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Abstract

My dissertation explores the legacy of the Movida, a cultural renaissatce th
took place in Madrid, Spain from 1976-1986. | examine a series of cultural products that
have contributed to the legacy of this fundamental moment in contemporary Spanish
history, including museum exhibits, documentaries, novels, and feature filmsdcreat
between 1999 and 2007. | argue that the memory of this moment is constantly evolving,
creating a series of narratives about the life, death, and second life of the Movida

The resurgence of commemorative efforts about the Movida serves a number of
purposes. In certain instances, the Movida is viewed through the lenses of nostalgia,
mourning and melancholia. Generally, the Movida serves as a place of memory on which
many people dwell. In other instances, the moment of the Movida is used for the process
of working through the past. Other products | consider transform the memorypaistihe
sometimes offering critical perspectives about how the Movida is remedbiarthe
concepts of pastiche and postnostalgia. Still others utilize the past as eatiorsor
the present or the future, creating a "Removida” by mobilizing the concqmsoafy and
kitsch to engage with the past. My analysis of these products demonstrates ttettin re
years, the Movida has been "re-membered" and given a new and distinctive ftam in i

second life.
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Introduction:

Defining and Redefining the Movida

The Madrid Movida is easilthe quintessential cultural moment in Spain's recent
past. Broadly speaking, it was a cultural renaissance that began in Madridtadd la
roughly from 1976 to 1986, a part of the 'uncorking' that occurred partly during the
transition to democracy after the death of long-time dictator, Franciacod-(1892-

1975). The transition to democracy is a term that has multiple meanings andas said t
encompass various time periddst is said to have begun in 1973, when Franco was still
in power. 1973 was also the year of the assassination of then Prime Minister Luis
Carrero Blanco. The transition lasted until 1982 with the victory of the PSOE (The
Spanish Socialist Workers Party), but it is also said to have ended when Spain joined
what is now known as the European Ufion

While the Movida began as an underground movement, it soon moved beyond
closed doors, and those involved in Mevida were the cultural architects of a new,
more brazen street life. In the beginning, the Movida was countercultural, but irdthe m
1980s it was appropriated for social and political purposes as a marketing tool. The
images in their artwork, films, fashions, and performances created nathtdelped

a new generation of Spaniards to construct their identities. Not only did thesigvear

! See the introduction of Luis Garcia-Torvisco'seitation, "Modos del exceso en la cultura de la
transicion democratica en Espafia” (2005). Garcfai3a mentions that some see the economic
expansion of the 1960s as the beginning of thesitian, and it is also said that the transitioriddsuntil
1993 (Vilarés) , the year in which Spain signedttieaty of Maastricht.

2 SeeEl aprendizaje de la libertal973-1986. La cultura de la transicigby José Carlos Mainer and
Santos Julia. (Madrid: Alianza Editorial, 2000).
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assist people in understanding the historical present in which they were cleaedso
played an important role in breaking free from, redefining and even burying the pas
Therefore, those involved with the Movida were part of a new avant-garde. Hinke t
of the term "avant-garde" in its true sense, derived from the word "vanguéuidiy
means the "foremost part of an advancing arfiyis easier to be more forgiving in the
judgment of avant-garde artists. Part of the purpose of the avant-gardeoduoepnew,
innovative techniques, ideas, and ways of seeing. But another essential aspect of t
avant-garde is to go first so that others can follow. Once the bombs drop, the soldiers
might fall, but others will follow, for they have paved the way. This is certainéywith
the legacy of the Movida and the concept of the "Removida” which | discuss in my
second chapter.

Rafael Doctor Roncero, the director of MUSAC, a contemporary art museum in
Castilla y Leon, refers to the initial excitement associated with ayade movements as
"bombs" (11). This characterization turns out to be a particularly approprigt® wa
explain the Movida. It has often been referred to as a "cultural explosion,” and indee
criticized for some of the less desirable things it left in its path. Althougkldveda
was a sort of rebirth, it was also linked to premature deaths of a number ofidipgats
due to drug overdoses, AIDS and other tragedies. Its multifaceted relationsteatall
death, both figuratively and literally, has only been further complicated in rgears.

While my dissertation focuses principally on the construction of the legabg of t

Madrid Movida since the year 2000, it is vital to be cognizant of the scholarship about

3 "vanguard": a group of people leading the wayémwrdevelopments or ideas position at the forefront
of new developments or ideabe foremost part of an advancing army or navadgo(New Oxford
American Dictionary)
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this cultural phenomenon prior to this point. The collection of interviews contained in
José Luis Gallero's bookolo se vive una vez: esplendor y ruina de la Movida madrilefia
(1991) is indispensable for any study of the Movida. If we might for a moment put aside
the inevitable erosion brought on by the passing of time, perhaps it is possible to look
beyond the beautiful display cases in search for what was utopian and revolutionary
about the Movida as it first stepped out onto the scene, a vanguard in its own right. It
seems proper to begin with the words of someone who participated in the Movida,
photographer Pablo Pérez Minguez, who is quoted in Gallero's compilation. After
declaring himself a "great defender of the Movida," Pérez Minguez explaiopihions
about this exciting time:

Para mi, ha sido uno de los movimientos culturales mas importantes que se han
dado en Europa en este siglo. Tan gordo como eso. Y no creo que se olvide. Ya
esta en el corazon de todos nosotros. Lo que pasa es que ha sido una corriente
cultural tan desinteresada que parece que dejamos que se olvide. Pero esta
totalmente presente. Aunque haya muerto dos veces, huele a Movida por todas
partes. Y aunque ya no se hable mas, pdngets, la Movida ha impregnado

toda Espafa y todo el mundo. No es tajante, como esos movimientos de principios
de siglo, sino precisamente lo contrario. Fue un movimiento de concentracion y
dispersion. Uno de los mas importantes que se han dado en el continente de los
manifiestos, en el continente de las revoluciones, que es Europa. No creo que se
olvide en la vida, y por eso hablo del tema. (Pérez Minguez in Gallero 80-81)

For me, it's been one of the most important cultural movementd'ioe2@ury
Europe—as big as that. And | don't think it will be forgotten. It is already of all

our hearts. What happens is that it has been a cultural current so disinterested (in
self reflection) that we let it be forgotten. But it's totally present. Bvengh it's

died twice, it smells of Movida everywhere. And even though it's not talked about
anymore, because it smells, the Movida has impregnated Spain and the whole
world. It's not categorical, like the other movements of the beginning of the 20
century; on the contrary. It was a movement of concentration and dispersion. One
of the most important [movements] that has been introduced to the continent of
the manifestos. And | don’t think it will ever be forgotten; that's why | talk about

it. (Translation mine)



Pérez Minguez's words emphasize remembering and forgetting, the deathldedthe
the Movida. His views emphasize the considerable influence of this period in Spain. |
begin with a quote that "looks back" on the Movida in order to emphasize the
considerable amount of attention it has received since its inception. Gallero's 1991
compilation is a point of departure for the vast majority of scholars who write about the
Movida. It includes very useful information about the various facets of the Movida and
gives an idea of the breadth and depth of this cultural moment.

Previous Scholarship About the Movida

There are multiple ways to approach research about the Movida, and | wiyl brief
summarize some of these approaches. In the last thirty years, researcMouitlaehas
focused on contextualizing it as a youth culture phenomenon with similarities to the
British punk movement and Andy Warhol's Factory in New York. For example, Mark
Allinson's article "The construction of youth in Spain in the 1980s and 1990s" in the
anthologyContemporary Spanish Cultural Stud{@900) does well in establishing these
connections. It has been generally assumed that the Movida inherited cgeais aé
the counterculture movements in the United States and Europe in the 1960s. The Movida
may be considered the last attempt to hold onto what was left of the utopian narratives
prevalent during May of 1968.

To address the function of the Movida in its early years, framing it in terthg of
notions of kitsch and utopia is fundamental. Noél Valis has an excellent chapter in her
bookThe Culture of Cursileria: Bad Taste, Kitsch, and Class in Modern $pag®) in

which she reflects upon kitsch and utopia as two cultural metaphor-myths that dominated



the scene in 1980s Spain. Teresa Vilarés's \Ebrkono del desencan{®998)
addresses the failure of these utopian narratives in her analysis of pogior&ysin's
"desencanto," or disenchantment, taking a critical but overly negatieedtavards the
Movida, which is nonetheless compelling and informative.

More recently, scholars have been focusing on the visual importance of the
Movida, perhaps because of the increasing importance of the field of Visual Culture
Studies. Paul Julian Smith's t&ganish Visual Culture: Cinema, Television, Internet
(2006) devotes a chapter to the Movida, titled "The Movida relocated: press, chronicle,
novel." Many of the primary documents from this period such as fanzines and other
periodicals have been examined for their original contributions to the artsxdrople,
in Susan Larson's excellent article about the short-lived magazine HaadeuMadrid,
called 'La Luna de Madrid y La Movida Madrilefi&tn experimento valioso en la
creacion de la cultura urbana revolucionarnaMadrid: De Fortunata a la M-40: Un
siglo de Cultura Urbang2002). In the same volume, Maria del Mar Alberca Garcia's
article "La configuracion de una imagen de Espafia para la democraciufljve
vanguardia y tradicion” explains the political characteristics of the ddovihe ample
scholarship on the Spanish transition to democracy also reflects on the role of tda Movi
during this period, such as texts by José-Carlos Mainer and SantosEld@sndizaje
de la libertad 1973-19862000) and Eduardo SubiratBespués de la lluvia: Sobre la
ambigua modernidad espandB993). Hamilton M. Stapell's article "Reconsidering

Spanish nationalism, regionalism, and the centre-periphery model in the postisiranc



period, 1975-1992" (2007) offers a particularly useful summary of the Movida's local
and international role.

| explain the relationship to the Movida and postmodernism in the coming pages,
and throughout this dissertation the queer aspects of the Movida are also highlighted.
Gema Pérez Sanchez's t@ueer Transitions in Contemporary Spanish Culture: From
Franco to La Movidg2007) is essential to situate the history of queer culture during the
Movida by first explaining the context of the dictatorship. Further, the scostgdiés
on the films of Pedro Almodovar often address the queerness of the Movida phenomenon
as well, but they are too numerous to mention here.

Recent Reflections on the Movida

The re-defining of the Movida continues today, especially with the flurry of
commemorative events since the year 2000. Since its inception, there has baen an e
evolving discursive construction of the Movida through a variety of cultural products.
While the primary texts from the Movida have been studied extensively, a new body of
contemporary texts and commemorations that recall this period has emergmhin re
years, granting the Movida what | term a "second life." Most of these docsiheard
yet to receive critical attention.

These distinctive versions of the past appear in popular culture books (such as
José Manuel Lechado's scrapbook-like textMovida: Una crénica de los 82005)and
Dios salve a la Movidé2006), by Silvia Grijalba) and films such BsCalentito(2005)
directed by Chus Gutiérrez aitlmundo asombroso de Borjamari y Poch(Z604).

Pedro Aimodévar'8ad Educatior(2004) also uses the Movida era as one of the time



periods he astutely weaves together in the film. A bright pink and yellow
commemorative stamp that celebrated tHB @&niversary of the Movida was released in
2007, featuring the image of the iconic bear from Madrid and the name of TiernmGalva
once mayor and major proponent of the Movida as an image for the city of Madrid. The
musical "Hoy no me puedo levantar," which opened in Madrid in 2005, highlights the
importance of the pop group Mecano, one of the groups from the Movida era that remains
quite popular today. In addition, novels such as Luis Antonio de Villsfedsid ha

muerto: Esplendor y caos en una ciudad feliz de los ocli@889; reissued 2006) and
more recently, Charlie Miralles's noviEd64 antes de Cristo y después de perder el
autobug(2007) also deal with the theme of looking back on the Movida. The 2008
edition of the documentary festival DocumentaMadrid featured an entire section of
eleven documentary films made about "The Movida Phenomenon."

In 2008, the 44 edition of "Baile de la Rosa" party in Monaco was dedicated to
the Madrid Movida; Pedro Almoddvar was invited by Prince Albert Il to be the nafste
ceremonies for the sold-out 750 euros per ticket fundraising event. OtHgnveostires
about the Movida have appeared in gallery and museum exhibits dedicated either to
specific artists from the Movida or to the phenomenon itself including the large scal
cultural festival in 2006-2007 called simply LA MOVIDA. All these events amohst
are symptomatic of a process that Maureen Turim has called "seraj@itig.” Turim
defines semiotic layering as "[...] the accrual and transformations of meaasagciated
with an artifact as it passes through history, or as it is presented inriffersions”

(209). The process that Turim describes can also be applied to the artifact of the



individual and collective memories of the Movida. In its "second life," the Masida
constantly unearthed, reborn, and inserted into the present Wio2§ometimes 30
anniversary commemorative exhibits, films, celebrations, documentaries and
compilations that add to its legendary status. Pierre Nora suggests that the
overabundance of commemorative events results from how "the past has ceasedto hav
single meaning and [... the] present [...] is overlaid with an awareness of its oany hist
which necessarily allows for several possible versions of the Eds6n$1p). The

cultural products | evaluate in this dissertation exemplify the abundanegiads

versions of the story and legacy of the Madrid Movida.

My project also contributes a new dimension to the memory of the transition to
democracy. José Colmeiro explains why there has been a resurgence in memory
recently: "El espacio vacio dejado por el desenéateda transicién y su tabl se va
rellenando por diferentes formas memoriales que desbordan y debilitan a la vez los
cauces tradicionales de la memoria [...]" ("The empty space left by tHasimiment of
the transition and its taboo is being filled by different memorial forms that pothd
beyond and debilitate the traditional origins of memonmyiemorial9). The increase in
commemorative events and manifestations of memory is seen mainly with thgeuipsur
critical interest regarding the role of the memory of the Spanish Civil \Wargithe
transition to democracy; much less critical attention has been paid to thieenagnory
of the Movida is being altered in recent years. Colmeiro discusses theitrends
remembering the past: "todos vuelven su reflexion de una manera mas o menoaldirecta

tema subyacente de la memoria en el cercano pasado espafiol (de la gueosagukerra

* | explain the concept "desencanto"” further in mggter on documentary films.
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a la transicion y la post-transicion) y la necesidad de hacer cuentaspesadd” ;

("They all reflect in a more or less direct way upon the underlying thémemory in

the recent past in Spain (from the war to the post-war period to the transition and the
post-transition period) and the necessity of settling the score with the pastigria

13). My work is concerned with the transition and the post-transition period, and in
many ways the cultural products | consider reflect a desire to "$edtieodre” about the
memory of the Movida, as | have previously noted. By addressing the legacy of the
Madrid Movida, this project adds another dimension that is only beginning to be explored
to the fields of memory studies and Peninsular cultural studies.

In my analysis of museum exhibits, documentary films, feature films andsndovel
describe the nuances and contradictions present in the process of remembering the
Movida, demonstrating that the Movida becomes re-membered, taking on a new and
distinctive form with each new incarnation of its memory. The materaislyze are
representations of the past in the present and are all examples of the "tagasil df
the Movida. As Linda Hutcheon asserts, "The past really did exist, but we camonty
it today through its textual traces, its often complex and indirect repaéisestin the
present: documents, archives, but also photographs, paintings, architecturentilms, a
literature" (Hutcheon 78). | take Mieke Bal's notion of "cultural memaozagas a point
of departure, defined as "an activity occurring in the present, in which thes past i
continuously modified and redescribed even as it continues to shape the future” (Bal vii)
In each chapter, | consider what these modifications of the highly sigritiafiural

moment known as the Movida mean for the shaping of the past, present and future in



Spain. Viewed in this sense, each one of the cultural products | analyze hesentspae
distinctive view of the history and the legacy of the Movida. Often, the versions of the
past presented in these products are at odds with one another and with the dominant
construction of historical discourse about the Movida in general.

One caveat that | should mention is that this project does not attempt to cover all
aspects of the Movida or of the memory of the Movida. For instance, while | dieuss t
musical aspect of the Movida throughout this dissertation, none of my chapterslgxplici
deal with this facet of the Movida, in part because there is already a gabatrdten on
this subject, such as Héctor Fouce's babfuturo ya esta aquiThe Future is Already
Here) (Velecio, Madrid 2006). The book stemmed from Fouce's dissertation on the same
subject entitled El futuro ya esta aquiMusica Pop y Cambio Cultural en Espafia.
Madrid 1978-1985," which was completedtad Universidad Complutense de Madrid in
2002. Fouce is an ethnomusicologist and one of the foremost experts on the musical
aspect of the Movida. Fouce regularly teaches seminars and workshops at igsversit
throughout Spain on popular music. He also writes newspaper columns about music in
addition to working as a music critic. After becoming familiar with Fsua®rk, |
realized that he has made a substantial contribution to the field of Spanish Cultural
Studies with his work on the musical dimension of the Movida. His work as a curator for
the 2007 exhibit "Modernos, Urbanos y Hedonistas: Una exposicion para entender la
Movida madrilefia” is addressed in my first chapter.

While Fouce's work focuses on the musical dimension of the Movida from an

academic perspective, there are other non-fiction texts that addredisndnsion from a
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more journalistic perspective. For instance, Jesus (José) Rodriguez Gatimste

Caligari: El lado mas chulo de la Movid&abinete Caligari: The Coolest Side of the
Movida), published in 2004, focuses on the story of the 1980s band Gabinete Caligari.
Carlos José Rios Longares's bdbko cai—enamorado de la moda juvenil: la Movida en
las letras de sus canciongsnd | Fell—In Love with Youth Fashion: The Movida in the
Lyrics of its Songqg2001)offers more general information about several bands from this
era and the role of FM radio in promoting and popularizing new bands in the late 1970s
and early 1980s throughout Spain.

In the United States, there is some work being done on the musical memory of the
Movida. Of particular importance is Santiago Fouz-Hernandez' recent artibke
Journal of Spanish Cultural Studie$/e cuesta tanto olvidarte: Mecano and Mavida
Remixed, Revisited and Repackaged.” (2009) As the title of the latter articks&)dy
examines the way the memory of the Movida has been contested and modified in recent
years, specifically through the recent musical "Hoy no me puedo levantan'i{wake
up today), which draws on the memory of the 1980s band Mecano.

All of the previous scholarship on the Movida informs my work, and | believe
there is much more to be written about this fascinating phenomenon. | will begin by
explaining the disputed origins of the term "Movida," followed by a descriptios of it
participants, an establishment of a timeline of the Movida and the importamtsciat
Madrid where events took place. | will also briefly mention its political and cnciai
implications, the influence of the Movida beyond Madrid (both nationally and

internationally) and some of the debates surrounding its existence and sigaifi€aah
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of these characteristics will be further elaborated throughout the fouechapthis
dissertation.

The Movida or the movida?

The term "Movida," which | deliberately capitalize throughout this diggen,
has a number of meanings. Michael Ugarte describes the term as "ingtdivegiza,"
"unusual and shifting/unstable” (357). The shifting, mobile quality of the term (and the
way in which it has been mobilized in various contexts) is one of its most important
facets. For instance, one source suggests that the term 'Movida' is "[.idrd, def
slangish pun on the FrancoMbvimientd (Triana Toribio 275). Another simply
translates it to mean "the action” (Valis 279). Eduardo Subirats refés kdavida as
"otra palabra de nuestra jerga mediatica cotidiana que nunca llegé acegtebn
("another word from our everyday mass-media slang that never became a'coB2gpt
| establish that the Movida is indeed a concept, but it does have multiple, evegshiftin
meanings.

| capitalize the term "Movida" in this dissertation because the wooditia" has
different implications. For example, phrases like "jqué movida!" ("whedzything!™)
or "¢ donde hay movida?" ("where is the party/where is the action?"), wiatked & the
Movida in some way, do not have the same connotation as the meaning that | use. Javier
Escudero affirms that the expressions "hay movida" and "jqué movida!" were used to
"[...] referirse a la existencia de un tipo de ambiente en los bares, plaza®y tarla
capital, en particular para designar aquéllos en donde habia cierta permisividad hac

consumo de hachis u otras drogas y al que acudian gente de distinto aspecto y
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procedencia social” ("refer to the existence of a type of ambiance in the hass, ahd
neighborhoods of the capital, in particular to designate those locations in which there was
a certain permissiveness for the consumption of hashish or other drugs, and in which
distinctive-looking people from certain social groups would gather” ; Escudero 148)
Many sources note that the term "movida" comes from the argot of dtugecul
where "hacerse una movida" or "ir de movida" meant "l am going to procure'difegy
instance, Movidaera una palabra del argot de los toxicomanos, o puede que de los
aprendices de tafiacer una movidaen el Madrid del afio 67/68, era ir a conseguir
determinado tipo de estupefacientes a un barrio (Alpuente 17). Escudero points out that
it is necessary to consider "[...] el papel primordial que juegan las drogas aeresisgjé
("the fundamental role that drugs play in its genesis" ; 147). The term is iglo bave
been heard initially on the radio, and also has different meanings in LatincAmer
Aunque ya poca importancia tiene, la denominacion de Movida fue periférica.
Unos dicen que fue Ordovas quien la promovio, yo creo recordar que fue Paco
Martin a quien se la oi por primera vez. Entre nosotros se hablaba de "musica
moderna," término demasiado genérico como para tener éxito. Aunque en Madrid
el tétrminoMovidaes levemente peyorativo, y tiene que ver con viajes azarosos
para conseguir drogas y otras yerbas, en Latinoamérica se aplgzaeyde
festivo-musicales. (Arenas de Pablos 328)
Although it is of little importance now, the naming of the Movida was peripheral.
Some say that it was Ordovas who promoted the term, and | seem to remember
that it was Paco Martin whom | first heard use the term. Among us wd talke
of "modern music," a term that was much too generic to be successful. Even
though in Madrid the termovidais slightly pejorative, and it has to do with
random trips to obtain drugs and other herbs, in Latin America it applies to
musical downloads.

