Monde Festival Cinema de
Rousset; Atlantida Film Festival; Festival Résistances de Foix, Cinespafa Toulouse Film Festival, Les Recontres
Cinématographique de Cerbére, Festival de Cine de Bogota, Torino Film Festival among others (See Moviement

Films SL))
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meango reach audiences through these and through channelasvohTube or through file sharing.

Among the most unequivocally crisis-centred are Murieron por encima de sus posibilidades (Isaki Lacues
2015), with a timelytitle that,asJordi Costa explains, comes from the infamous accusation éfRne

politician thatthe people weré&o blame for the economic collapse since they had "lived beyond their

means’. (2015, n.p.) and Hermosa juventud (Jaime Rosales 2014), which focuses on youth unemployment
and the current lost generatiddf. this film, Jordi Batllé has praiséts directnessits concentration on

telling a present-day story: "&sobramés transparente y accesiblegidgilmografia, exenta de los radicales
retos estéticos y estructuralesldesoledad, Tirenla cabeza y Suefio y silenciagla atmosfera

enfermiza dssumemorable primer largometraje, Las horas ¢kelEstambiénla que respira mas libertad,

sin forzar ni densificael tiempo filmico." (2014, n.p)

Non-crisis films?

As already noted, recent Best Film Goya winners have avoided thebgrisisusing on stories set before
2008. This seeming fleeing from the present runs into serious difficulties though. Spain has a problematic
contested past that tenidsproduce divisive rather than unifying national narratives. The only available
"democratic past" for retreating into startghe early 1980s. The 80s and 90s play a keyimadetermining
Spain’s perception ofts own history and identity arits relationship wittthe rest of Europe and the world.
One wayin which Spain (and the rest of the Iberian Peninsula), demonsitsabeiongingto Europe and

the world, leaving behind the isolation imposgddictatorship, was through the adoption of youth
subcultures suchsPunk, andt is to that moment of connection with the world that many post-crisis music
documentaries have returned. Punk waka foundational moment of Spanish moderriyearly 2013,

TVE broadcast key documentariaspart of Documentaleis La2: Galicia Canibal (directelly Luis
Montenegro and Jacobo Paz; produlegdriimanova S.L for TVENn 2012, Rock Radikal Vascd.a gran
martxa de los 80 (producéy K2000, for TVE), Venid a las cloacas, and theihouse produced Frenesi

enla gran ciudadAlejandro Caballero and Antonio Moreno, 2DIlhe channel claimed that:
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A través de material de archivo y del testimonio de muchos de sus protagonistas, los espectadores
podran recuperar esta partel@aistoria de nuestro paémla que, coincidiendo coel pasode una
dictadura a un nuevo sistema de libertadeprodujo toda una explosién cultural y musical. (La 2,

documentalesAquellas movidas’)

In 2015, Beatriz Alonso Aranzabal, a participem8panish Punkd Movida (keyboardn Los

Monaguillosh), used interviews, stills of concerts, covers of fanzines, and photogoagd®jment the
memories of the creative teen years of her peer-group, focusing on Nuettiridperiod between 1977 and
1984in De un tiempo libre a esta partefocuses on telling a different story about the movement since "de
la Movida madrilefiado ha transcendido una parémel documental hablan muchos que no habkalido

ain" (Alonsoasquotedn Alvarez 2016: 38). The filns now available via Filmin.com. These
documentaries were made available through these specially curatedasvesitsasthe already mentioned
La2 and regional cultural television channels, YouTube, Filmin and Vimeo, aidtraditional film

theatres. For instance, the Fundacié SGAFalencia ran a season entitled "Quan Espaaya

fer...Punk!!’, with screenings between 1st and 13th July 2017 (Guillot, Eduardo 2017: n.p). Another free
event where music documentaries were freely screeneth\8aptember 2016, when the "Asociaciéon
Vecinal Oviedo Redondo" held a series of out-door screenings, part oféilmealle’, bringing filmsto
the“barrio antigud. Oviedo’s lack of cinemas has prompted a number of grassroots initiativesisuch
these As well asthe screening dbe un tiempo libre, a trio played 80s classics (sagtEuropahamuerto”