This definition suggests that Jesus Ordovas, a radio personality, was responsible f

popularizing the term Movida. The importance of the radio as a tool for spreading the
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music of this period not only in Madrid but also throughout Spain cannot be
underestimated. In 1981, Paco Martin wrote: "En toda esta 'Movida' ha tenidalespeci
importancia una emisora de radio madrilefia [Radio Espafia FM (Onda 2)], padrise

decir que ha sido el padre de la criatura producida en Madrid en los ultimos cuatro afios”
("In all this 'Movida,"' one Madrilenean radio channel [Radio Espafia FM (Chafpnel 2)

has been especially important; it could be said that it has been the father olctieathi

has been produced in the last four years" ; Martin 12).

However, the paternity of the Movida is debateable. It has also been suggested
that the term first appeared not on the radio, but on television, and not in Madrid, but in
Barcelona. José Luis Gallero mentions that the term "Movida madrilefiajeser
during the 1980 Spanish television program callessical Expréswhich was produced
in Barcelona (Larson 309). The slightly pejorative connotation that Arenas de Pablos
mentions above is confirmed by Marta Moriarty in Gallero's interview datigm: "Los
de Barcelona, horrorizados, nos llamalwnde la Movida ("The people in Barcelona,
filled with horror, called us 'the ones from the Movida™ ; Gallero 54). Moriarty's
comment suggests that the reaction to the Movida in Barcelona was less thandavora
maybe because Barcelona had long been the center of avant-garde culturaénisye
and perhaps Barcelona natives looked down on the underground culture in Madrid. The
term also has resonance in other areas of Spain. For instance, "the ternextassipn
been applied to other subsequent explosions of youth culture, as in 'movida galega’

[Galician 'movida’]" (Graham/Labanyi 423). The Galician movida, centerdxt iaity of
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Vigo, is one of the better known 'movidas;' there were also similar cultural hagpémi
Sevilla and Barcelona, Spain.

To further complicate the meaning of the term "Movida," it is important to
remember that this term was not invented and applied from within this loosetyatsd
group of people, but from outside, which is often the case with classificationsdcfeat
artistic or literary movements. The group involved in what is now known as the
"Movida" initially referred to themselves as "La nueva ola," (The new )yaeehaps
borrowing the term from the French new wave filmmakers of the 1960s or from the
"British trends of punk and new wave" (Allinson 268). "La nueva ola" was not the only
initial label for this subculture. Paul Julian Smith points out that "[...] artists w
stamped their imprint on the period, such as Almoddvar, identified themselves simply as
'the moderns' before they were pigeon-holed by the press as the 'Mdvio@gr(s43).
Moncho Alpuente suggests that the naming of the Movida was beneficial in thersgnse t
it was a term that traveled well outside of Spain and in that sense was vessiucce
"Hay que reconocer, indudablemente, que es una de las etiquetas de mayor éxito que
hayamos patentado, y con mayor posibilidad de exportacion, por asi decir” ("It must be
recognized, without a doubt, that it is one of the patented labels that has enjoyedtthe m
success, and that has had a great possibility for exportation” ; Alpuente 18entiens
that when people representing international press arrived to Madrid, they would ask
"¢, Donde esta Inlovida?" (ibid 18). The term not only functioned well on a local level,

but also transformed the Movida into an international phenomenon.
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The term "Movida madrilefia," is the name that persisted for this cultural
phenomenon, but the very people who were involved in the creation of the Movida often
debate it. This debate is highlighted in Gallero's 1991 compilation of intervigitlede
Solo se vive una vez: Esplendor y ruina de la movida madyieiththere are numerous
examples of this debate throughout the chapters of this dissertation. Finallprthe w
"Movida" is sometimes translated to mean "movement,” and arguably, the Mowda wa
not a movement per se, but rather a moment. This is clear in the following stiateme
where Pedro Almoddvar negates many of the common classifications of the Mdada: "
formabamos parte de ninguna generacién, tampoco éramos un movimiento artistico, ni un
grupo con una idealogia concreta, sélo éramos un monton de gente que coincidié en uno
de los momentos mas explosivos, vitales y exuberantes del pais, y de Madrid en
particular" ("We were not part of any generation, we were not an @artistrement
either, nor were we a group with a concrete ideology, we were just a bunch of people
who coincided in one of the most explosive, vital and exuberant moments in the [history
of] the country, and of Madrid in particular" ; LA MOVIDA 628). Almoddvar avoids
specificities to categorize the Movida, and others do the same. Alpuente notes that
because of its wide range of uses, it became impossible to talktabddvida: "No era
posible, por lo tanto, hablar teeMovida porque lo que existian era cientos, miles de
movidasdentro de la ciudad” (Alpuente 17). In his explanation of the term "movida,"
Alpuente points to the more general phenomenon of nomination. Fredric Jameson states
that "...the supreme act of nomination wields a material impact and, like lightning

striking from the superstructure back to the base, fuses its unlikely maiteioads
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gleaming lump or lava surface” (Jameson xiii). The idea of fusing unhkatgrials

together is particularly applicable to the Madrid Movida, because the use abéhe |

Movida served as a way to connect many different kinds of activities and people together
under one umbrella term.

Participants, Places, Punk, and Postmodernism

While AImodévar and Alpuente prefer a more expansive description of the
Movida, there are some general characteristics that can be assodiatddswgroup of
people. | do not believe that the characteristics | describe are négeggaicable to
everyone involved in what has come to be known as the Movida, but | will summarize
some of the commonalities and differences between this loosely assoaieedfci
individuals. The participants in the Movida included musicians, painters, fashion
designers, comic book writers, photographers, film directors and other artists, iefluenc
in part by British punk and Andy Warhol's factory, who began to create their own loca
brand of underground culture. | do not mention their names here since they appear within
each of my chapters, but | will point out that flmmaker Pedro Almodovar is edfesrat
many points as a synecdoche for the Movida phenomenon. Besides the well-known
names of people who were creators during this period, the consumers of many of the
fashions and events they produced were fundamental to the popularity of the Movida.
Numerous people were involved in making the Movida a popular culture phenomenon,
including the people who listened to music on the radio, the attendees to gallery and
museum exhibits, and those who purchased comic books at the Rastro flea market. Local

politicians were also involved in the Movida, as | have mentioned.
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There were a few central locations where people would meet and inteniadt to f
the Movida. El Rastro, Madrid's Sunday open air flea market was of particular
importance during this period because it was there that people could acquiresthe late
fashions and comic books. The "Cascorro Factory,” founded by photographers Alberto
Garcia Alix and his friend Pablo Pérez Minguez (PPM), took its name from @ascor
Street, one of the location of the Rastro flea market. Bars and night clubs suck-as Roc
Ola, El Penta, La Via Lactea, La Bobia and Pentagrama were deritralMovida
culture and to the development of the Madrid nightlife that continues today. Artegmlleri
such as La Galeria Juana de Aizpuru, La Galeria Fernando Vijande, and tie Galer
Moriarty were also meeting places where people interacted and viewethgonary art,
happenings and fashion shows. Private homes such as the home of the painters Las
Costus, which has been compared to Andy Warhol's factory, were destinationsrfor aft
hours parties and even served as the set for Almoddévar's first featureédpim/uci,

Bom y otras chicas del mont¢1980).

One of the main characters in this film, Olvido Gara (who became musician
Alaska), then an adolescent, was one of the youngest participants in the Movida. The
people involved in this urban underground culture were usually young—ranging from
adolescents like Olvido Gara to people in their early thirties. The cultune Mavida
can be characterized as a youth culture, for it "[...] shares with manyyotibrcultures
the characteristics of spontaneity, disrespect for authority, playfulndssratic
curiosity; and it also shares the social context of mass youth unemployment which

conditions the predicament of youth across contemporary Europe” (Allinson 265). The
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impact of mass youth unemployment was arguably not felt by many of ti@paants in

the Movida, since many were "sons and daughters of middle-class and upper-middle
class families (for example, Carlos G. Berlanga fiGaha de LuxendAlaska y los
Pegamoides-was the son of film-maker Luis G. Berlanga and had benefited from
European travel; Santiago AuserorRafdio Futurawas another, having studied in Paris
and the USA)" (Triana Toribio 276). One major exception was Pedro Almodévar, who
held a day job at the large Spanish telephone compalejonicafor many years before
dedicating himself exclusively to filmmaking.

The Movida was related to the punk culture of the UK and the United States, but
it was distinctive due to differences in socio-economic status of its parttsi Helen
Graham and Jo Labanyi note that the Movida was "similar in many ways ith Bk,
it was nevertheless a response not to unemployment but to affluence and the new sexua
permissiveness: in this sense it could be seen as a delayed form of 1960s cultidre, but
an aggressively apolitical natdt¢423). The Spanish form of punk was distinct from its
foreign equivalents: "the expectant and less restrictive atmospheredhbpithe
transition to democracy gave Spanish punk a less socially aggressive chibgacies
counterparts in the UK and USA [...] but the nihilism characteristic of punk, which

mixed itself into the Spanistesencantdapathy) was pervasive" (Triana Toribio 275).

® In her bookQueer Transitions in Contemporary Spanish Cultéem Franco to la MovidaGema
Pérez Sanchez argues that the Movida was not lgrdapelitical, because the strides made by quekureu
during this period were certainly a political gestu
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The Movida was also a postmodern phenomenon, though it has been debated that
it was instead a modern phenomehoBusan Larson remarks that postmodernity
sometimes does not translate well in areas that have just entered into mpdechity
makes clear that it is important to remember the fact that Spain enteraddam world
in the 1970s and that the particular economic, political and social context in Spain must
be kept in mind (314).

The increasing aperture that occurred in Spain during the 1960s and continued
into the 1970s is often said to culminate with a "rupture": the death of Franco on
November 20, 1975 The ideas of rupture or continuity are also associated with the
political debates of the transition to democracy. The group of so-called "rugUriss
composed of a coalition of democratic forces, composed of dissidents of the Franco
regime and the parties of the vanquished from the Spanish Civil War (Maiiged3)ul
After Franco's death, they wanted a provisional government that would begin th&sproce
of drafting a new constitutionlid 43). On the other hand, the "reformistas” or
“"continuistas” favored a provisional government in which they would have a decisive role
in the transition to democracy. In the end, the transition was neither a coraptete r
nor a continuity of the past, but rather a combination of both. This is reflected in the fact
that the protagonists of the transition "[...] habian sido parte del réegimen hassanel m
dia de la muerte de su fundador y que los comunistas podrian participar en el proceso

desde el primer momento” ("had been part of the regime until the day of the deésth of i

® SeeDespués de la lluvia. Sobre la ambigua modernigshfiolaby Eduardo Subirats. Madrid, Temas
de Hoy: 1993.

" | discuss the implications of tourism and econopiiticies that contributed to this aperture in 1960s

in my second chapter.
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founder, and the communists could participate in the process from the begirihidg" ;
45).

According to Noél Valis, "the sense of rupture [... is] fundamental to any
understanding of post-Franco society, particularly in light of the postmodern label
frequently attached to it. Most associated with this postmodern turn is the Movida"
(Valis 283). In my view, Franco's death was not a complete a "rupture" foredsens.
While it was certainly a decisive change, the reforms that occurred in &paarly as
the 1950s through the mid-1970s in terms of the expansion of the economy, the rise in
foreign tourism and a desire to become more incorporated into the international
community (by joining the UN in 1955 and the World Bank in 1958) show that many
transformations were taking place in Spain well before the transition to democrac
following Franco's death. These changes did not indicate a complete ruptutteew
past either. An assessment of the popular saying created to promote tourism in the 1960s,
"Spain is different” proves this point: "the late-Francoist expansion imposed upon
Spaniards the collective opportunistic identity of a country whose institutiths (s
dictatorial), lifestyles (still mostly patriarchal), and econom (silling behind other
European nations) were 'different’ (read ‘anachronistic’)" (Afinoguévava-Olivella
xii). Still, it is crucial to remember that the Movida was not necessarilypture. Jo
Labanyi also suggests that the idea of a complete rupture with the pashésurate,
highlighting: "the complex relationship of Francoist Spain to modernity apdsif

dictatorship Spain to postmodernity (in many respects an intensification ofmitpde
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rather than a break with it—except in the important respect of postmodernityiateal
of mass culture)"Engaging..1).

Similarly, Antonio Sanchez sees Spanish postmodernism as a combination of old
and new traditions: "Spanish postmodernism is characterized by an eclecpoiaton
and celebration of both old and modern cultural traditions" (A. Sanchez 109). Susan
Larson offers an eloquent study of the Movida's relationship to postmodernism in her
analysis of the popular magaziba Luna de Madridspecifically, a 1984 issue of the
magazine entitled "Madrid 1984: ¢ la posmodernidad?” Larson mentions that the pages of
the magazine included a mixture of both old and modern traditions such as articles on
new music and fashions combined with old poems and references to the history of
Madrid (311). Gema Pérez Sanchez sees the tension between modernity and
postmodernity as positive: "this wavering between embracing new post-modern
aesthetics and recognizing Spain's lag behind the rest of Europe in terms of
modernization—far from hindering creativity in literature and the visushangs given
them a force and innovation unparalleled in Spain since the time of the early-tliwentie
century avant-garde" (Pérez Sanchez 187). While the paged.oina de Madridbften
contained reflections on postmodernism, Larson notes that in the mid-1980s, the people
involved in the Movida began to distance themselves from the commodification aspect of
the phenomenon and were tired of feeling "empujados a adherirse a una postmodernidad
igualmente autoconsciente y comercializada" ("pushed to adhere to a positpode

equally self-conscious and commercialized" ; 316).
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Notwithstanding the debate about whether the Movida constituted a postmodern
phenomenon, it certainly did have characteristics of postmodernism. For examgie, it
only incorporated both the old and the new, but also the local and the global. As Noél
Valis explains, "Spaniards and non-Spaniards alike paradoxically saw #lisdoative
of Madrid, the movida, as a postmodern phenomenon, thus suggesting simultaneously a
nonlocal or un-rooted quality about it" (Valis 279). The Movida was used to create this
local and international narrative of Madrid in part by the local governmenthwhic
discuss in more depth in my chapter on museum exhibits. The government subventions
of many activities that were part of the Movida are closely related derftsse in the
mid-1980s.

The Chronology and the Politics of the Movida

In the introduction to the "Plastic Arts" section of the LA MOVIDA cataluaj
consider in my first chapter, Fernando Huici March points out that the seeds of the
Movida were planted in the later years of the dictatorship: "Madrid [...] viemifos
afos setenta, y aun desde el final de los sesenta, una muy singular efeilxescel
ambito de la formulacién de nuevas tendencias creativas” (In the 1970s, and even since
the end of the 1960s, Madrid was living through a very unique effervescence in the
formulation of new creative tendencies" ; Huici March 32). To prove this point, he
mentions a performance he attended in 1972 where Herminio Molero (the founder of the
renowned Movida pop band Radio Futura) and Pedro Almoddvar performed. This point
also serves to question the narrative of a rupture with the past that is ofteatadsoeith

the Movida.
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While there were important artistic activities occurring in the fyears of the
dictatorship, in my estimation, the Movida lasted roughly from 1976 to 1986. This ten-
year period is probably the broadest definition of the duration of the Movida, for various
sources suggest that it began in 1978, the date that coincides with the implementation of
the democratic Constitution, or in 1980. The "end" of the Movida is also debated, but
many sources state that it ended in 1986, coinciding with the death of the beloved
Enrique Tierno Galvan (mayor of Madrid from 1979-1986), whose support for the
Movida was fundamental. Galvan was largely responsible for associating thid Madr
Movida with many of the transformations that were occurring during this period.

Thus the Movida served as the principal artery through which the ideas of the paliticia
at the time would pass. For, as Tomas Llorens points out: "the ambiguous notions of
‘change’ and 'modernity’ were to be united with the adjectives 'young' anidcaime

applied to cultural ‘products’ for their capacity to illustrate and makeevisibl

accelerated process of transformation that Spain was undergoing politically,
economically and socially" (146, translation mine).

Susan Larson states that the Movida can be divided into three main phases: first,
the underground phase, prior to 1981 (though she does not give a specific date), which is
most closely related to punk and to the so-called “tribus urbanas" (“urban®riBes.

This early phase is sometimes referred to as the "original” Movida, bdbauvsevere
not very many people involved in the underground activities of this period. Pedro

Almoddvar's filmPepi, Luci, Bom y otras chicas del mon{@880) exemplifies this

8 The importance of these urban tribes and theifsignt differences is described in my chapter on
museum exhibits, specifically with the analysigh# exhibit tittedModernos, urbanos y hedonistas
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early phase as it was created in the punk spirit of do-it-yourself. The filrmaaes with
a Super-8 camera, an almost non-existent budget, mostly volunteer actors (friends of
Almoddvar's), and sets that included his friend's apartments.

For Larson, the second phase lasted from 1981-1986, and was characterized by
the creation of new commercial channels such as new galleries, dslit@tard labels, a
provocative cinematographic style, and fashion that was modern and unique to Spain
(309). Iwould add to Larson's division of the different phases of the Movida by
discussing the involvement of the PSOE (Spanish Socialist and Worker's Pagy) in it
creation, beginning in 1982. As Antonio Sanchez notes, "following the election of the
PSOE in 1982 and the growing autonomy of the regions, art, including the avant-garde,
was widely promoted through a variety of official institutions" (109). The Movida had a
very specific relationship to politics, as | will demonstrate in my discusditme
involvement of the PSOE and former Madrid mayor Enrique Tierno Galvan in its
promotion in chapter one. Despite the fact that Tierno Galvan was known as "the old
professor,” he also represented many values of youthful vitality @&/8a#).
Interestingly, it was the so-called apolitical nature of those involvdtkiivibvida that
interested politicians: "the youth culture financed by the governmennetaa political
culture like others that did exist. The establishment was interested in theapolit
pasotismdnot-giving-a-damn-attitude] of those youth who participated in underground
cultures...because it helped with the historical amnesia promoted from abovesteachi

democratic consensus” (Alberca Garcia 29Zhe promotion of the Movida by local

° The historical amnesia that Alberca Garcia refegart to the "pact of silence" that was agreedrup
during the transition to democracy in order to dvibie conflict of how to discuss the memory of the
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politicians was a deliberate way in which they attempted to create amatnbeal image

for Spain. It worked—for a time, journalists from across the globe would come to

Madrid asking where the Movida was so they could report on this phenomenon. Fashion
designer Agatha Ruiz de la Prada affirms that the Movida has becomeraatiotelly
recognizable term: "Ahora La Movida me sirve para explicar mi moda ettrahgro

porque Movida es para siempre una palabra magica" ("Now, the Movida helps me to
explain my fashion outside of Spain, because the word Movida is always a magic word"
LA MOVIDA 538).

Agatha Ruiz de la Prada is an example of someone who began her career during
the years of the Movida and has achieved international success. Her comsuensab
relates to the third stage of the Movida that Larson mentions, though she does not
mention the years during which this phase took place, which consisted of the cahmerci
consolidation of the Movida and the confirmation of its arrival to the international marke
(Larson 309). While the Movida reached its peak in the mid-1980s, its cultural trepping
were rejected by many young Spaniards in the 1990s who were more interested in
international music and grunge culture, an aspect that is detailed in one of the

documentaries | addreddadrid, la sombra de un suei{@007).

Spanish Civil War (1936-1939). This pact of silerceated during the transition has since beeriyhigh
criticized, and there are a number of scholarlyksdhat address the need to deal with the memotlyiof
period, such as Paloma Aguilar's bdd&mory and Amnesia. The Role of the Spanish Cailikthe
Transition to Democracf{2002). The Association for the Recuperation dftétical Memory and and the
passage of the law of Historical Memory (passe@dtober 2007) are proof of the initiatives thatdav
been undertaken to recover the memory of the Spa@iisl War in the present.
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Debating the Existence of the Movida

While the Movida clearly occurred, there has been a great deal of debate about its
legacy, which stems primarily from a quote from José Maria Alvarez detana, the
former mayor of Madrid, who once remarked the following about the Movida: "Era algo
etéreo, una propaganda politica, no ha dejado un solo poso. Yo no recuerdo un solo libro,
un solo cuadro, un solo disco; nada, de La Movida no ha quedado nada" ("It was
something ethereal, a political propaganda tool, it has not left a single lda&ot
remember a single book, a single painting, a single disc; nothing, there is nething
from the Movida" ; LA MOVIDA Arenas de Pablos 329). Arenas de Pablos calls th
"negation of history"ipid 329). Luis Antonio de Villena mentions the mayor's opinions
in his novelMadrid ha muerto: esplendor y caos de una ciudad feliz de los ochenta
(1999; reissued 2006): "jQué sabe uno! A lo mejor nunca existio nada, como pretende el
rancio alcalde de hoy. A lo mejor nada ni nadie hemos existido. Tampoco estada mal
fin de cuentas” ("What do | know! Maybe nothing ever existed, like the curresitira
mayor thinks. Maybe nothing, and none of us, has ever existed. It wouldn't be all that
bad, in the end" ; 233).

Apart from this nonchalant attitude about Manzano's comments, most reactions
are more vehemently opposed to his comments. For instance, in 2006, Musician Alaska
wrote a text that is part of the LA MOVIDA catalog in which she responds to e¥del
Manzano's famous comment, contradicting him directly: "[...] no pude evitar enojarme
pensando en Paloma Chamorro y sus programas de television, en la obra de Costus, Pérez

Villalta, Garcia-Alix, en Pedro y su cine o Fabio y su genialidad exiremims miles de
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muestras multidisciplinares que quedan de artistas de renombre y de cutiold'hat

avoid getting angry, thinking about Paloma Chamorro and her television programs, about
the work of Costus, Pérez Villalta, Garcia-Alix, about Pedro and his films and &abio

his extreme genius, in the thousands of multidisciplinary exhibitions that renthiesef
renowned, cultured artists" ; LA MOVIDA, Alaska 326).

Assessing the Movida: Patterns of Remembering

The Movida has been alternately judged in an extremely Manichean manner,
as either a success or a failure, which is misguided. Speaking to this poinia Palom
Aguilar notes that "any social memory represents a simplificationenite in the sense
that 'an overemphasis is placed on drama in narratives—wars are very apt; one-
dimensional characterizations are favored—heroes and villains; and memodembf s
pasts tend to be romantic or demonic' (Nerone, 1989:95; Aguilar 10). The judgments and
memories about the Movida are often either romantic or demonic. Similarlysdedua
Subirats notes that the events of the transition to democracy are often judgedherbe eit
heroic or tragic (13).

The numerous opinions about the memory of the Movida prove that it continues
to generate interest. Paul Julian Smith surmises: "Far from beailgra f[...] the
Movida can be read as a laboratory for social change which remains ongaomtji' (S
Visual10). The choice of the word 'ongoing' is of interest to me as it suggests that many
of the social changes that were initiated during the period of the Movida maintain
relevance in the present. The memory of the Movida continues to be transformed as well

and the broad spectrum of opinions about it are also apparent in the cultural expressions
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of its legacy. Addressing the Movida, Gema Pérez-Sanchez affirms: "&ttdipns of
the scope and aims of this urban, cultural movement vary drastically: from the most
celebratory ones (Almodadvar); to nostalgic, pessimistic ones (Vilaros); todke
critical, condescending ones (those launched by older, leftist intelletkealosé Carlos
Mainer" (106).

The more recent interpretations of the legacy of the Movida follow a similar
pattern. True to one of the many definitions of the term Movida, the way it is being
remembered is constantly shifting. A certain continuum can be observed among these
attitudes and strategies, which range from mourning to working through,atelgtwor
condemnatory, affirming the life and exuberance of the Movida to highlighting tHesdeat
associated with this period. Other strategies express a desire éacpsaimanent record
of the Movida or a completely metamorphasized account of this period. Some narratives
are nostalgic, while others are postnostalgic narrdfives

To acknowledge only these binary oppositions about the legacy of the Movida
would be an oversimplification, for the interrelationship between these stsafegi
remembering is much more complex. All of the approaches that | considelated to
the dynamics of life and death, but also everything in between, and even beyond life and
death. Nostalgic renderings of the past, along with the inability to completethaing
process, seek desperately to keep the past alive. Postnostalgic narrativas maint
relationship with the past, but at a critical distance. Celebratory narrabees the past

commemorate the Movida, often for its exuberance. Narratives that condemn tloa Movi

19 postnostalgic narratives demand "historical juegts' and "evaluations of moments of the pasttiemat
than romantic visions of fantasies of the past €&m 288). | describe the term "postnostalgiahdme
depth in my fourth chapter.
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seem to want to put it to death and forget its significance. Each of my chHapteyss
on various attitudes and strategies for remembering or (re)memberikipta.

In my first chapter, "g0lo se vive una vezLa Movida on Display in Recent
Museum Exhibits," | establish connections between the museum as mausoleum and the
Movida's complex relationship to life and death in two museum exhibits from 2006-2007,
creating a dialogue with Adornd&alery Proust MuseumThe first museum exhibit was
part of a large-scale cultural festival in 2006-2007 called simply LA MDV/I
sponsored by the Council of Culture and Sports of the Community of Madrid. The
second was a 2007 traveling museum exhibit entiledernos, Urbanos y Hedonistas:

Una exposicion para entender la Movida madrilefi@etail the political implications of

the way in which the Movida both fulfilled and defeated the promise for utopia during the
democratic transition, and how it was used for political purposes in both of these recent
exhibit series.

My second chapter, "Documenting the P&stmbras de un SuebolLa
Removid&" analyzes two documentaries about the Mowidigrid: La sombra de un
sueficandLa empanada de la Removjdath from 2007. These documentaries reveal
the wide-ranging dimensions and possibilities of the relationship between pao@ane
and metamorphosis inherent in what Pierre Nora has tdreuxdde mémoireor places
of memory. The filmLa empanada de la Removidgaemplifies how kitsch is employed
to eradicate the historical narrative of the Movida. Both films address thefide
"Removida," a term that demonstrates the metamorphosis and the second life of the

memory of the Movida and shows how it serves as inspiration for newer generations. |
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also show how the term "Removida" complicates the meaning of the Movida, because the
Movida only happened once, due to a specific set of socio-cultural circumstances.

My third chapter, La Movida Re-leidaMourning, Melancholia and Working
Through Literary Memories," analyzes novels that recollect this periow. cilpter
focuses mainly on two texts: Charlie Miralles's 2007 n@9é4 Antes de cristo y
después de perder el autolarsd Luis Antonio de Villena's 1999 novel (reissued in
2006)Madrid ha muerto: esplendor y caos de una ciudad feliz de los ochkrekate
these novels to Freud's works, "Mourning and Melancholia" and the concept of "working
through.” Both novels offer distinctive ways to narrate the memory of the Movida era
connect the concept of melancholia to Barbie Zelizer's idea of the subjunctive voice
suggesting that in Villena's novel, the mourning process cannot be completeebecaus
the protagonist in the novel is too caught up in remembering what might have been rather
than what happened, clinging to the ghosts of the past. While Miralles mournstthe pas
he is able to detach himself from his losses and move forward, providing a morieeffect
way of dealing with the past and moving on in life.

My fourth chapter, "Voices and Visions: The Madrid Movida Revisited in Film,"
addresses the possibilities of the past created through the reconstructiompefitiaisn
two recent films, Pedro Almodova2904 filmBad Educatiorand Chus GutiérrezEs
Calentito(2005). Both films move beyond nostalgic representations of the past by being
examples of "pastiche" as well as "postnostalgic narratives." Tdrpliatations of the
past presented in the two films challenge the spectators to view the pashtiyffeye

presenting the possibilities of what might have happened during various moments of the
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Movida era. IrBad EducationAlmododvar's re-visits the period of the Movida, creating
a kind of auto-pastiche of his earlier work. Howe®Bad Educations a clear departure
from the depiction of the Movida in his early films, especially in the portraythleof
drug-addicted character Ignacio. Almoddvar's different approach to this peridcin w
he was a protagonist is significant, for it allows us to re-think the portrayailsaime in
Spanish history, thus creating a postnostalgic narrative. In th&fi®alentitq a
postnostalgic narrative is created in the film by allowing spectatorsthiniethe
importance of Lieutenant Colonel Antonio Tejero's coup d'etat attempt on February 23,
1981. The films revisit the "ghosts" of the past and show that they have much to teach us
in the present by exploring what might have been.

The present study demonstrates that as places of memory, each of tla¢ cultur
products | examine brings to light the life, death, and afterlife of the Movida.ief® P
Nora affirms, "indeed, it is this very push and pull that prodliees de mémoire-
moments of history torn away from the movement of history, then returned; no longer
quite life, not yet death, like shells on the shore when the sea of living memory has
receded" (NoraBetween..12). The recent commemorative events and products created
about the Movida reveal these tensions and underline the shifting meanings not only of
the Movida, but also of all memories, which move about between the continuum of

remembering and forgetting.
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Chapter One

¢Solo se vive una vezLa Movida on Display in Recent Museum
Exhibits

Introduction: La Movida, Between Life and Death

A number of conspicuous contradictions arise when examining the way stories
about the Movida are told, and these paradoxes are the focus of this analysis. In the
museum exhibits | consider, it will become clear that the Madrid Movida not ontg@xis
in the past, but also exists in the present and the future of the city and autonomous
community of Madrid, since the past is put to use for the needs of the present and the
future. From the beginning, the Movida was a renaissance, but it was also linked to
premature deaths of a number of its participants due to drug overdoses, AIDS and other
social ills. Its multifaceted relationship to life and death, both figuigteed literally,
has only been further complicated in recent years.

Since its inception, an ever-evolving discursive construction of the Movida has
been created through a variety of media, which reveal that the Movida has by
number of contradictory, ambiguous elements. For example, the combination of high and
low culture, the mixing of young people with older politicians like Tierno Galvan, and
the love-hate interpretations of the Movida in public forums. Painter Juan Ugalde, who
began his career during this era, uses the following descriptors, which highdghahy
contradictions of this period: "[...] la alta y baja cultura, futuro y pasado, los vaqueros
con la falda escocesa, la Bauhaus con Mortadelo, o Andrea Mantegna con Jackson

Pollock” ("High and low culture, future and past, jeans with plaid skirts, the Bauhaus
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with Mortadelo, Andrea Mantegna with Jackson Pollock” ; LA MOVIDA, Ugalde 206)
1 In the same catalog, photographer Ana Arabaolaza describes the erd esd]|
época dorada y maldita a la vez [...]" ("That era that was at once golden and damned" ;
216). The evolution of the prominence of the Movida in Madrid is also contradictory.
While in the beginning the Movida was countercultural, in the mid 1980s it was
appropriated as a marketing tool to breathe new life into the social and potiénalia
Madrid. A similar appropriation of the Movida occurred again in the 2000s, both in a
vast number of cultural products and in government-sponsored events created in part by
politicians searching once again for a renewed image for Madrid.

The multiple representations of the Movida reveal a curious discourse that
paradoxically embraces and resists both life and death. The contradictioasrbbtey
and death, the Movida and museums, intersect in the representation of the Movida in
several recent museum exhibits. The first was part of a large-scalalcidstival in
2006-2007 called simply LA MOVIDA, sponsored by the Consejeria de Cultura 'y
Deportes de la Comunidad de Madrid (Council of Culture and Sports of the Community
of Madrid). These exhibits, which featured work from artists from the late 18&zsly
1980s, were held in three large gallery spaces (the Sala Alcala 31, titzo8ydkejo "El

Aguila," and the Sala Canal de Isabel 1) in Madrid from November 2006 to Fgbrua

2007. Two other smaller-scale series of exhibits were part of the LA E®¥ultural

M The series of references mentioned here conniéetatit art schools and cultural products that are
seemingly disconnected. During the Movida, theas w great deal of borrowing from different artcsak
and artistic referents. This quote is a collagdiffiérent references. "La Bauhaus" might refethi® 1970s
English rock band called "Bauhaus," or to The Bashahich was founded in 1919 in Germany during the
Weimar Republic by architect Walter Gropius. TheiBaus wished to combine all arts and crafts toterea
useful, "total" art. "Mortadelo" is referenceMmrtadelo y Filemdna popular comic book series created

by Francisco Ibafiez in the 1950s. Andrea Mantegmdtalian Renaissance Painter, is related tosdeck
Pollock, one of the foremost artists of AbstracpEessionism.
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festival. First, there was a series of small gallery exhibitsccilbedrid.06 which

featured the work (created in the 2000s) of emerging contemporary artists id Etadir
served as a complement to the larger exhibits and as an attempt to look to thegmekse
future of the art scene in Madrid. These exhibits exemplify the notion &ahmvida

an idea that ultimately fails as a weak attempt to project the past intdubhe, fas will be
discussed heté The second small scale exhibit, a 2007 traveling museum exhibit
entittedModernos, Urbanos y Hedonistas: Una exposicion para entender la Movida
madrilefia(Moderns, Urbanites, and Hedonists: An Exhibition to Understand the Madrid
Movida), was also sponsored by the Council of Culture and Sports of the Community of
Madrid and was tangentially related to the LA MOVIDA events. | alsdlymeention

the 2007 edition of the contemporary art fair AREQAIl of these exhibits serve as a
platform from which to discuss many of the ambiguities surrounding the represenfat
the Movida.

The insistence on emphasizing the legacy of the Movida shows that life and death
are at stake in its commemoration, for memory staves off oblivion. From its beginnin
the Movida was connected to both life and death, which is perhaps the reason why the
discourse of life and death is so prevalent when considering its' memory. This
relationship between life and death echoes what Noél Valis has remarked,. theie

Movida can be seen as a local narrative of Madrid in which rupture and continuity both

2 The term "Removida" was used in newspaper coverag@06-2007 to suggest the return of the Movida
via commemorative events and products. It is atma in the 2007 documentary "La empanada de la
Removida," which | examine in another chapterthia documentary, the term suggest that the cultura
scene in Madrid of the late 2000s is experiencisgralar cultural moment. However, it is problemat
because the original Movida occurred due to a spacific set of socio-historical circumstances gesgly
the death of Franco, that have no equal in morentegears.

13 ARCO stands for "Arte Contemporaneo,” an inteoratl contemporary art fair that has taken place in
Madrid every year since 1982.
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play a role" (279). In 2006, Teresa Vilaros reflected on the meaning of the Movida,
connecting it to life and death and portraying it as a large bird: "Gran péjaugazo
por la tormenta que soplaba del paraiso perdido de la modernédiibvidafue el
espectro de aquel angel benjaminiano, pajarraco que inesperadamente, durante un
instante fugaz, revel6 bajo sus alas la catastrofe de la razén para caés,desply
descompuesto, junto a su imagen del parque del Retiro" ("A large bird pushed by the
storm that blew out of the lost paradise of modernity, the Movida was the spetiee of
youngest angel child, a bird that, unexpectedly, during a fleeting momezd|ed from
underneath its wings the catastrophe of reason only to later fall, broken antpdsed,
together with its image of the Retiro park" ; Vilardgro, 56). Vilards depicts the
fleeting moment of vivaciousness associated with the Movida, and also itgrdadl”
grace, a clear reference to life and death. Vilards explains how thedatiel returned
in 2006, during the 25anniversary Movida commemorations, albeit with its "[...]
cuerpo fragmentado y comido de sida, de sexo y drogas [...]" ("fragmented body,
devoured by AIDS, sex, and drugs") to project its shadlow $6). This overly
decadent, exaggerated description of the Movida is consistent with Vilaro€s wark,
El mono del desencan(©998). Whether a fallen angel or a source of pride, since it is
constantly unearthed, the Movida is literally re-membered, given a new andtulist
form by the creation of a new corpus of materials, including the exhibits esdrnere.
The fact that the Movida is being either entombed or preserved for a second life i
museum exhibits reveals a double set of seemingly exclusive alternatisiesvliiether

the museum is a mausoleum or a kind of life support, a cryogenic chamber thatesreserv
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life. The second contradiction is whether the Movida is symbolically dead orysimpl

living its second life, which is suggested in both press about the LA MOVIDA cultural
festivities and in the problematic notion of the Removida, a term that cropped up during
the commemorative events in the 2000s. All of the contradictions about the Movida
highlighted here reveal that it has various meanings for distinct groupspé peo
depending on who tells the story. The motivations behind these narratives, whether
personal or political, reveal that the Movida has lived many lives and died mahg.deat
Whether a tool for mourning the lost possibilities of the past or celebrating this ve

sense of possibility that it represented, like objects in a museum, the Movida is labth dea
and alive, rife with the ambiguity that was so cherished by its original |pearits.

In an examination of the catalogs from these exhibits, | demonstrate how the
variety of discourses about the Movida inevitably includes contradictions, egpicial
regards to its complex relationship to life and death. By nature, museum exhibits are
ultimately fleeting:sélo se viven una vEZ"they only live once"). Despite their
ephemeral nature, these exhibits do leave something in their wake. My analysesfoc
on the textual traces left behind from the LA MOVIDA exhibits and\vlloglernos,
Urbanos...exhibit in the catalogs from these two evéhtdheModernos, Urbanos.
catalog is divided into three basic sections: Modernos, Urbanos y Hedonistashfof eac
the categories included in the exhibit title. The LA MOVIDA catalogv&déid into

eight chapters: the plastic arts, photography, music, graphic design, archisextur

% This saying comes from the title of José Luis &alls compilation of interviews with people invalvia
the Movida,Sélo se vive una vez: Esplendor y ruina de la Mowighdrilefia(1991).

'3 As Linda Hutcheon notes, in reality, “the pagtridy known to us today through its textualized ésc
(which, like all texts, are always open to intetpt®n)[...]" (Hutcheon 81).
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industrial design, fashion, literature, and film. Each chapter begins with abener
introduction and history of the theme in question. Images of works from the Movida are
interspersed with texts ranging from personal reflections and accountseoétttesome
theoretical texts. Several images and texts from each of these catdllbgsanalyzed
throughout this chapter, providing information not only about the legacy of the Movida
but about what it meant when it first occurred. The exhibit catalog, an often under-
examined and forgotten text in the study of exhibits, provides a set of compelling
narratives about these particular exhibits that need to be interpreted and evieneplies

Exhibit Catalogs as Archival Narratives

While ultimately the two exhibits examined here contain similar conclusions
about the life and death of the Movida, the exhibits were distinct from one another.
These dissimilarities are important to keep in mind. One of the main storylitres of
Modernos, Urbanas. catalog is that the exhibits it discusses were meant to be didactic,
aimed at an audience unfamiliar with the Movida. The narratives in the LA MOVIDA
catalog suggest that the exhibit creators wanted to pay their resptiuisd involved in
the Movida and to consecrate this group of artists by giving them a sacrednpilae
trajectory of Spanish artistic movements. Each narrative has specpmspsrthat are
grounded in a specific set of social relations. Beyond the obvious reasons that people
have for commemorations: marking the anniversary of a specific evenkorgnsare it
is not erased from history books, there are other reasons why commemorativaegents
initiatives deserve a closer look. Far from nostalgic meanderings about thib gmsest

commemorations serve a very specific purpose for the understanding and meaning
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making of the present. What may be seen at first glance as dwelling on thetpaky
proves, in a closer analysis, to be memory work done for the future.