from the Asturian Punk/Nueva Ola group llegales, whose bass player Alejandro had died six months earli
and there was a discussion about the movemeviadrid andn Asturiasat the end with Fran Elias, from

the group Modas Clandestinas, Luis Alonso, from SaléralMenoloD. Abad, critic and writer, and the

director.
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De un tiempo libre reminds us of the eloquent silencéa bfovida (or Punk/Nueva Olasthose

interviewed prefeto referto this time), ofits members’ "hedonist and nihilist focus on the present” (Tango
2005, 60) and rejectioof political engagement (Foucé 2006, 30). The discussion aftéitiitie screening

in Oviedo was illustrative of a mood that has taken over, a nostalgia for the good old 80s and 90s (when
most of the panel members and audience were young), tinged with guilt and regret from the middle-class
generation who benefited from those times and reflected on the precarious conditioby famet today.

It is no coincidence that critics and participantthese documentaries and the screenings have made the
connection between what these films represent and the hegemonic storg tlaae been told about the
transition, and whiclve now question. Herare the words of David Saavedra, who announces the imminent
releasen 2015 ofDe un tiempo libre and takes a detdamention another film keto the critique of the

CT, El Futuro (Luis Lépez Carrasco 2013):

‘El Futuro” [...], recreaciéon de una fiestie estudianteenun 1982 reimaginado deskedistancia,
desde una vision difuminada gdamemoria y desde una banda sonora imposible, que nadie podria
escuchaenuna fiesteenaquel afio, comsi sequisiera mostrar quel recuerdo de los 8eejerce

desde un estado mental del presentd.Todo esto que cuento a colacda"El Futuroiria ligado

ala critica ala Culturadela Transiciony, por tanto, da necesidad de volver a contar aquella historia
desde otro prisma no oficial. Esta aelé pienso ahorda mayor especificidad del revival espafiol

del post punk, establecido desde unos parametros sociales y politicos bastante diferentes a los qu

rodean a ese fenbmeno a nivel anglosajon.

If culture became apolitical and accepted the muzzle probigde state withits lavish funding, then

perhaps the most effective forms of "crisis cinema" take us back and make us see the links between the
promise of radical change that the explosion of Punk brought and which resutddappointing

continuity with the pastp question how this happenetks LabradoMéndez, (2015, n.p) argues, "[c]on

Guillem Martinez, preguntarse palrfinal dela CT, después del 15Mspreguntarse por sus origenes."
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The same haunting evidentin Rock Radikal Vasco, where the concluding reméasktéhe narrator, Roberto

Moso (writer and singer of Basque group Zarama) are:

El RRV esya parte dda historia pero muchade las circunstancias politicas econémicas y sociales
gue dieron origen a ese movimiento vuelven a manifestarseationana partee Europa y del
mundo. Sin duda un montdn de bandas estan dispuestas a ponerle banda sonora. (Moso, Rok Rax

Vasco, n.p)

The same can be said for the end of Galicia Canibal, where Fernando Franco, a journalist from Faro de

Vigo and part of the Galician scene, declares:

Estamos ante un fenbmeaneste momentenqgue las nuevas generaciones vieann momento
de opresion como hace mucho tiempo que no vivianesla generaciomas explotada y estea a

tener una salida de alguna manerda calle o bien de un modo ludicade otro modo mas serio.

These documentaries may be focusing on the conditions that eSabied youthto break with tradition

and become part of Punk culture; they may bring back the sounds and styles of the Spanish Punks from
Galicia, Madrid and Barcelona muththe enjoyment ofoday’s audiences. Buh depicting their social
circumstances, the backgrounds of industrial and political unrest against which they formed groups,
developed careers and created fanzindése 1980sin reflecting on the lives that were ldstaddiction,in

putting centre-frame the losers who were not part of the anointed and celebrated Movida, these films do
much more than trigger memories. They connect the past with the present, become part of the questionin
and unpickingdf Spain’s transitionto democracy and tell us that another stories, and histori Hre

making.
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