In order to enter into an analysis of the exhibit catalog, it is important to
understand its purpose and significance. While museum exhibits are tempalagjscat
are meant to be the permanent "record,” what stays in the bookshop and on the stacks
well after the exhibits are dismantled. Jacques Derrida reminds us of thoetinition
of the wordarchive which can be understood both as a commandment (as in: "please
archive this document”) and as a place, "the archive" (Derrida 1). The estébitgeis a
kind of archive, while museums are also archives. Beyond being archivesuinsuse
more than cultural institutions and showplaces of accumulated objects: they aites
of interaction between personal and collective identities, between memory tamg, his
between information and knowledge production” (Crane 12). This knowledge production
is part of a power structure. Derrida explains that the meaning of "the drcbimes
from "the Greelarkheion initially a house, a domicile, an address, the residence of the
superior magistrates, tlaechons those who commanded" (Derrida 2). The connection is
thus made between the place and those who resided theseclibasexercised their
power over what was housed in the archive. The items included in an exhibit catalog and
also in a museum's collection are chosen by those who exercise power overdhese tw
distinct types of archives: curators and scholars choose what will be vatitben and
displayed.

| conceive of the catalogs analyzed here as cultural products that haldteonc

narratives that will be interpreted and placed into the broader context of pragexist
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narratives about the legacy of the Madrid Movida. It is relevant here to nbtathlags
are only one part of the general narrative of a museum exhibit. In théviusaum
Exhibition: Theory and Practicdavid Dean explains the need to develaprativesfor
museum exhibits through label text that accompanies the displayed obmagswih

title signs, introductory and group texts, and distributional materials (Dean 111).
However, many of these materials are kept short for the purpose of displaying only
necessary, thought provoking information about a particular exhibit. Ofterggsateve

an academic perspective: they include erudite texts composed by curatonsitiiong

artist statements and philosophies, and sometimes even theoretical acaxtsmic te
Catalogs serve to contextualize exhibits in a way that newspaper anidlegtabit

reviews do not: popular media seeks to promote exhibits, while catalogs seek tetinterpr
and catalogue the art works displayed in exhibits. Catalogs serve as a smppietine
general narrative of museum exhibits, for "often the informational content of a
exhibition (the narrative) is either too long, too esoteric, or otherwise inapeojariae
contained within the exhibition desigmtoto. Distributed materials [like catalogs and
brochures] are an ideal outlet for such information” (Dean 115). In the case of the two
Movida exhibit catalogs analyzed here, both texts are hybrids: in part, teewnoff
historical-cultural overview, but are also popular culture texts that includieatmn of
eyewitness accounts about people who lived through the era in question. Catalogs are
often very large books—the LA MOVIDAatalog discussed here is a volume with 781
pages that cost 55 Euros. | mention the price to emphasize the catajmgdisca

catalogs are not purchased by every person who views an exhibit, but rather lly a sma
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portion. Sometimes this is because they are rather expensive—entry touannmueg be
up to $25, and a catalog can cost $50-$100 in the United States. Thus they are also an
item that is "consumed" privately, while viewing an exhibit is a public event

Catalogs are also mementos and souvenirs: they serve as a tool for remgmberi
for reviewing and referencing the exhibits after they have ended. Incadibr the
possessor of a memento, the object represents an experience nostahgiadly with
the aura of a lost origin” (Little 70). Yet a catalog is hardly an expotsentation of the
experience of walking through museum galleries. An exhibit catalog usuafiyndobe
even contain photographs of the exhibits themselves, but high quality images of the
paintings or objects displayed. The catalog may be seen as a memento msetbaeat
the very least, least the images of these objects conjure up a constructécerthetat
"[...] re-present[s] an original experience" (Little 69). Exhibit catalage also
associated with forgetting. José Colmeiro comments on the recuperation of memory
through commemorations, seeing the latter as a symptom of "[...] una memoria pendula
gue aparece y desaparece, una memoria resurgida artificialmenateede congresos,
exposiciones, placas, libros, necrolégicas) y rapidamente devuelta al olvatclded”
("a pendular memory, that appears and disappears, a memory that resurfadabyarti
(by way of conferences, exhibitions, plaques, books, obituaries) and is quickly detturne
be forgotten in the archive'Memoria..23). Even though the catalog remains as a
memory of the event, if it is archived and never read, it is largely forgoBefaore

turning to my analysis of the exhibit catalogs, | will briefly descriteedontext of
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museums in Spain during the last four decades in order to provide a context for the
exhibits described here.

The Museum and Gallery Scene in Spain: From the 1970s to the Present

Though there were already a fair number of art galleries and museums innSpain i
the 1970s, their numbers began to increase steadily. For example, Juana de Aizpuru, now
one of the most well known gallery owners in Spain, opened her first gallery ireSevill
1970. However, even though the 1960s and 1970s represented adipeetofismo
politico ("policy of openness™) in Spain in many respects, censorship was still alive and
well during this time. In order to truly understand what the arrival of the Movidatmea
for the art scene in Madrid, it is helpful to recall some examples of the riepress
characteristic of the Franco regime. In the final years of the alistap, the following
instances of censorship occurred at Madrid galleries:

En 1973 quemaron una exposicion de Picasso en la Galeria Theo, dirigida por
Elvira Gonzalez. En Vandrés, dirigida por Fernando Vijande, Gloria Kirby y
Marisa Torrente, la policia clausura Paloma—exposicion homenaje a

Picasso—en la que Alcain expuso un maniqui desnudo (a los pocos dias se
autorizd nuevamente su apertura, eso si con bragas—realmente se le pusieron
unas bragas al maniqui—). En 1974 retiraron una portada del escaparate de una
libreria porque la portada eta maja desnudde Goya. (B. Sanchez 20).

In 1973 a Picasso exhibition was burned at the Galeria Theo, directed by Elvira
Gonzélez. At Vandrés [gallery], directed by Fernando Vijande, Gloria inly
Marisa Torrente, the police closed an exhibit in homage to Picasso ehtided
Dove in which Alcain exhibited a nude mannequin (after a few days it was
authorized to open again, but this time, with underwear—they really put
underwear on the mannequin. In 1974, a book cover was removed from the
display window of a bookstore because the book cover featured Gogalsude
Maja.

These are only a few of the countless examples of the censorship typical danog's-r
dictatorship. This kind of alarm over nudity would be obliterated after Franco's death.
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As the dictatorship came to an end, the art scene as we know it today came alive. The
death of Dictator Francisco Franco in 1975 prompted a political and ideological turn in
Spain, beginning with the transition to democracy and later with the incorporation of
Spain into the European Union in 1986. The changes in the socio-political climate in
Spain led to the opening of galleries and museums and the creation of international art
fairs such as ARCO that began the process of establishing Spain as aidedtnat
artistic ventures. Instead of watching their great artists speak &eautauntry while in
exile in Paris and beyond, Spaniards would now have the opportunity to look within and
create their own art scene. Many artists returned from exile, butwhasralso a new
contingent of artists cropping up, particularly in Madrid. Many of those saviste part
of the "Nueva Ola," the new wave, which much later became known as "La Mdvida
The artists from this period wanted to liberate themselves from the "[.addecultural y
artistico del discurso ideolégico fascista que lo habtaestradgara sus propios
intereses politicos durante cuarenta afios" ("cultural and artistic legteyfakcist
ideological discourse which had been sequestered for political interestsyorefars"
;Yarza 17). Their work was exhibited at many of the new galleries in Weaird
eventually in museums, and the Movida would eventually become one of the most
important aspects of a new cultural identity for Madrid.

In Spain, museums were especially important during the transition to democracy

and beyond. Holo's te®eyond the Prado: Museums and Identity in Democratic Spain

% The label "Nueva Ola" is used more often by iiginal participants than the term "Movida." Thente
"Movida" was only widely used beginning in the nlil80s. Since this term was used as a marketiig too
to give Madrid a national and international imaig&as popularized to the extent that it has bélyica
overshadowed the original name, "Nueva Ola."
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(1999) details in part the appearance of numerous regional museums in Spain in an effort
to further confirm regional identities. Holo emphasizes the importance obgawg!
cultural identities in Spain after the 1978 constitution was issued: "The pabbfe of
orchestras, theaters, dance companies, art schools, festivals, langieagisels, and
museums that have flourished throughout the country since Franco's death attest to how
seriously this wide range of possibilities of cultural identification has teeen" (xiii).

In the 1990s, there was a veritable museum boom in Spain, with one of the highlights
being the opening of Guggenheim in Bilbao in 1997, which is a world-renowned
destination. Holo explains how important museums have been in post-Franco Spain,
noting that "Museums, especially art museums, held a high profile in the culturedsleba
and emerged as one of those institutions expected to play a starring role in Spain’'s
addressing of the current challenges” (11). This is important to remerhbeer w
considering the museum exhibits examined in this chapter, because the abundance of
commemorations about the Movida is an example of the acquisition of symbolic capital
to reaffirm the local identity of Madrid. The current abundance of commemorative
events in museums is also symptomatic of the postmodern condition: "La obsesion
memorialista y museistica de nuestros dias, tipica de la sensibilideci@ul&a
postmoderna del souvenir, es en cierta manera explicable dado que el museo o el
monumento ofrecen la materialidad del objeto que el ordenador y la television [...]
niegan” ("The memorialistic and museological obsession of our days, typical of the
collection-oriented postmodern sensibility of the souvenir, is in a certain s@isalele

given that museums and monuments offer a materiality of the object that compdters a
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televisions negate” ; Colmeiro 22). Not only do museums offer a sense of ntgtefiali
objects, but they also become sites in which the past is displayed and deliberated upon.
Museums have "emerged as a key site for cultural politics arising oveiogees the

past in late democracies” (Chakrabarty 7). This is certainly true whemyi¢ug

cultural politics of the recent commemorations of the Movida, especially when
considering the way the past is portrayed in the narratives of museum eahalogs.

Contextualizing the Movida Commemorations: The Identity of Urban Spaces

The significance of the recent commemorations about the Movida is just
beginning to receive attention in academic journals and at conferences, ititale ¢
revisions of these commemorative items and events are being produced. In his
forthcoming article, William Nichols examines two recent commemaakhibits about
the Movida, LA MOVIDA (2006-2007) and Pablo Pérez Minguez's "Mi Movida" (2006).
In his analysis of these two exhibits, Nichols argues that "[...] the museum agagpac
mediation [...] ironically strips the Movida of the context of its cultural vibrgncyto
ultimately reinforce a normalization of Spain's self-image and reaéir official
narrative of the perceived origins of its modern identity” (Nichols 4). | add to his
discussion by analyzing the 2006-2007 exhibits in more depth, especially an dtibit t
he mentions only brieflyWlodernos, Urbanos y Hedonistas: Una exposicion para
entender la Movida madrilefialThe exhibit also supplements the discussion of the
contradictions Nichols mentions, while alluding to other paradoxes about both museum

exhibits and the Movida phenomenon.
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The "official narrative” that William Nichols mentions in the previous quote
seems to me not to be of Spain's self-image, but focuses more on the city and the
autonomous community of Madrid and its (sometimes problematic) associatiohevith t
Movida. As is true in many urban environments, the relationship between the past, the
present and the future is constantly being negotiated. The exhibits andiésstivit
commemorate the Movida were used as a way to transform the "urban ipagirtaoth
the citizens of Madrid and the visitors to the city. Many cities attemptsign urban
environments in the physical sense, but there is also an ideological rebuildingitf the ¢
that goes hand in hand with its material reconstruction.

The Movida is put to use as a way to "theme" the city space "in order to
orchestrate an appealing urban imagery;" it goes beyond the liter&iuctios of new
buildings and infrastructure to create a certain urban image and attitudeciny the
(Salmon 106). Both in the 1980s and in again in the 2000s, the Movida has been claimed
as part of Madrid's cultural patrimony, thus giving it a legitimate platee formation
of Madrid's identity as an autonomous community in Spain. Being that it isghal ca
city, it is a place in which pluralism should be celebrated, but since Madrid was a new
autonomous community beginning in 1978 (due to the introduction of the new
Constitution), there was a perceived need to look inward to self-define a pattcala
identity for Madrid in the early 1980s. Madrid has long been the seat of power in Spain,
and is geographically located in the center of the country. Prior to and dunugpBra
dictatorship, a central Spanish identity was affirmed in Madrid, the policdaer of

power. While much focus has been placed on the study of regions peripheral to Madrid
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(Basque, Catalan, and Galician nationalisms), Hamilton M. Stapell points bt tHa

little work has been done on Spain's core" (174). During the democratic transition,
Madrid needed to create its own local identity instead of affirming Spanisimalkgim,

which had accrued a bad reputation due to the oppressive Francoist rhetoric anespractic
(Stapell 175). Stapell also notes that "As the capital of the nation-stgtaiof &nd as

the former centre of the dictatorship, Madstibuldhold a special place of interest for
scholars interested both in the creation of new forms of democratic identity &ed in t

fate of Spanish nationalism after 1975" (176). Indeed, while little has been saidhabout
Madrid-based nationalism, the use of the Movida for political means in the 1980s and the
2000s is an example of an attempt to define the autonomous community from within.
Stapell notes that there has been a lack of scholarly interest about Maallet'sve

identity and that "no one has identified a collective identity in Madrid thapar s

from Spanish national identity” (177). However, he does mention the importance of the
Movida as a major part of an attempt to create a local, collective idetitg:gromotion

of the colourful, and at times chaotic, cultural movement proved to be an essential piece
in the development of a new regional sense of place based on inclusion and greater
cultural participation” (Stapell 178). The Movida represented a completdwepgaom

older forms of rigid Spanish nationalism and conservatism associated witrdM&aince
Madrid was associated with this inflexible Spanish nationalism, it wasarty

important for politicians to adopt a movement like the Movida to show that they wanted

to change the image of Madrid.
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The exhibits analyzed here offer a narration of the past and thus seek to define in
part whomadrilefiosare today, but perhaps more importantly, who they were in the past.
However, narrations of the past are inherently tied to the needs of the present and the
aspirations of the future. In 1974, Italo Calvino wrote the following about citieshwi
applicable to the way the Movida fits into Madrid's past and its present:

With cities it is as with dreams: everything imaginable can be dréabut even

the most unexpected dream is a rebus that conceals a desire, or its reverse, a fea

Cities, like dreams, are made of desires and fears, even if the thread of their

discourse is secret, their rules are absurd, their perspective deceitful, and

everything conceals something else. (Italo CalMinasible Cities 1974)

The Movida exhibits | examine involve desires and dreams, as well as feardeslilge

to bring the past into the present is not an accident, but rather, it concealsheefésar t

of forgetting, and worse, the fear of death. The exhibits display the lives,, ceeaths

eternal quality of those who were involved in the Movida. It has been said that in the text
The System of Objectdean Baudrillard "interprets the display of objects from the past as
a visualization of the idea of continuity, of overcoming time and death” (Ostow 4). The
desire to put the Movida on display in recent years is therefore tied in part totttieafa

many of the people who were involved in it are being faced with their own personal
memento mori Faced with the possibility of death, there is a desire to leave a legacy: a
vision of the past as they lived through the Movida, so that future generations understand
what it meant. The president of the Community of Madrid, Esperanza Aguirre,segres

a sense of this particular usage of memory in the final statement of her itivodache

LA MOVIDA catalog: "Queremos que estas exposiciones y los actos gjhara

acompafnado sean recordados, sobre todo, como una celebracién. Una celebracién que
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esperamos que los nuevos madrilefios hayan disfrutado tanto como los que vivieron los
afos de la Movida en directo” ("We want these exhibits and the events that accompany
them to be remembered, above all, as a celebration. A celebration that we htpe tha
new Madrilenians have enjoyed as much as those who lived through the Movida"; 27).
Aguirre clearly attempts to unite those who lived through the Movida with the new
Madrilenians hoping to forge a collective bond between them via a celebration of the
Movida. Aguirre's embracement of the Movida and emphasis only on the celebratory
aspect of this moment is problematic, as will be discussed in more depth in the
forthcoming pages.

The Conditions of Production: The Exhibit Creators

The commemoration of the Movida contributes to its legacy by creatingedhtfe
"official" versions of it via multiple citations in numerous settings. iiriportant to take
into account that various individuals and groups are responsible for the creation of the
memory of the Movida in the exhibits examined here, as well as those who respond to
and criticize these memories, such as the response in the press. Theietere, P
Bourdieu's notion that "[...] no cultural product exists by itself " must be taken into
account. (Bourdieu 32-33). Bourdieu speaks of the importance of considering the "social
conditions of production” of any given cultural product. In the case of museum exhibits,
these include both the curatorial intentions and the public's response to the exhibits,
which are sometimes at odds with one another. | discuss the roles of the various people
involved in the production of the exhibits (curators, artists, and employees of the

Comunidad de Madrid) as well as the spectators and critics who responded to the
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exhibits. For example, Sigfrido Martin Begué, a Movida-era painter whowvedsrge

of the montage of the LA MOVIDA exhibits, was personally implicated in the Movida
and in the creation of the exhibits. Martin Begué's vision of the exhibits wastkeref
informed by his own experiences and the inclusion of his work from that period of his
life.

His involvement in the exhibits differs from that of Esperanza Aguirre, the
President of the Comunidad de Madsidho wrote one of the introductory texts for the
exhibit catalog, which explains some of the socio-political underpinnings of thetexhibi
Aguirre was not involved in the Movida in its' early years, but represents aipolittbo
was invested in the creation of the commemorative exhibits. It is often ghéhesshe
ideas the creators of museum exhibits wish to communicate differ fromaitters
brought forth by spectators. The reception of the exhibits is also important idectons
what was the written response to the exhibits in the press? These points okview ar
addressed by assessing editorial responses, newspaper articles afutwotise(such as
interviews | conducted) for the opinions of spectators. In addition, how did the people
who were featured in the exhibits (but not directly involved in their creatioppme®

This reconstruction was created in part by the temporary exhibits about the
Movida in recent years, which are analyzed in order to understand how the Movida is
remembered through the medium of the museum and/or gallery exhibit. The discourse
that emanates from these exhibits seeks in part to situate the Movida in@pafsiti

respect, as part of Madrid's cultural patrimony. The analysis of the gafaton the
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museum exhibits | examine provide rich possibilities for the study of thesadtibers in
Madrid.

From the Center to the Periphery: Cultural Festival Versus Traveling Exhibi

In order to gain an idea of the distinctions between the LA MOVIDA exhibits i
the capital and thBlodernos, Urbanas. exhibit, it is useful to examine of portions of
the narratives from the catalogs as well the reaction from the presslaeunhtibits.
These narratives vary considerably, simply because of their scale and the atimbe
contributors for each exhibit. The LA MOVIDA catalog is an impressivepéie tome
that contains a stunning collection of reproductions of the original works included in the
exhibits. It seems that Blanca Sanchez wished to create a fairlystixeallustration of
the various areas of the Movida for the LA MOVIDA exhibits. The exhibit venturedunite
areas of the Movida that had not been previously exhibited together, most notably the
inclusion of graphic design and architecture of the late 1970s and early 1980s. Thus this
exhibit had a breadth and depth formerly unseen in previous exhibits about the Movida.
However, theModernos, Urbanas. catalog is a mere 48 pages, and has its share of
images and explanatory texts, written mainly by three people, while the Q¥XIDIA
catalog includes commentaries from over 150 people including academids, artis
writers, architects, musicians, gallery owners, politicians, fashion desjgmaphic
designers, film directors and photographers.

The aims of the two exhibits were quite different. Mwernos, Urbanos.

exhibit, which was curated by Héctor Fouce, an ethnomusicologist who wrote his
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doctoral thesis on music from the MovidaThe tone of the catalog is one of
detachment: the narratives included within its pages express opinions, but alvweys in t
third person. Given Fouce's academic background, his curatorial vision wageo crea
exhibits with a didactic purpose. Even the title of the exhibit reveals that its puvpss
"paraentendet ("to understand”) the Movida. If thdodernos, Urbanas. exhibit was
created to understand the Movida, the LA MOVIDA series was a kind of blockbuster
exhibit designed to attract attention to almost every possible aspect obttdaM The
LA MOVIDA series was a full-scale cultural festival curated bgrigla Sanchez and
sponsored by the branch of Archives, Museums and Libraries of the Council of Culture
and Sports of the Community of Madrid. The LA MOVIDA catalog is not only a
valuable tome of pictorial reproductions from the Movida; it also contains a widéyvarie
of scholarly and anecdotal texts. As previously mentioned, Blanca Sanchezextso ins
her first person experiences during the Movida, and so do many of the writers in the
catalog, who lived through this period. This creates a very distinctive sensatiba for t
reader, since most of the texts read as personal accounts of what occurrechduring t
period of Spain’'s history rather than an academic version of the story.

There is also an awareness of a multiplicity of voices in the LA MOVIDA
catalog, as opposed to the three writers oMbédernos, Urbanas. catalog, which was
actually mostly written by Fouce and reads for the most part as an academilhe LA

MOVIDA catalog contains a wide variety of different texts, but often, ritevs use a

Y Fouce's thesis was titled "El futuro ya esta 'agliisica pop y cambio cultural en Espafia. Madrid
1978-1985." It was completed at the Universidadh@litense de Madrid in 2002, and published in book
format asEl futuro ya esta aqun 2006.
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first person perspective. However, it is not entirely void of an academic pevspe
since it does include parts of theoretical, scholarly texts such as Tel@sss"8tE| mono
del desencant(l1998). The catalog thus bridges the personal and the collective as well as
academic judgments versus individual memories. The differences between thiaysv
of narrating presented in the two catalogs exemplifies how "individual niesreord
academic intentions interact in the production of personal expectations antvepllec
representations, in an ongoing, reciprocal mediation. The viability of theséocsllis
constantly being tested in museum exhibits [...]" (Crane 7). For example, thegafpos
the first person perspective in the LA MOVIDA exhibits is due to the desire of the
curator and exhibit organizers to collect eyewitness accounts of this pehict, lend

the whole endeavor an impression of authenticity.

In some sense, this catalog contains a collection of both individual and collective
memories. The President of the Comunidad de Madrid, Esperanza Aguirre, explains the
presence of these multiple narratives about the past in the introduction to the LA
MOVIDA exhibit catalog: "[...] hemos tratado de que la vision que ofrecemos de
aguellos afos fuera una vision desde dentro, que fueran los propios protagonistas quienes
nos contaran como se produjo aquel estallido de creatividad" ("we have tried tthenake
vision that we offer of those years a vision from the inside, that the protagorists [w
lived through this period] would tell us how that explosion of creativity was produced"

; Aguirre 27). In the introduction to the LA MOVIDA catalog, Blanca Sanalses the
first person immediately, stating that for her, "lo que fue mi Movida me @aBss

imposible” ("what was my Movida seems almost impossible to me" ; B. Sanchez 18).
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She gives credit to Pablo Pérez-Minguez, who has a published catalog of his photographs
called "Mi Movida" and also exhibited a series of photographs under that tiblehega
affirms the idea that everyone had their own personal Movida, and Pérez-Mdridaaz'

is later reiterated in the plastic arts section of the catalog lof@o Huici March, who
notes that "el lema de 'Mi Movida," titulo que no puede resultar mas atinadergcer
pues tantas y tan dispares movidas hubo [...]" ("the slogan 'My Movida,' could not be
more accurate and on target, since there were so many different movidas" hd0). T
existence of various movidas, or versions of the past, is tied both to postmodernity and
the production of this exhibit. Pierre Nora suggests "the past has ceased toihghe a s
meaning” (NoraReasonsip). The many meanings of the Movida were articulated on
different levels in the two exhibits, which had very distinctive purposes.

The Scale of the Two Exhibits

The scope of the exhibits was also quite distinctive. The LA MOVIDA exhibits
and events may be conceived of as a full-scale cultural festival, whiléadthernos,
Urbanos..exhibit was a smaller municipal venture. As a supplement to the LA
MOVIDA exhibits, there were a number of events held in Madrid in 2006-2007. This is
relevant to point out because the presence of so many events not only made the Movida
commemoration into a citywide event, but also included a wide variety of public avenues
for remembering and learning about the Movida over a four-month period. For example,
beyond the gallery walls, there were also numerous other celebraigiyescand events
to commemorate the 2%nniversary of the Movida, including screenings of films

(including Almoddvar's early work) and television showa Edad de Oro "The Golden
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Age")from the 1970s and 1980s, musical performances and a series of round table
discussions about Movida-oriented topics with academics and Movida‘ar#stain,

the variety of events were true to the meaning of the Movida as a hybrid of higmand lo
culture: there were academic discussions as well as public "reunion” tsoofdglovida-

era bands. Each of these different elements served a distinctive purpose, and t
organizers of the events associated with the exhibits wished to achieve numerous
objectives with each event.

Different from the events in the city center, Medernos, Urbanos. exhibit was
small, portable, and exhibited in municipal museums in the autonomous community of
Madrid as part of a program developed by the Comunidad de Madrid called "Red
ltiner'®." TheModernos, Urbanos. exhibit exemplifies a commemorative exhibit that
incorporates the contemporary artistic patrimony of the city of Madnidhd catalog for
the exhibit series, Santiago Fisas Ayxela, the Chancellor of Culture ard Spibre
Comunidad de Madrid, noted that "La Red Itiner de exposiciones es, una vez mas, la
encargada de difundir los logros deMavida por nuestros municipios” ("The Red ltiner
series is once again commissioned to spread the achievements of the Movida to our

municipalities” ; Fisas Ayxela 5). Thus the Red Itiner exhibits seek to mgoad¢he

18 My main source for this section is the schedulthese events, released by the Consejeria de &yitur
Deportes (a branch of the Comunidad de Madridpauohent that Francisco Fernandez de Alba, Assistant
Professor of Hispanic Studies at Wheaton Colledédrton, Massachusetts, kindly shared with me in
2007.

19 Created in 1990, the general purpose of the Reer lexhibits is to promote artistic creation and i
particular to promote diverse cultural and his@@ribemes (Comunidad de Madrid "Red Itiner" sith).
2009, there were Red Itiner exhibits in 62 munikfjgs of Madrid with themes such as immigration,
tourism, music and film. The exhibits often inctutthe opportunity to participate in workshops atibat
content of the exhibit and also offer guided tdorschool groups, which exemplifies a desire taheaut
to and educate smaller communities.
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capital and to spread knowledge of what happened in the city to the outskirts. This
exhibit series was created to complement the LA MOVH2Aes, and Fisas Ayxela also
mentions the importance of the municipalities of Madrid during the Movida: "[...] pues
muchas de sus ciudades también la vivieron y crearon” ("many of its Gtds/atl

through it and created it'ihid 5). It is significant that th®odernos, Urbanogxhibit

was displayed in the outskirts of the city, for they bridged the gap betweatytbenter

and the periphery, and this aspect also allows for considerable contrasts. The
participation of the municipalities in the exhibit (and the Movida) is also signific

because it establishes the connection with the entire autonomous community of Madrid,
not just the capital city.

The "Imagined Public" of the Exhibits: Curatorial Visions

It has been suggested that the LA MOVIDA exhibits were designed tirlgeast
for "insiders"—people involved in the Movida helped to curate and design the montage
for them, such as Blanca Sanchez and artist Sigfrido Martin Begué. lroagers
interview, Fouce mentioned that he felt tteMovidaexhibits in Madrid were created at
least in part by and for those wtl live through the Movida (Interview, 17 July 2008).
In contrast, théodernos, Urbanos. exhibit was created with a specific public in mind:
those who had not lived through the Movida. Curator Héctor Fouce notes the latter in the
introduction to the exhibit catalog: "Esta exposicion intenta dar una vision del
movimiento a los que no estuvieron alli. En lugar de centrarnos en los grandes nombres,
hemos intentado dar una idea global de los aspectos generales que défimvaddd

("This exhibition intends to give a vision of the movement to those who were not there.
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Instead of focusing on the big names, we have tried to give a global idea of tred gene
aspects that define the Movida" ; Fouce 9).

Although the series of LA MOVIDA exhibits held in the city of Madrid included
round-table discussions, tModernos, Urbanos. exhibit claimed to reveal the
sociological side of the Movida by framing it as a youth culture moverfygmtprimera
vez en Espana la juventud surge como grupo social diferenciado, con sus propias
practicas, valores y simbolos, con su propia cultura, entendida como una particular
manera de vivir" ("for the first time in Spain, a group of young people appearsoasal
group that is differentiated by its practices, values and symbols, with its oturecul
understood as a particular way of life" ; Fisas Ayxel@5)As in other countries, instead
of existing at the periphery of society, young people took center stage in Spaiar Héc
Fouce notes that theolling Stonearticle published about the Movida in 1985 (which is
also featured in the exhibit catalog) proclaimed that "la juventud reina en Espafa”
("youth reins in Spain” ; Fouce 32). Due in large part to the popularization and
commodification of the Movida, Spanish youth culture is the emblem of the "official
image of Spain” (Graham and Labanyi, 1995, p. 312).

It seems that Fouce's curatorial vision was to present the Movida in gemasal ter
rather than focus on its particularities. Fouce also suggests that the purasexbiilbit
is to allow people to travel through time to the past: "La exposicion, a través degkenim

y de la musica, nos propone una vuelta atras en el tiempo, a un pais que queria,

2 Mark Allinson has detailed the youth subcultur&jrain in his article "The Construction of Youth in
Spain in the 1980s and 1990s."Gontemporary Spanish Cultural Studi&sls. Barry Jordan and Rikki
Morgan-Tamosunas. New York/London: Oxford Univigr&tress, 2000.
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apasionadamente, olvidar sus afios oscuros y lanzarse a las calles a digfratar”
exhibition, through image and music, proposes to step back in time, to a country that
passionately wanted to forget its dark years and throw itself out into this stre@joy

[life]" ; Fouce 9). This characterization of the exhibit also clearly espsea narrative of
death and life, darkness into light, and the desire to resuscitate this period through an
exhibit. However, different from those who lived through the Movida, the "imagined"
public of this exhibit (people who did not live through this time period) was to conjure up
images in their minds, using those they viewed in the exhibits as inspiration, ificorder
imagine what that time must have been like. While the LA MOVIDA serigshage

been about attracting attention to Madrid and creating a commemorativeckpehta
Modernos, Urbanas. exhibit served a different purpose, mainly to educate people about
the Movida and the socio-historical moment from which it arose. The LA MOVIDA
series received national press coverage, whildiitdernos, Urbanos. exhibit was

given little more than lip service in the schedule of events for the LA MOV s.

The Material Aspects and Aesthetic of the Exhibits

The materials included in thdodernos, Urbanos.traveling exhibits were at
least somewhat similar to those in the LA MOVIDA exhibits. They included album
covers, magazines, fanzines, newspapers, concert tickets and fragmemptssibiel
shows (Fisas Ayxela 5). Photographs of several of these objects aredf@athee
exhibit catalog, organized into categories that represent the three mais™latthe
exhibit: Moderns, Urbanites, and Hedonists. Curator Héctor Fouce was in charge of

collecting different items for the exhibits, which he mostly borrowed froemdis and
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acquaintances. The arrangement of the items collected by Fouce was-sih®l
different objects were mounted on several large pieces of thick cardboard staskps
be easily portable for travel to the various exhibit locations. While many aéthe
displayed were primary documents, the way in which they were organizettict a s
departure from the glossy galleries created and press conferences kebdLiar
MOVIDA series in the capital.

The exhibitions for the LA MOVIDA events in the capital took place in the
galleries at th&ala Alcala 31theSala Canal de Isabel Hnd theSala Complejo "El
Aguila". The three different spaces housed various parts of the exhibitions. Sigfrido
Martin Begué, a well-known painter who began his career during the Movida imdiViadr
was in charge of the montage for the exhibits. In a personal interview, Martin Begué
noted that he took care of most of the work for the organization and set up of the exhibits.
(Interview, 20 July, 2008). He wanted the aesthetic to reflect the works from thdaviovi
These different works of art that were shown came from private collectionsumsis
and galleries. Many of the walls were painted bright or neon colors: pink, fluorescent
green, yellow; the palette of the 1980sThe staircases were also painted brightly and
smaller works were held up on white platforms that were sustained by yrgjlanirig
bolts.

The colorful lightning bolt was a symbol of the exhibits, appearing on the catalog,
the walls of the exhibit halls, and under the small platforms on the walls. Theralser

large display cases that held items of clothing that were popular during tloid, feri

L Sigfrido Martin Begué was kind enough to give n@py of photographs of the exhibit galleries, whic
are described here.
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reflect the fashion aesthetic of the Movida. The aesthetic of the exhibitsfsterktthe
Movida-era juxtaposition of day and night. Some galleries were decorated wkh blac
walls, and others with white walls and bright neon lighting. One of the ceilings of a
gallery was painted to resemble a night sky, complete with a large moon @ndT$ta
culture of nightlife was also reflected in the creation of a small bar tbateeould

enter, reflecting the importance of bars as centers of activity dilmniglovida.

If the general aesthetic of the exhibits reflect the past, the images aativear
contained in the exhibit catalogs go further in elucidating what the Movida meant

Narratives of Life, Death, and the Movida

The phenomenon of the Movida is implicated in a twisted dance between death
and life, which begs the question: did the Movida only live once, or does it somehow live
on? Why "sélo se vive una vez?" ("You only live once"). This adage is most often
associated with José Luis Gallero who interviewed a number of people involved in the
Movida and combined the interviews in the compilatsaito se vive una vez: Esplendor
y ruina de la Movida madrilefiél991). The saying is the perfect expression to
encapsulate the Movida's fleeting nature. The subtitle of the book alludes to splethdor
ruin, which might also refer to life and death. The title also has a connection with the
bolero "Amar y vivir," which repeats the line "se vive solamente una vez." The song
"Amar y vivir* also expresses a carpe disemtiment: "Quiero gozar de esta vida,
teniéndote cerca de mi hasta que nfide(al want to enjoy this life, having you close to

me until I die”). The "Amar y vivir" song may be related to the Movida phenomenon

2 rConsuelo Velazquez, 'Amar y vivir.'"_http://wwwricstime.com/consuelo-velazquez-amar-y-vivir-
bolero-lyrics.html Lyricstime.com. 2007-2009.
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because many of the people who lived with a carpe diem attitude about life during this
period ended up dying due to the consequences of their lifestyles. In the LA MOVID
catalog, fashion designer Isa Brena puts it succinctly in her menobties Movida:
"Vivimos un momento unico, pero también pagamos el precio” ("we lived through a
unique moment, but we also paid the price" ; 514). The price she refers to alludes to the
deaths so common during this period. In the same catalog, Curator Blanca Sanchez puts
forth the idea of ruin and death in her reference to the unfortunate consequenié2S of A
and drug use during this period:
El sida irrumpié en La Movida, como en el resto del mundo, de forma inesperada
y contribuy0 a desinflar aquellas fuertes emociones y entristecd maguigo tan
divertido. Las drogas, ya en plaeavy también pusieron su granito de arena
para que todo fuese mucho mas dificil. Aunque es un tema recurrente en todo ese
periodo, no quiero recordar todas las ‘ruinas' que originaron a tantos amigos. (B.
Sanchez 23).
AIDS interrupted the Movida, as in the rest of the world, unexpectedly, and it
contributed to the deflation of all those strong emotions and to make that really
fun world really sad. The heavy drugs, also contributed their grain of sand to
make everything much more difficult. Although it is a recurring theme of this
period, | do not want to remember all the ruins that gave rise to [the demise of] so
many friends.
It is compelling that Sanchez expresses a desire to forget the "ruihg’mdgt. She both
recognizes death as a "recurrent theme" of this period and also mentionsstgeafahe
numerous deaths at that point in time, but her personal wish is to not remember these
things. Significantly, Sanchez speaks from a first-person perspective inrbduation
of the LA MOVIDA exhibit catalog. Since she was a participant of this pericglydlid

for her to do this in some sense. On the other hand, inserting her own voice is also a

curious thing for a curator to do, since normally an objective stance takesgneeed
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over sharing personal opinions in an exhibit catalog. Sanchez also express&sta des

in some way gloss over the large number of deaths that occurred during this time.
Whether they actually died or survived this period, the stigma of death follows

those involved in the Movida. Pablo Sanchez Ledn has commented that the mortality

rate of the young people of the transition (those between age 15 and 20 in 1975) is much

higher than that of the cohort immediately before them, noting that the maraaditis

significantly higher in males. (168) These figures ring true when rememglibe deaths

of a group of young males from this period. Due to the excesses of drug use, suicide,

violence, and the advent of HIV, famous Movida-era artists, writers, and musietmns s

as Eduardo Haro Ibars, Antonio Vega, Carlos Benavente, Rafa Pérez Minguez, and the

painters (and partners) known as Las Costus died premé&turéhe attitude during this

period wascarpe diemlive for today for tomorrow we may die; and many did. In a 2006

article, Teresa Vilaros conceives of the youth who lived and died during tiod per

human sacrifices: "[...] fue la vanguardia generaciondlad®ovidala que pago con su

cuerpo parte de una descomunal cuenta” ("it was the avant-garde generation of the

Movida who paid for part of a massive debt with their bodies" ; Vil&és)56). There

is a sense that those involved in the Movida paid with the price of their lives for being t

first generation to be able to live without such extensive repression. Vilaeksimant

underlines the tragic aspect of this period, which many "survivors" alsoistthesr

memories.

% Antonio Vega was in the popular Movida-era bandiePop. His song "Chica de ayer" is considered
to be one of the quintessential anthems of the MeviThe song is nostalgic and also representydagh
with its lyrics: "Eres la chica de ayer, jugandm ¢as flores en mi jardin [...] mi cabeza da vueltas
persiguiéndote."
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For example, in the LA MOVIDA catalog, photographer Alberto Gardita A
remembers his friends and family who died as a result of addictions duringrtbd pe
"Fuimos victimas de nuestro paraiso. [...] Mi hermano Willy fallecié de sobredodis. [
Rosa murié con su higado destrozado. [...] Nadie sali6 indemne, girabamos en una
espiral de vértigo" ("we were victims of our paradise. My brother Wil df an
overdose. Rosa died with her liver destroyed. No one escaped unharmed, we spun into a
spiral of vertigo" ; 254). Garcia Alix speaks of how death seemed to consumeneyery
and even those who survived were highly affected by seeing many of their psers pas
away. It often seems that, when this period is remembered, people who are able to lis
several friends or relatives who perished for various reasons. Garc@sdlirenders
homage to the dead, and speaks of how his art form was always related to death: "Para
bien o para mal asocio la fotografia con la muerte. A mas muertos, masffasogaaia.

[...] No me extrafia que mis amigos piensen que mis fotos son tristes, es mas)des doy
razon. Revelador, paro y fijador también son téxicos. Lo es también la vida" ¢tebr g
or ill I associate photography with death. The more deaths there were, the more
photographs | made. It does not surprise me that my friends think my photos are sad; |
even agree with them. Developer, stops and fixatives are also toxic. So;iS&kHeia

Alix 254). Many of Garcia Alix's photographs capture people who died during this
period, and they live on in some sense, which is what makes them rather melancholic
images.

The people in his photographs are captured during their youth, and it is as though

Garcia Alix ensures their longevity through the images that remain. Téehariself
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poetically states that his photographs are emblematic of the past: "Madrizh tle mis
amigos, respira en mis fotos" ("Madrid, tomb of my friends, breathes in my phdat"
254). Garcia Alix expresses the relationship between life and death—whileihds fr
are entombed, they live and breathe in his photographs. Another very significant
photographer from this period, Pablo Pérez Minguez, also associates @tehnitis
work, albeit in a different sense. Pérez Minguez points out that even during the time
when the photographs were first taken, there was a sense that they would remain for
eternity: "En mis fotos todos jugabamos a inmortalizarnos para la eter(iltradiy
photos we tried to immortalize ourselves for eternity" ; 270).

As with other stars and youth who die at a young age, often the most potent
memory of them is something that never existed: the rest of their livesefditeeithe
lost possibility of what "could have been" of their futures is often pondered. In the
process of remembering the Movida, many people wonder what could have happened,
since this era was so full of possibilities. The subjunctive voice (which is to say, the
possibilities that people think of when recalling the past) often takes a pposition in
memory. In the process of remembering, these "spaces of possibilipftearehose in
which many people choose to dwell. Thus "subjunctivity...becomes a voice or trope
through which to remember"” (Zelizer 167). A poem written by Manolo Caceres,
included in the plastic arts section of the LA MOVIDA catalog, narrateo#sedf his
friends and exemplifies this sense of "what might have been." He introduces thbypoem
saying that remembering those who were lost is the most poignant thingltc' Rera

ahora al mirar atras y ver todos los que han caido, los que no pudieron resistir el ataque
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despiadado de la vida, eso es lo mas duro” ("But now, looking back and seeing all of
those who have fallen, the ones who could not resist the ruthless attack of life, which is
the hardest thing" ; 90). His poem follows:

Ha sido la gran pérdida de todo este tiempo

Los talentos apagados

Las agudezas perdidas

Las risas ausentes

Los amigos mas queridos

Para siempre desaparecidos

Los recuerdos por dolorosos no recordados.

(Caceres 90).

They have been the great loss of all this time

The turned off talents

The lost witty comments

The absent laughter

The dearest friends

Disappeared forever

The memories not remembered for being too painful.
Céceres expresses the loss he feels as well as this sense of posibiigs snuffed out
by the premature deaths of many gifted people, whose talents, while redogrere
never given the chance to flourish. Céceres seems at once to want to reimaratser
forget these losses of people and of their unrealized potentials. This is pdyticul
evident in the last verse, when he gives credence to the memories but does rmt wish t
remember them, similar to what Blanca Sanchez expressed in her introdaotarks.
Photographer Ana Arabaolaza expresses comparable sentiments, usinguthetisabj
voice to express her musings about what could have happened in the past: "Me pregunto
gué habria sucedido si el consumo de drogas que tifié toda esta década no hubiera calado
de la manera que lo hizo" ("I wonder what would have happened if the drug consumption

that colored this whole decade had not soaked through everything like it did" ; 216).

65



Arabaolaza's comments on the possibilities of what could have happened had drug
consumption not impeded many people's progress are potent. She speaks of the vitality
so prevalent before these ills snuffed out many people’s lives just asdteepeginning.
Arabaolaza focuses on this sense of possibility, noting that the LA MOV Ibibiex
were a platform from which to feel that "[...] los ausentes puedan estardéasocon
nosotros, recordando un tiempo en el que parecia que [todo] podia ser posible” ("the
absent ones can be with us during these days, [in which we] are remembering a time
when it seemed as though anything was possible” ; 216). Arabaolaza's comraets aefl
desire to resuscitate the past. It is as though, by being exhibited, theedegeakl be
brought back somehow, and the spirit of possibility would return.

Both exhibit catalogs render homage at various points to the dead of the Movida.
For example, the opening pages of the LA MOVIDA catalog feature a reproductions of a
painting by the Movida's most important painters, Juan Carrero, who, along with Enrique
Naya, was part of the couple referred to as Las Costus. The painting id afdetai
Personaje madrilefi¢'Madrilenean Character") and it features a large black wolf that
stares out at the onlooker. The choice of this painting as the first page of tbg isata
not accidental, for Juan Carrero and his partner, Enrique Naya, both deceasedj are ofte
said to be among the most important contributors to the Movida, and also succumbed to
tragic deaths.

Las Costus premature deaths from suicide and AIDS are emblematic of duk peri
of desencantohat followed the Movida. In the LA MOVIDA catalog, Julio Pérez

Manzanares describes their deaths as the end of an era: "Con ellos, sa déabdd de
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neon, la década fluorescente que cambid la vida de los que la vivieron y los que la
recordamos, aquella década en la que la historia volvia a pintarse...en Madid" ("W
them, the neon decade ended, the fluorescent decade that changed the life of those who
lived through it and those of us who remember, that decade in which history began to be
painted again...in Madrid" ; 110). Itis as though their deaths marked the end of an era,
one in which marginal figures like two gay painters were the ones who wroteyhistor

from the fringes of society. One need only think of Las Costus kitschy negaér

Carmen Polo, Franco's widow. Their portrait of Carmen Polo shows her as an
exaggerated caricature, bordering on grotesque, rather than a distinatelg,fsst lady.

They rearticulated history with their portraits, turning taboo into totem. Althtugy

were marginal figures in some sense, within their social circle, LasiOogre at the

core of much of the Madrid social scene. Their home and art studio at 14 Calle de la
Palma was a center for activity during the Movida, and has now become a sort of
mythical address. A number of the articles in the press about the Movida
commemorations mentioned an anecdote shared by Almodévar's muse Fabio M¢gNamara
who notably asked the mayor of Madrid, calling him "don Alberto,"” for "una placa
conmemorativa en el nimero 14 de la calle de La Palma’ que, situada en el barrio de
Malasafa, [que] fue el centro neuralgico de la explosidn creativa de nombres
fundamentales como Alaska o los fallecidos Tino Casal y Carlos Berl@ihga"
commemorative plaque at 14 Palm Street," that, located in the Malasafia neighborhood,
was the neurological center of the creative explosion of fundamental namatakka

and the now deceased Tino Casal and Carlos Berladdeita de Cantabridb6). The
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apartment of Las Costus even served as the backdrop in Pedro Aimodévar's tirst feat
film, Pepi, Luci, Bom, y otras chicas del mon{@0880). The presence of Las Costus'
apartment in the film somehow immortalizes them, and the showing of this filmpaat a
of the LA MOVIDA events as well as the display of their work remembers heth t
lives and their deaths.

The notion of "surviving” the Movida is also a way to view the life and death
relationship associated with the Movida. In an opinion piece, Miguel Angel Gozalo
reflects on this relationship:

Como de todo hace un cuarto de siglo, por lo menos, ya hay memoria historica
también de la llamada "Movida madrilefia." Es un tépico repetir aquello de Marx
de que los grandes acontecimientos surgen como tragedia y reaparecen como
farsa. ¢Es que vuel@ Movide? Las farsas, ¢ pueden volver como tragedia? Ni
lo uno ni lo otro.La Movidatuvo mucho de farsa y bastante de tragedia. A
algunos de sus héroes de entonces, como Enrique Urquijo, estrella de Los
Secretos, se los llevo el vendaval de la droga. Otros, como Alaska, que ahora se
llama de otra manera, han sobrevivido a aquella mezcla de ruido, furia y pintadas
gue protestaba haciendo sonar la bateria a todo trapo. (Gozalo 62).

Like everything from a quarter century ago, at least, there is aleehigyorical
memory of the so-called "Madrid Movida." It is a cliché to repeat whak Ma

said, that the great events emerge as tragedies and reappear addartkat the
Movida returns? Can farces return as tragedies? It is neither one nor the other.
The Movida had much to do with a farce and a lot to do with tragedy. Some of
the heroes from that period, like Enrique Urquijo, the star of [the band] Los
Secretos, were swept up by the strong wind of drugs. Others, like Alaska, who is
now called something else, have survived with that mix of noise, fury and graffiti
that protested by playing the bass at full blast.

Gozalo mentions both those who died during or after the Movida, and the fact that those
who were involved in the gritty Madrid street life of the late 1970s and early 1980s and
lived to tell their stories are often considered survivors, for they survivégldgues" of

drug abuse, AIDS, and suicide. Yet sometimes these "survivors" are refeased t
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"cadaveres ambulantes” ("sleepwalking cadavers") who are tryingdgelup a lost past
that no longer exists. ("Mdnaco..." 3/30/08). This characterization is interglstioguse
it exemplifies the contradiction of the memory of the Movida itself, which lies
somewhere between life and death.

In theModernos, Urbanos. catalog, Aurelio Sanchez (of the group
NuevaOla08), explains the cost of the behaviors predominant during this time: "[Los
creadores] eran capaces de hacer bandera del exceso, sin miedo a) lddud,
inevitablemente, se cobro un buen pufiado de victimas" ("The creaters were capable of
being proud of excess, without being afraid of being ridiculous, which inevitably led to a
good number of victims" ; A. Sanchez 6). In a way, Sanchez lessens the seriousness of
the deaths during this period, which is a clear departure from Teresa Vilaroptmmce
of the "dark side" of the Movida: "tenia que ver con el exceso, con la ruina, con la
alucinacion y con la muerte, con el espasmo del éxtasis y con la alegria del
reconocimiento” ("had to do with excess, ruin, with hallucination and with death, with the
spasm of ecstasy and with the happiness for the recognition” ; Vilaros 34)4sVila
borders on being excessive in her comments, while Sdnchez seems to see these
overindulgences as the result of a fearless desire for experimentation, thangmprt
these individuals as heroic and bold. Overall, the risk-taking and resulting deatigs duri
this period contribute to its characterization as a mythical moment.

Questioning the Myths of Overnight Change and the Myths of Origin

In theModernos, Urbanos. catalog, Héctor Fouce alludes to the fact that the

1980s have achieved a mythical status in the memory of many Spaniards. Often, when
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an event or a group reaches the status of a myth, a series of false claittb@buent

tend to appear. Myths often become exaggerated or idealized, melding truthiiono fict
making it difficult to discern which is which. The very title of the exhibits shawthe
municipalities of Madrid is revealing; it includes three labels and cteaistics

commonly associated with Movida participants: moderns, urbanites, and hedonists. The
label "moderns” was one of the early self imposed labels for what latenbécewn as

the Movida: "[...] artists who stamped their imprint on the period, such as Almodovar,
identified themselves simply as 'the moderns' before they were pige@hblydlee press

as the 'Movida™ (SmitModerns43). Paul Julian Smith points out yet another
contradiction about the Movida participants: the way they defined themselvesdmas of
differed significantly from the way they have been defined from outside.biExhrator
Héctor Fouce discusses what modernity and the ambition to be a "moderno” meant
during the Movida: "para ser moderno, habia que ser cosmopolita. Habia que manejar
ademas una cultura basada en la musica y la imagen [...] habia que viajar a Londres,
comprar los discos de moda, imitar los atuendos y aprender las actitudes de los
contemporaneos foraneos" ("to be modern, one had to be cosmopolitan. You had to be
able to have knowledge of a culture based on music and the image, you had to travel to
London, buy fashionable records, imitate the attire and attitudes of their foreign
contemporaries” ; Fouce 17). Being cosmopolitan, then, also meant one had to have the
financial means in order to purchase the latest records and fashions ana tpéevezt$

like London, but also tamitate foreign styles, which again points to the connection

between the Movida and other foreign subcultures. Fouce's observation underscores the
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importance of having purchase power in the 1980s, which is something that not everyone
enjoyed. For this reason, it is often said this coveted modernity was only av&ol &t
affluent. The often forgotten characterization of being "moderno” is nanilyeaspect

from this period that is mis-represented in recent representations of this period.

The way the Movida is often remembered certainly adheres to these patblem
aspects attached to myth status; sometimes it is characterizeceas dhat abruptly
appeared and immediately changed everything in its path. Fouce also commmings
erroneous characterization, describing it as magical thinking: "Permgeetgue de
repente una colectividad, como por arte de magia, cambie valores y practeabede
una herencia politica y cultural y la reemplace por una nueva, no deja de ser una
pretension ingenua” ("But to assume that suddenly a collectivity, as though ligagica
changes values and practices, discards a political and cultural heritagplacds it
with a new one, does not stop being a naive pretention” ; Fouce 12). For this reason,
Fouce explains that the appearance of the Movida in Spain is due to a number of different
factors and influences. He points out that "muchos de los discursos que celebran la
Movidaparecen aceptar la idea de esa transformacion magica,” ("many oftcing sks
that celebrate the Movida seem to accept his idea of a magical transbofinmatiich,
for Fouce, is not the way the Movida should be remembered (12).

Interestingly, in the catalog that Fouce prepared, some simplifieessatrout the
Movida are also present, albeit not in his words. Santiago Fixas Ayxela, then the
Chancellor of Culture and Sports, who also contributed to the catalog, offers a rather

general narrative about what the Movida meant:
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A finales de los afios 70 y principios de los 80 del siglo XX, Madrid se convirtid
en un lugar asombroso. Después de afios de pasar practicamente inadvertida en
cuanto a vanguardia cultural, la juventud estalla en manifestacionesasgatin
ganas de disfrutar. Algo se movia. Madrid era una fiesta. Treinta afios después
parece un buen momento para revisar ese periodo que dio lugar a interesantes y
novedosos planteamientos en artes plasticas, musica, cine, fotografia, moda y
disefio y que también modifico la imagen de nuestras calles y hasta contagio
nuestra forma de hablar. (Fisas Ayxela 5).
At the end of the 1970s and the beginning of the 1980s in theez@ury, Madrid
became an astonishing place. After years of being practically escegtiog in
terms of cultural avant-garde, the youth burst into creative manifestations and a
desire to enjoy [themselves.] Something was moving. Madrid was a party.
Thirty years later seems to be a good moment to revise that period in which new
and interesting approaches in the plastic arts, music, film, photographgnfashi
and design that also modified the image of our streets and even changed our way
of speaking.
Fisas Ayxela's explanation of the time period is somewhat simplistic, amsefomore
on the constructive aspects of the Movida: Madrid was an astonishing place itiied w
creativity, movement, and enjoyment. Literally, "Madrid was a partyp$efit from this
particular explanation are the mentions of the disenchantment, addiction, or the deaths
from AIDS. The legacy of the Movida is emphasized, and the Movida is credited for
changing the streets of Madrid as well as popular discourse, which focuses on the
constructive aspects of this period rather than on the destruction mentioned preyously
Vilaros.
However, many of these celebratory discourses about the Movida are often
incorrect in their assumptions. Tour books suched's Go Spaimnd Portugalcreated
for student travelers connect the Movida to the notion of the "destape,” (the uncovering)

and to the history of Madrid's nightlife: "When the dictator died in 1975, Madrid, and the

rest of Spain, came out in what is known today asatiMovida ("shift" or "movement”)
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or el destape A 200,000 strong student population took to the streets and stayed there—
they haven't stopped moving yet" (Gordon, et. al. 93). On a surface level, the comment
reflects a desire to connect the Movida to the young population of Madrid today, which is
commonplace in the recent commemorative events about the Movida. However, this
guote is misleading on various levels. First, it equates the Movida witlesii@pe The
termdestapeaefers to the explosion of films with violent and erotic themes during the
Transition, a result of the abolishment of censorship édd&econd, the quote suggests
that immediately after Franco died, everything changed in Spain. In addition, tedgquot
a perfect example of the sort of simplistic discourse Fouce warns againse \Wishes
to adjust erroneous narratives about the Movida, to correct the idea that the people
involved in the Movida simply appeared one day, ready to give Madrid an instant
makeover.

While it is true that many things changed significantly upon the occasion of
Franco's death, it is simplistic to dichotomize this period of time as aptdiefore and
after scenario. This is one of the most prominent misconceptions about the Movida that
both exhibit catalogs seek to challenge, for the most part. There is one text, hawever
the LA MOVIDA catalog in the section on plastic arts, that creates a stmghiry-tale
like narrative of the Movida. This narrative is quite compelling, since it ia st@l (in

basic terms) that with Franco's death came the birth of the new streettieeMbvida.

24 José Colmeiro affirms, "Son los primeros afiosdkstape,' tanto politico como sexual, como un
fendbmeno ambivalente de apertura, emancipacioplptcién consumista, en el que la imagen desnuda
de la sexualidad consumida en los kioscos, cirteatyos, esta fuertemente politizada” (It is dutimey

early years of the 'uncovering,' politically as has sexually, as an ambivalent phenomenon of agert
emancipation and consumer exploitation, in whighrihde image of sexuality consumed in kiosks, movie
theaters and theaters, is strongly politicizedEspana al borde..." 32).
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The following narrative, written by painter Manolo Caceres, offers a \a&oeptive
example of the Movida's relationship to life and death:

Erase un tiempo en que, parece ser, no se movia nada de nada, pues el ogro mas
ogro dominaba desde su palacio todo, todo. Pero un buen dia el ogro murié y lo
gue parecia que no se movia nada de nada, empez06 a moverse, pero a moverse de
verdad. Y todos los que estdbamos bastante hartitos del ogro y de todas sus
castas, nos lanzamos a los clubes, pues ya habiamos hecho la calle de aqui para
alla y de arriba abajo sin parar ni un solo minuto, sin parar ni un solo dia. A esto

se unieron todos los que quisieron y pudieron y un buen dia alguien dijo "jQué
Movida!" y alguien dijo "La Movida," porque es verdad, a todo hay que ponerle
nombre, porque si no es que falta algo. (Caceres 90).

Once upon a time, in which it seemed that nothing moved at all, the most ogre-
like ogre dominated everything from his palace. But one good day, the ogre died
and what seemed not to move at all began to move, but to really move. And all of
us who were very sick of the ogre and all of his people [and their traditions], went
out to all the clubs, since we had already been out on the street and up and down
without stopping for a minute, without stopping for a single day. Everyone who
could and who wanted to joined up with this, and one fine day, someone said
"What a Movida!" and someone said "the Movida," because it is true, you have to
put a name on everything, because if not, something is missing.

Through this simple fairly tale-like description, Caceres explains theatd dead

feeling present before Franco's death; he later says "tanto tiempo etpgnmuendo

todo todo, que, claro, fue como dar el pistoletazo de salida, y ale, al cachondecg]("[sinc

for so long, the ogre was repressing everything, sure, it was likg firenstarting shot,

and boom, the craziness and disorder began” ; 90). However, when Franco the "ogre"

finally died, people began to move again, to come to life and to live without stopping.

Again, there is the sense that a death began the new street life. Yet, whag¢$entedr

was not put to rest so easily. One need only mention that many of the politicians who

served under Franco continued in the "new" regime, assuring at least a partial

prolongation of the former regime. In addition, it can be argued that the underground
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culture in Madrid was "born" and active even before the word Movida was invented;
fanzines and comic books were sold illegally at EI Rastro, Madrid's most fdleaus
market, even in the later years of the dictatorship. Manolo Caceres does nlislimi
characterization of the Movida solely in simplistic terms. He also points out that
“realmente, las cosas no surgen por combustion espontanea. Habia historias, gente,
acciones que ya presagiaban, que ya se movian" ("really, things do not comagto be
by spontaneous combustion. There were stories, people, actions that foreshadowed it,
that already were in movement" ; Caceres 90). These are only a few bngflexshat
serve to support Fouce's idea that historical accounts of social movementseare mor
complicated than is often acknowledged. Fouce challenges pre-existing notions about the
Movida and strives to "set the record straight” about its meaning and sigréfican
Spanish culture, which is something that many others have also attempted to do.

Narratives of Restorative Nostalgia

The examples provided by Fouce, Huici March and Sanchez in the two catalogs
exemplify what Svetlana Boym refers to as "restorative nostalygagause all of the
things they mention seek to prove the absolute truth about the Movida. None seem to see
themselves as nostalgic, since "restorative nostalgia does not think ofstse#talgia,
but rather as truth and tradition. [...] Restorative nostalgia protects theitebsoth”
(Boym xviii). The truth that the narratives in the catalog wish to commung¢tat
defining the Movida is a complex undertaking. Since so many different people were
involved in it, each story about its origins differs slightly from the last, arekihs there

is always something more to add, another forgotten aspect to remember. The@desire t
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include every minute detail demonstrates that "restorative nostalgieestaniself in

total reconstruction of monuments of the past” (Boym 41). The problem is that the past
can never be fully reconstructed. Even if an exhibit catalog contains almost 880 page
something will always be left out. The desire to reconstruct the long dead ipasbiise
sense futile: the action of doing so implicates the one who attempts it in a losing
situation, where the ever elusive goal is always slipping out of their handsjtsgino
longer alive. The disputes over the origins of the Movida, or the story of its birth, also
reveal more facets of its relationship to life and death. In the descriptions prbyide
Blanca Sanchez, "the past is not supposed to reveal any signs of decay; it has to be
freshly painted in its ‘original image' and remain eternally youibgf 49). Sanchez
mentions the "artistas emergentes"—the artists who, at that time,usebeginning to
blossom, who had not yet faced the perils that would lead to some of their tragi¢rends.
her description, the artists remain eternally young. This reconstructiba past via
numerous narratives is beginning to receive critical attention. Integstit is this very
effervescence and youthful exuberance that is often removed when presenting the
Movida.

Nostalgia for the Lost Possibilities of the Past: Utopia Found and Lost

Manuel Vazquez Montalban's boGkdnica sentimental de la transicion: Los
desnudos, los vivos y los muertos de una transicion que no solo ha sido (HH&5a
("A Sentimental Chronicle of the Transition: The Nudes, The Alive and the Dead of
Transition that Has Not Only Been Political”) includes a chapter titledti@ Franco

estdbamos mejor" ("we were better against Franco"). The quote parodigsasste,
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"con Franco viviamos mejor" ("with Franco we lived better"). In 1978, as aaeac

against the new constitution, the latter was expressed by many people: "lossd@les
ciudades de Espafa se habian llenado de leyendas ultras en torno al argumento: ‘Con
Franco viviamos mejor." Se fomentaban asi buenos recuerdos inmediatos, los de la
prosperidad derivada del boom de los sesenta” ("The walls in Spanish cities had been
filled with the legends of right-wing extremists about the argument: ‘wahderwe lived
better™ ; Vazquez Montalban 151). The idea of "Contra Franco estabamos neégos,"” r

to Franco's detractors who had longed for the end of the dictatorship so much that when it
finally ended, they no longer knew what to fight against. Some seemingly lost
themselves in the utopist possibilities for reform. Vazquez Montalban comments on thi
point: Y bastaba tener sentido del oido para escuchar gemidos, aun controlados, sobre |
gue pudo haber sido y no fue [...] los espiritus mas sensibles de la izquierda empezaban a
aforar aquellos tiempos en que el enemigo era tan nitido y tan Unico que unificaba
voluntades y no requeria demasiados esfuerzos de clarificacion teorigeticgdr("you

only had to have a sense of hearing to listen to the cries, while controlled, about what
could have been but was not [...] the most sensitive spirits from the left began to miss
those times in which the enemy was so clear and so unique that it unified intentions and
did not require a lot of efforts of theoretical or practical clarifications).1% was

easier to lament the loss of the past, even though it was difficult: at least grepl

clearly who the enemy was, and did not have to think a lot about it. On a similar note,
Pablo Sanchez Leon suggests that there are two alternate, conflictsgfway

remembering the transition: the first is a sort of enchanted history, based oistoptim
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memories of those who were socialized during the fight against Francolssrsedond
vision is a disenchanted story of the transition, a pessimistic memory of thelleafulf
expectations and promises made by the protagonists of the transition, which is often
referred to as "el desencanto,” or disenchantment (Sanchez Ledn 164-165).wdhese t
visions bring forth yet another contradiction inherent in the way in which the Movida is
remembered.

The optimistic memories of the sense of possibility present during the Mevida i
highlighted in both catalogs. A collage by Pedro Aimodévar entitédiditacion 76
("Congratulatory 76") (created in 1975) was displayed as part of the pldstseation of
the exhibit series. The image is an excellent example of the sensation oflippssibi
experienced by many upon the occasion of Franco's death, and may be considered a
synecdoche for this sensation. The collage epitomizes the first vision of thednansi
mentioned by Sanchez Leon since it is based on optimism and was created by Pedro
Almoddvar, who lived part of his life during the dictatorship, and remarks in the catalog
that the death of Franco was fundamental: "éste es el detonante sin el queloapeede
ocurrié después hubiera sido posible; con el dictador vivo, todavia seguiriamos
secuestrados en nuestras casas, mirando revistas extranjerass (Hehisigger without
which nothing that occurred afterwards would have been possible; with the dictaor ali
we would still be trapped in our houses, looking at foreign magazines"; LA MOVIDA
628). Almoddvar's collage is a colored photocopy that includes several provocative
elements. On the right, there is a newspaper clipping of an obituary for Frameo. T

heading reads "HA MUERTO," ("he has died") and below these words is a fpairtrai
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Franco's head. Almoddvar creates a comic effect by subverting the affaiganco, and
subsequently of his death, in a number of ways. First, the words "HA MUERTQ" are
dripping with red blood, rendering the clipping vampire-like. The newspaper clipping
has been cut out in the form of a flower-like sunburst and is surrounded by red and
yellow dots and yellow rays. A rainbow, a classic symbol of hope and promiseyesm
from the right side of this flower shape. The flower-like sunburst may evendasd¢he
pot of gold at the end of the rainbow. Inside the pot of gold is Franco's death, which was
finally attained after being hoped for and sought after for so long. Even tressixor
"chasing rainbows" applies here, for the ever-illusive death of Frandly famaved.

If the festive décor around the image projects happiness, the words that
accompany the image state this jubilation clearly: "Ya hay una razampea este afo
sea mas feliz" ("now there is a reason why this year will be happiérigd®dvar 64).
The statement also parodies commercial greeting cards. The indibatiGNow there
is a reason that this year will be happier” obviously refers to the fact that 1Dié w
happier year than 1975 due to Franco's death. The title of the pédicéacion 76
seems to refer to the happiness that will come in 1976 as a result of the changesethat
to happen in Spain. There is a sense that Almodovar felt that new life would result from
Franco's death. This is clearly an optimistic view of the future, and pldagatrticular
image in the exhibit provided spectators with a window into this sensation of hope and
relief that came for many upon the occasion of Franco's death.

The presence of the union of a life-death scenario is represented in this work of

art, and including it as part of the exhibit draws attention to the significanbrgerh
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Franco's death. Other artists in the LA MOVIDA catalog also reftrd feeling of

freedom they felt after Franco's death, such as photographer Alberta Gkxci

"Eramos unos ilusos, viviamos confiados en un porvenir milagroso. Habia muerto el

dictador y ambos poseiamos una estrenada libertad lejos de nuestros padnesié"we

full of illusions, we lived having confidence in a miraculous future. The dictator kdd di

and we possessed a new-found freedom far from our parents"; 252). Garcia Alix echoes

the sentiment that freedom, new life, and prospects for a bright future arrivethevi

death of Franco. In the graphic design section of the LA MOVIDA catalog, the

oppressiveness of the Franco regime and the importance of his death are alglotéighli
En aquellos afios de grisura en una Espafia que empezaba a despertar de la
pesadilla de la dictadura, con "el general" todavia caliente en su tumba y
demasiado presentes aun su imagen y su herencia en los usos y costumbres de la
ciudadania, el disefio grafico como disciplina, y sobre todo como profesion,
apenas si tenia carta de naturaleza entre nosotros [...] (Sycet 374-375).
In those grey years in a Spain that began to wake up from the nightmare of the
dictatorship, with the "general” still warm in his tomb and with his image and his
inheritance still all too present in the practices of the citizens, graphgndas a
discipline, and above all as a profession, hardly even had a naturalization papers
among us.

Sycet mentions the body of the generalisimo in an interesting way: dead, lalivstill

still warm, exhibiting life, but dead as well. Even though he was physically dead, wha

Franco left behind was even greater than himself: the strict mores and omisithié

imposed. Sycet expresses a sense of backwardness, of needing to catch up with other

countries in the field of graphic design, and recognizes why this occurred in the firs

place. The designer speaks of the lack of progress in the field of grapkic isheSpain

during to the dictatorship, saying that "[...] unas tradiciones que durante un buen tramo
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de la dictadura estuvieron presas de la mediocridad que el régimen trataba de @mpone
cualquier disciplina artistica" ("some traditions that, during quite a [gageof the
dictatorship, were prisoners of the mediocrity that the regime tried to équoall

artistic disciplines" ; Sycet 375). Perhaps the most important point about the lost
possibility for utopia lies in the fact that the Movida is not repeatable. NotBiaoeo's
death has Spain experienced such expansive reforms of so many areas oasdciety
politics.

Another dimension of utopia is expressed in the narratives of the Movida that
describe this period as a time when everything was perfect and Madrid waalan ide
place, free of barriers. Such is the portrayal written by fashion designeBUtass
"Todos eran bienvenidos, no existian fronteras, ni idiomas, ni clases, todos hablabamos el
mismo lenguaje y todos perteneciamos a la misma etnia sin distincién alguna”
("Everyone was welcome, there were nor borders, no languages, no classiespaiee
the same language and we were all part of the same ethnic group withoutiantiathst
whatsoever" ; LA MOVIDA 516). Burés's description is quite idealistic, gikiahthere
were definitely clashes between various social classes and idebtifjer@nces
between social groups. This sense of romantic possibility, albeit on a more salperfic
level, is also underscored in tM®dernos, Urbanaos. catalog's discussion of the Madrid
nightlife.

The disparity between daytime and nighttime is yet another interestimgopoi
contrast during this period. Many people literally led two different livesking by day

and then pursuing completely distinct careers by night. Pedro Almoddvar is the
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prototypical example of this as he spent many years working at TelefSpia&'s

largest telephone company. At night, Alimodovar's made films and performed at place

like Rock-Ola. A quote by Nanye Blazquez in the catalog reflects thisighy-

juxtaposition: "En esta ciudad, [...] la gente, a partir de las ocho, no quiere saglir sie

lo que era hasta esa hora, sino que quiere ser él mismo...Quiere ser algo mas que si

mismo. Quiere ser algo mitico. Quiere ser Tarzan" ("In this city, afiér Beople do

not want to continue being what they have been until that time, but they want to be

themselves, they want to be more than themselves. They want to be somethinglmythi

They want to be Tarzan" ; Fouce 30). It seemed that a person could be almosganyt

even an actor, a model, a producer and a writer all at once, and it was as though there

were no limits to what was possible artistically and creatively, andstpmssible to live

many lives simultaneously. There was a sense of vitality present duisngetiod that

has not been repeated. Pablo Sycet describes the difficulty of fomentstig &rdedom

and creativity during the years of the dictatorship, and later rememberg eftdike to

finally be able to do so:
A los ojos de hoy, la dindmica de aquellos afios regresa a nuestra memoria como
una necesidad vital de sentenciar tan oscuro pasado, un casi inconsciente y
determinante impulso colectivo que nos empujaba a quemar etapas sin mirar atras
con ira, y un desafio insélito que involucraba a varias generaciones de espafioles
en la tarea inaplazable de descubrir nuevos horizontes politicos y profesionales
con aires de cambios profundos. (Sycet 375)
Looking back on it today, the dynamic of those years returns to our memory like a
vital necessity to sentence such a dark past [to death], with an almost unconscious
and determined collective impulse that pushed us to burn eras without looking
back with rage, [which was] an unusual challenge that involved various

generations of Spaniards in the urgent work of discovering new political and
professional horizons with an air of profound changes.
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Sycet most clearly remembers the vitality, the necessity to break witashand move
forward, so present during this era. There was a need to breathe new life iptidetdan
of artistic creation and also into politics, and Sycet accurately describesibn of new
life after the death of Franco. The language that Sycet uses also itbietession
between life and death. He speaks of sentencing the dark past (to death) and of burning
the past, and conversely, of vitality, new horizons, and profound change.

This cultural vitality received attention both inside Spain and beyond its borders.
Due in part to the efforts of the Comunidad de Madrid to commodify the Movida, those
involved in it began to receive international attention. The influx of journalists from
other countries who wanted to write about the buzz surrounding the Movida is also
included in the exhibit catalog. The aforementioned B&5ng Stonarticle, "The
New Spain," was written by Bob Spitz and photographed by Mary Ellen Mark. The title
of the article is revealing, because anyone who reads it will autoitatitak of the
new Spain versus the old Spain; the subtitle of the article is "After yesgpression
under Franco, the youth of Madrid are talkin' 'bout regeneration” (Spitz 33 in Fouce)
The article's title and subtitles thus establish a sense of before andradtgive credit to
the young people in Madrid who were responsible for introducing many of these £hange
on a socio-cultural level. The cover of fRelling Stondssue is also included, featuring
Julian Lennon, but also including the headline "Youth Reigns in Spain.” Like the
juxtaposition of punk album covers from Spain with bands like The Ramones, the

presence of an English-speaking, world-renowned rock publication in thegcalsdo
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lends a certain sense of esteem to the Movida as an internationally redognize
phenomenon that is worthy of respect.

The article declared that the Movida was "a peaceful, cultural revolaabn t
encourages former political captives to take all the energy they put into figbiting
freedom and invest it in experimentation with new art forms and philosophies. Consider
the possibilities!" (Spitz 34). This era was rich with possibilities, and thedddwas at
least in part achieved such an iconic status because of that sense that anghing wa
possible. The sanfeolling Stonearticle quoted Diego Manrique, a popular disc jockey in
Madrid in the eighties, who said "Now, in Madrid, all the doors are wide open. It's
fantastic. Anything Goes. So much so that we have to live twice as fast in orddeeto ma
up for lost time" (Spitz 34). It is compelling that Manrique talks of living tvasdast: it
is as though he felt he needed to live life at an accelerated pace to make up for the
atrophy of the past, but it is this very acceleration that lead to many peopless dem
during this period. Fouce's vision of the Movida leans towards the optimistic memories
of the Movida. The last quote in the catalog credits those involved in the Movida for
creating a new culture, and also alludes to the waiting that took place during the
dictatorship: "una generacion que decidio que, después de tantos afios de predicar la
revolucion, habia llegado el momento de reivindicar las emociones en lugar de las
soluciones” ("a generation that decided that, after so many years atipigethe
revolution, the moment had arrived to focus on emotions rather than solutions" ; Fouce

48).
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Those who wish more attention would have been paid to creating changes and
solutions often criticize the emphasis on emotion instead of solutions. The sense of lost
possibilities, or dwelling on what could have happened, is widespread in narratives about
the Movida. José Colmeiro encapsulates the sentiments experienced during itientrans
as "[...] una sensacion de desencanto provocado por las limitaciones del proceso politico
y la nostalgia de un futuro utépico definitivamente postergado” ("a sense of
disenchantment provoked by the limitations of the political process and the ndstalgia
a utopist future that had been definitively postponédémoria...18). Even today,
some still clutch to that feeling of excitement brought on by the possibititytdpia
during the transition. Inherent in the rhetoric of possibility is the notion of utopiahw
Teresa Vilaros also describes in her seminalEértono del desencan{®998) when
discussing the ideological weight of the moment of Franco's death as a moment of
interval or as a gap, and that "los afios del tardofranquismo fueron para la izquierda
democratica afios estructurados tanto alrededor de una esperanza de muerte—la de
Franco—como de una vida—una nueva organizacion social de factura mas o menos
marxista que seria la que nos hubiera permitido la realizacion utopica’h@for t
democratic leftists, the late years of Francoism were yearswstdequally around the
hope for a death—Franco's—as around a life—a new social organization of a more or
less Marxist character that would have been the one that would have permitted the
realization of utopia” ; Vilards 19). Vilards sees the transition to demogragyain as a
period of time when impulses of deconstruction and construction existed simultaneously

She also mentions the relationship between life and death during this period. There
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existed a desire to destroy the past, but also to construct the future. VilesdSianni
Vattimo's optimistic account of the postmodern project in Spain and mentions that the
exuberant cultural production by the alternative culture in the years watisition is
evidence of the impulse to construct and create in the postmodern era (Vilards 18). At
the same time, Vilarés mentions the ideas about May of 1968 developed by Gabriel
Albiac, that 1968 was a "preludio de una revolucion que jamas tuvo lugar, que solo dejo
abierto el largo desierto de esperanzas traicionadas” ("prelude to aioeviblat never
happened, that only left a large open desert of dashed hopes” ; Vilards 19). Allmac see
to see this period as one wrought with the death of possibilities. Vilards also quotes
Herminio Molero, a musician in the Movida-era band Radio Futura, who stated in 1990
his vision of the Movida era is that "todo estaba a punto de ser y no ha sido" ("exerythi
was at the point of happening and it did not come tdbi37). Vilards notes that
Molero's words reflect "un grave desencanto, nostalgia por lo que pudo ser y (fafue"
grave disenchantment, nostalgia for what could have been and was did not hagpden" ;
37). For Molero, the transition period left behind a desert of lost possibilities.

Artist Juan Ugalde in the plastic arts section of the LA MOVIDA cagtalthoes a
somewhat similar idea. He remembers the Movida as follows: "El fustabaealli,
como decia la cancion y, ahora que es pasado, tengo la sensacion de que se quedo alli
para siempre. Al menos ese futuro de ciencia ficcién lleno de colores psioegélic
estupefacientes, de musica y de locura colectiva” ("the future wasliketbe song
said, and now that it has passed, | have the feeling that it stayed there. féveleast

that science fiction future full of psychedelic colors and narcotics, drugadiective
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insanity" ; Ugalde 206). Ugalde suggests that the future imagined during theéaViovi
never came to fruition, but was left in the past forever. He adds to his description of that
future, calling it science fiction, because it was a fictional future sirveas imagined.
Ugalde's words make an allusion to yet another ambiguity of the represeofaine
Movida—the line between truth and fiction. It is as though he recognizes that the fun
could only last for so long before it came to an abrupt end, so that the science fiction
future was cut off before it began. In 2005, photographer Alberto Garcia Alatexdhrr

his experiences with drugs during the 1980s, and how eventually his drug use snuffed out
many of the possibilities for utopia: "Creiamos en el paraiso y empezéragdddo. El

vicio a los narcéticos y la vida que llevAbamos poco a poco empez6 a golpearnos, a
mordernos” ("we believed in paradise and everything started to get messed wiceThe

for narcotics and the life that we led began to catch up with us little by litlegén to

bite us" ; 252). Garcia Alix speaks of the excess and the ruin that eventually lgestthe

of him and many of his peers; paradise was lost, and no longer possible when tlks realiti
of drug addiction took over. Interestingly, these dead visions of the past agd teltie

very relationship between museums and the past.

Museum as Mausoleum or A Space to Resurrect the Past?

These lost possibilities of the past are intriguing when linked to museums, which
have long been institutions that expose the complex interactions between the lives and
deaths of people and artifacts. In the seminal text "Valéry Proust Musebegddr
Adorno points out that "Museum and mausoleum are connected by more than phonetic

association. Museums are like the family sepulchers of works of art" (Adorno 175)

87



Beyond simply being the sepulchers of works of art, Adorno discusses how dead visions
of the past are also put to rest in museums. Adorno comments on Paul Valéry's
impressions of a museum written in “"Le probleme des musées,"” ("The problem of
museums") noting that "Neither a hedonistic nor a rationalistic civoizabuld have
constructed a house of such disparities. Dead visions are entombed there" (Adorno 176-
177). Indeed, this exhibit on the Movida, along with its dense catalog, entombs the now
dead utopic visions and possibilities of the past, even as the catalog tries to tegges
visions are not dead yet. Perhaps it is more accurate to say that the Moweda & g
second life by being exhibited. Adorno also comments on Proust's visions of the
museum. For Proust, the museum was a space of rebirth rather than death:
[...] Proust knows that even within works of art themselves history rules like a
process of disintegration. 'Ce qu'on appelle la postérité, c'est la postérité de
I'oeuvre' might well be translated as, 'What is called posterity eftiife of the
work." In the artifact's capacity for disintegration Proust seasititarity to
natural beauty. He recognizes the physiognomy of decomposing things as that of
their second life. Because nothing has substance for him but what has already
been mediated by memory, his love dwells on the second life, the one which is
already over, rather than on the first. (Adorno 181-182)
Proust's sentiment is echoed in the memories of a painter from the Moviddest&ta
Hortelano included in the LA MOVIDA catalog. Interestingly, EI Homelalludes to
the relationship between life, death and museums in his reminiscences: "lgalMmasia
mi, significa 'el movimiento de la vida, vida' en estado puro, caliente, palpitante,
transgresora y fecundadora” ("the Movida, for me, means 'the movement bfdife,’
its purest state, hot, palpitating, transgressive and fertile" ; 138). In his logginni
statement, El Hortelano remembers the vivacity of this era in his life. \fiEél

Hortelano discusses the importance of what remains from the Movida:
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Pero lo mejor de todo, lo mas importante, es que La Movida ha dejado un montén
de obras buenisimas, de cuadros, de peliculas, fotos, musica, moda, libros, etc.,
gue nunca moriran y que vuelan hacia el futuro, iluminando el presente. Ya estan
en las hemerotecas, y estamos en los libros de Historia. Nos estudian en los
colegios y en las Universidades de todo el mundo [...] (El Hortelano 138).
But the best thing of all, the most important thing, is that the Movida has left a ton
of great works, painting, films, photographs, music, fashion, books, etc., that will
never die and that fly towards the future, illuminating the present. They are
already in the newspaper libraries, we are already in History booksy. sttty
us at schools and at universities all over the world.
For El Hortelano, this sense of posterity and the afterlife of his work and the whigk of
peers seem to give him a great sense of pride. He also alludes to thetittea tha
preservation of the works ensures that they will never die, but continue to contribute to
Movida's legacy. Andreas Huyssen's remarks are also connected tol Moatelano
mentions, especially in the sense that the objects preserved from the Movida will
continue to live on: "[...] one might even see the museum as our own momento mori, and
as such, a life-enhancing rather than mummifying institution in an age bdre on t
destructive denial of death: the museum thus as a site and testing ground dbomsfle
on temporality and subjectivity, identity and alterity” (Huyssen 16).
It seems that the second life suggested by Proust and later affirmed bgrHisyss
a way in which many Spaniards are understanding their relationship to the past, and wha
the Movida means today for Madrid's identity. The museum exhibits about the Movida
were a way to face and unearth the dead visions of the past, but they were al¢o a way
remember how much things have changed, and how much influence the Movida has had

in Spain. The discourse of the reactions in the press to the commemoration of the

Movida explicitly mention the idea of the Movida having a second life, being reborn or
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resurrected, which brings me to the analysis of the next narrative threaat pmebe LA
MOVIDA catalog.

To return again to Proust's idea of the museum as a place where the afterlife
begins, an ample number of articles used words that suggested that the Movida would be
resuscitated, resurrected to live again, such as the words "recuperathpdbésar” and
"conmemorar” ("recuperate, dust off, commemorate") to describe the .evdrs
temporary character of the exhibits is noteworthy because of the wdnyah ivwas
presented in the press: for a few months, there was a return to the past. Gnstaidid!
that "Madrid vuelve a vivir por unos dias aquellos gloriosos afios de la Movida en los que
Espafa despertaba del letargo franquista y se ech¢ a la calle enamdaadadze
juvenil, los pelos de colores o cualquier manifestacion que oliese a modernidad”
("Madrid lives the glorious years of the Movida once again, the years in wp&h S
woke up from the lethargy of Francoism and burst onto the streets, in love with youth
fashion, dyed hair and any other manifestation that smelled of modernity"q G&ss
Whether the events and exhibits really constituted a "re-living" of the plegrwonof the
Movida is debatable, what is true is that the past was exhibited for a period,of time
encouraging people to remember a significant time in Madrid's past.

It becomes evident that the Movida is not only kept alive, but also resurrected,
preserved under glass and in the pages of thick catalogs and the press architres from
exhibits. As Huyssen has noted, museums are "fundamentally dialecrehkérve
"both as burial chamber of the past—with all that entails in terms of decaipreros

forgetting—and as site of possible resurrections, however mediated and catéamin
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the eyes of the beholder” (15). Museums served an important role during the tramsition t
democracy to resurrect the identity of many regions.

From Galvan to Aguirre: Politics and the Movida, The 1980s and Today

During the democratic transition, politicians recognized the importance of
supporting the arts. Selma Holo explains that politicians wanted to "[...] fund museums
since they reach a large and mixed public of citizens and tourists" and they als
recognized that the Spanish public took "[...] a special pride in their collectistcar
patrimony, [because] they frequented in far greater numbers their museumbethan t
public libraries, theaters, or symphony orchestras” (11). The second point that Holo
makes is of particular significance, because it points to the centralitysgums in
Spain. Politicians were not the only group who wanted to associate themselvdsewit
arts in post-Franco Spain. Many private institutions also contributed largeasum
money to "[...] sponsoring museums and museum-related activities" and even pdirchase
collections of contemporary art to renew their image in the public eye aarfbrw
moving, democratic institutions (Holo 11).

The political involvement in the arts during the 1980s and today is highlighted in
both the LA MOVIDA exhibit series and tiModernos, Urbanos.series. It is often
said that those involved in the Movida were apolitical. However, whether they liked it
not, they became closely tied with the aspirations of politicians hoping te ereatvly
minted identity for the Comunidad de Madrid. It is compelling that what began as a
countercultural "movement” was appropriated by the Comunidad de Madrid through

museum exhibits that linked the Movida to Madrid's identity both in the 1980s and the
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2000s. Even more fascinating is the fact that the lib&agido Socialista Obrero
Espafnol(PSOE, The Spanish Socialist Worker's Party), appropriated it in the 1980s,
while the conservativBartido Popular(PP, The People's Party), did the same in the
2000s, albeit for different reasons.

The role of former Madrid mayor Enrique Tierno Galvan (of the PSOE) is
especially underlined in the memory of the Movida. Jorge Mari points out that today,
Galvan is remembered "[...] entre otras cosas por haber sido el maximo ingmulaor
'Movida' desde la politica oficial” (137). Hamilton M. Stapell explains treeabl
Socialist mayor Enrique Tierno Galvan, elected in 1979, who led the effort tacalhys
rehabilitate the capital and return a sense of pride to madrilefios. Thisnipstieai
renewed sense of pride for Madrid represented a conscious effort on the part of the
capital’s local political elite to create new feelings of collectinéy and collective
responsibility — two prerequisites for a successful democracy” (178)su@hecffort was
a 1984 museum exhibit promoted by "Madrid’s beloved Mayor Tierno [...] in the Centro
Cultural de la Villa entitled 'Madrid, Madrid, Madrid," showcasing primahby youth
culture of theMovida' (Allinson 269). This 1984 exhibit is an important predecessor to
the 2006-2007 exhibits examined here. The centrality of museums in the creation of
collective identity has been very important in Spain. Selma Holo has remarkel that "
the new political reality, Spain's leaders accepted that the peacetaginee of the
country depended upon the elevation of its deeply fragmented citizenry from that of a
threatening liability to that of the highest possible civic asset" (Holo &ynd Galvan

was an example of one of these leaders who sought to elevate young artists, who would
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previously have been seen as a threat, to instead be an asset in society. Thvrefore
Galvan died in 1986, thousands of young madrilefios took to the streets to mourn his
death. For many, Galvan's death signaled the death of the utopian ideals of the Movida.
Despite Galvan's popularity, the involvement of the PSOE in the appropriation of the
Movida for political purposes in the 1980s was controversial. In 1986, Carmen Giménez,
a former employee of the Madrid Ministry of Culture, was criticized éonarking

"Busco una imagen internacional para Espafa” ("I am looking for an internatmags |

for Spain™) to be culled from an international exhibit of Spanish artists sponsoreel by t
PSOE (Larson 316).

Artists and musicians involved in the Movida were very aware of their role in
creating an international image of Spain propagated by the Comunidad de Madrid. A
song lyric from the 1980s pop group Los Refrescos critiqued the "Movida promovida por
el Ayuntamiento” ("Movida promoted by the Town Hall") in their song "Aqui no hay
playa,” ("There is no beach here") which exemplifies the co-optation of the Movida
political purposes: Madrid may have been a city without a beach, but it had the Movida,
even if it was promoted by the local governmignf text written by Fabio McNamara in
the plastic arts section of the LA MOVIDA catalog satirizes thitiehship in his
explanation of how the Movida began:

La forma en que nacio La Movida es harto curiosa y por casualidad. Yo vivia en

la calle Noviciado, y un dia andando por la calle Palma, vi un cartel pegado en la

pared que decia "El Ayuntamiento de Madrid busca pintores, musicos y artistas

gue sean un poco sarasas para formar un nuevo movimiento artistico llamado La
Movida. Los requisitos para apuntarse son: primero, no saber hacer nada,

% The lack of beach in Madrid is often negativelynpared to Barcelona and its fame for Mediterranean
beaches, which make it a more popular tourist datstin.
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segundo, no tener un duro y querer triunfar y ser famosa y tercero, tener mas de
16 y menos de 30 afios" (LM/McNamara 162).

The way in which the Movida was born was really curious and totally random. 1
lived on Noviciado Street, and one day while | was walking on Palma Street, |
noticed a sign posted on a wall that said "The Town Hall of Madrid seeks
painters, musicians and artists that are a little gay to form a newcarimstement
called the Movida. The requisites for signing up are: first, not knowing how to do
anything, and second, not having a cent and wanting to be famous, and third, to be
between 16 and 30 years old.

McNamara's satirical rendering of the "birth" of the Movida is obviofistifious, but it

is rather compelling in the sense that sometimes the beginnings of the Mavida ar

described just as simplistically. McNamara mocks himself along witheass in his

inclusion of the requisite that the artists should "not know anything," renderiggatine

a kind oftabula rasaon which the Ayuntamiento would inscribe their ideals. One

important detail about McNamara's quote is that he mentions that the arts should be "un

poco sarasas," or "a little gay." This points to the centrality of queerfiddnti

individuals in creating a new identity for Madrid during this period. Whileisakiand

entertaining, McNamara's description only tells part of the story of the limlebatthe

Comunidad de Madrid and the Movida.

Both in the 1980s and the 2000s, the Comunidad de Madrid created exhibits that
linked the Movida to Madrid's identity. The adoption of the Movida was intentional, for
it was part of a larger project. Selma Holo has remarked that "the cpldlicaés
developed by the new government were strategically designed to aid in theamhpask
of convincing the populace that the emerging democracy was, in the name of Spain,
endorsing the country's heterogeneity" (6). What better way to endorsegketsty

than to sanction a radical counterculture movement? Other examples of government
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sponsored activities included a youth magazine c&liedtulacion precoz (Premature
ejaculation) which wadinancially backed by Madrid’s City Council and government
sponsored rock concerts, at one of which Tierno Galvan once famously stated "Todos al
loro y el que no esté colocao que se coloque;' ("Everyone on their toes and whoever isn’
stoned yet better get stoned quick!™ ; Allinson 269). This is a fairly radatahsent
from a local a politician. Some think that Galvan was simply repeating sow&idi
overheard and did not fully understand the implications of his exclamation. For example,
Blanca Sanchez, curator of the LA MOVIDA exhibit series, concluded the faljpw
about Galvan’s statement: "Todavia hay una pregunta del millon: ¢ sabia Tierno lo que
significaba 'a colocarse y al loro'? Personalmente creo que no. Ningioopolit
hubiera hecho" ("There is still the million dollar question: Did Tierno know whtirige
stoned quick' meant? Personally, | think not. No politician would have done that"; B.
Sanchez 23). Still, even though Sanchez does not think Galvan knew what he was
saying, she still poses it as the million-dollar question, leaving room for spieaul
In the exhibit catalogs, both curators seem to have understood the importancegof givin
credit to the former mayor for connecting the arts to politics. The two curaigin$ also
have political motivations for speaking well of Galvan, since their more reagat{s
sought to re-establish the connection between the arts and politics by creating
government-sponsored exhibits about the Movida.

Susan Larson points out that it is doubtful that Tierno Galvan and his colleagues
in the PSOE understood "los impulsos detras de la cultura alternatevdideida pero

la apoyaron porque les sirvi6 para la legitimacion de la nueva comunidad autbnoma de
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Madrid" ("the impulses behind the alternative culture of the Movida, but they sdppore
because it helped them to legitimize the new autonomous community of Madrid" ; 321).
It is compelling that both Larson and Sanchez suggest that Galvan was unaware of
exactly what he was doing. Even if he did not understand it, his efforts were fulccess
Héctor Fouce also commented on Tierno Galvan in the catalog for this exhiply sim
stating: "Mas alla de las discusiones sobre su papel, amplificador o vaiqirde un
movimiento que le era ajeno, el alcalde Tierno Galvan contribuyd, con su ironia y su
gusto por mezclarse con los mas jovenes, a la leyenddvibvida' ("Beyond questions
of whether his role was to vampirize or to amplify a movement that was distant frgm hi
the mayor Tierno Galvan contributed, with his irony and his taste for minglthghe
youngest people, to the legend of the Movida" ; 46). The fact that Fouce describes
Galvan's role as either "amplificador o vampirizador” also relatémttifé and death of
the Movida, and whether Galvan gave the Movida life or metaphorically sucked life out
of it, and was thus responsible for its death. While Fouce avoids discussing Galvan's
somewhat controversial role during this period, the image in the catalog thapacies
the texts about Galvan says it all, demonstrating the attention-grabbktgicotthe arts
mixed with politics.

The image features Galvan giving actress Susana Estrada théo'Pogrualares
dePuebld on February 14, 1978. Estrada was often featureéstapdilms, which
were often erotic or violent in their content. It has become one of the most imagjes
of the Movida, because while Estrada smiles and accepts the award from Gadvan, s

sports a glittery dark tunic that is completely open, exposing her right lerdgasty. The
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image also reflects yet another contrast: an older politician mixithgaxyoung,
beautiful woman. When Galvan died, thousands of young madrilefios took to the streets
to mourn his death. This kind of brazen exposure was at least somewhat typical during
this time period; it may be seen as a reaction against the enforced modestyaafspr
years. The connection in the image between the exposed body of Estrada and Galvan, a
liberal politician, confirms the association of eroticism with freedom duhag t
transition. Jorge Mari has analyzed the meaning of this image extenamnelsyiccinctly
summarizes its importance:
La fotografia en cuestion es testimonio de una alianza en la que cada uno
aprovecha la popularidad del otro para atraer sobre si la atencion de la audiencia.
La aparicion de la "artista del destape™ junto al "viejo profesor” briddgella
un reconocimento y una cierta legitimacion de la relevancia cultural desuya
consiguientemente, del destape como fen6meno de masas—, mientras que al
politico le sirve para exhibir publicamente su tolerancia y su compromiso con el
proceso de apertura, la liberacion de las costumbres, la abolicion de la,dansura
libertad de expresion. (Mari 137).
The photograph in question is testimony of the alliance in which each person took
advantage of the popularity of the other to attract the attention of the audience
onto themselves. The appearance afestapeartist” together with the "old
professor” toasts to that recognition of a certain legitimization of theralilt
relevance of her art, and consequently, otdistapeas a phenomenon of the
masses, while for the politician it serves to publicly exhibit his toleramte a
engagement with the process of political opening, the liberation of social
conventions, the abolition of censorship, and freedom of expression.
Mari's analysis of how both Estrada and Galvan benefited from being
photographed together may be seen as a synecdoche for the broader phenomenon of the
PSOE's sponsorship of many cultural activities associated with the Moviua 1980s.

The relationship between politics and the arts in 1980s Spain has been heavilgdriticiz

Eduardo Subirats's portrayal of Spain in this period is an example of this: "La
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carnivalizacion de la democracia, la esteticizacion de la politica cesta fnediatica, la
configuracion de un Estado cultural como ficcion de las masas electronicas, la comoda
comodificacion de las vanguardias artisticas, y su elevacion mistipaaéaesilo volatil”
("using democracy for carnivalesque purposes, the aestheticizing of padigcsedia
party, the configuration of a cultural State as a fiction of the electronsasahe
comfortable commodification of the artistic avant-garde, and its mysieahtion to a
volatile spectacle” ; 17). The words of Subirats exemplify how the Movida wdsasse
tool for promoting a certain political image, and how spectacles often oneat@rought
images that are worthless when examined at their core. The relationsinggs®involved
in the Movida with politics is an additional contradictory element. Earlier icatadog,
Fouce differentiates the youth of the Movida from their older brothers and sidters, w
were more interested in politics and are referred tpagtes (progressives). He points
out that instead of being interested in politics, the people who came of age during the
Movida focused on the personal cult of the image, more than on ideologies (Fdlice 32)
Fouce also mentions in tiModernos, Urbanos. catalog that during the Movida "se
acabd lo politico, llega lo vital, la diversion” ("politics ended, and the vital thinggdrri
diversion” ; 42).

However, it is not as though this era was devoid of politics; in fact, the politics of
the Movida were constantly contested. To say that the Movida was apolitical isthus a

incorrect assumption. Alejandro Yarza argues that the use of camp aeshinetigghis

% |In her bookQueer Transitions in Contemporary Spanish Cultéfem Franco to La Movid42008),
Gema Pérez-Sanchez proves that politics of gendex indeed important and reflect a political
involvement of those involved in the Movida.
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period (which he sees as the liberation and recycling of objects and discoams&sefr

past) was a political gesture, because: "[...] esa reapropriacion pardovestEuunos
codigos ideoldgicos que pretendian fijar la identidad nacional” ("that parodic
reappropriation subverted the ideological codes that had tried to fix the nationdy'ldent

; Yarza 17). For example, the filentre tinieblag1983) parodies the Catholic church,

one of the fixtures of Francoist Spain. Rather than leading ascetic liveyef aral
devotion, the nuns in the film are addicted to drugs, have homosexual fantasies, and write
sensual romance novels. In short, the nuns are liberated from the codes imposed upon
them in the past. Yarza sees Almoddvar's films as political, albeit not in acitespli
traditional manner, pointing out that the frivolous aspects of the film subverted the
political and social discourse (17-18). Yarza's analysis of Alimodovarksasald also

be applied to that of others from this period, such as the painters known as Las Costus,
who often parodied objects from the past in their work.

In theModernos, Urbanos. exhibit catalog, Héctor Fouce explains the
relationship between the arts and politics in the 1980s succinctly, describingeénow t
characteristics of the Movida were a perfect fit for the new democracy:

En este caso, su ruptura simbolica con los cédigos estéticos del pasado, su

espontaneidad e inmediatez, su invitacion a vivir el presente, comulgaban con la

estrategia discursiva emergente en el ambito del poder: una joven democracia
necesitada de legitimacion social e internacional en busca de una imagen
suficientemente atractiva como para hacer olvidar que habia llegado como
resultado del pacto con los supervivientes del régimen, con el consiguiente
rechazo del cambio revolucionario y el olvido de los pecadillos del pasado.

(Fouce 12).

In this case, its symbolic rupture with the aesthetic codes of the past, its

spontaneity and immediacy, its invitation to live in the present, sympathized with

the emergent discursive strategy in the sphere of power: a young demaocracy
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need of social and international legitimacy in search of an image that was
sufficiently attractive to forget what had arrived as a result of thewpticthe
survivors of the regime, with the following rejection of revolutionary change and
forgetting the pecadilloes of the past.
According to Fouce, the use of the image of the Movida in the political reahedster
cover up some of the difficulties that arose during the transition to democreloglimng
the presence of some politicians who served during the Franco regime in the ingsv reg
and the "pact of silence," about the previously unaddressed atrocities of thehSiaihi
War. There was also a desire to forget the repressive dictatorship. Josér&bhn
noted that the memory of the dictatorship and the post-war period have largely
disappeared from "[...] la conciencia politica, como si nunca hubiesen ocurrido o
hubiesen sido un mal suefio colectivo que nadie quiere recordar" ("the political
conscience, as though they had never happened or as thought it had been a collective bad
dream that no one wants to remembéviemoria.. 25). If the Movida was a distraction
to cover up the past during the transition, it continues to be used as such in the present,
but in a slightly different sense. Now, it is the transition that is given preferin the
way the past is remembered. Thus "La transicion ha venido a ocupar el lugazdistori
preferencial en la memoria colectiva, como nuevo mito fundacional sobre el que se ha
construido el presente, borrando efectivamente los rastros del pasado g coa @lieza
fundamental de nuestra identidad histérica" ("the transition has come to oceupy th
preferential historical place in collective memory, like a new foundatiogtt upon

which the present has been constructed, effectively erasing the tracepastiand with

it, a fundamental piece of our historical identity" ; Colmdé#temoria.. 25). The recent
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boom of commemorations about the Movida reflects this kind of preferential treatment
for the memory of the transition.

In theModernos, Urbanas. catalog, the images from the covers of three
magazines from 1985 portray some element of marking the ten-year anniversary of
Francisco Franco's death on November 20, 1975. Fouce does not include any overt
mention of this anniversary in the text that accompanies the images, but it is dhatous
these three magazine covers were chosen specifically to make mentiorfadtthisis
compelling that even in 1985 there were commemorations of the change that had
occurred since Franco's death. The Movida was used to exemplify these changes.
However, even the appropriation of the Movida in the 1980s has been attributed to death
and life; photographer Miguel Trillo states in the LA MOVIDA catalog thai 985 "La
Movida se habia convertido en un cadaver maquillado que venian a descubrir los
periodistas de fuera con motivo del décimo aniversario de la muerte del Caudillo
ecuestre, que nos habia robado durante tanto tiempo la contemporaneidad” ("The Movida
had been converted into a made-up cadaver that journalists came to discovertag thoug
was the tenth anniversary of the death of the equestrian Caudillo [Franco], who had
robbed us of contemporariness for such a long time" ; 304). Trillo suggests that the
Movida was already a cadaver in 1985; it had already "died," but the litttbdifés
retained was being used to demonstrate how much was different from the deatitof Fra
ten years before. A documentary created by PBS in 1985 about Spain included a segment
on the Movida, exemplifying the international attention it received. The imagégon t

covers of the magazines in tht®dernos, Urbanos. depict the new life in Spain and do
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not focus at all on the death of Franco, but for the mention of the ten years that had
passed.

Each of the three images in thi®dernos, Urbanos. catalog includes some
reference to the past, whether overtly or in a more subtle manner. The pasttil thus s
present in the images, but it is often parodied or subverted by the more contemporary
elements in each image. For example, the March 1985 co@amalbio 16has a number
of characteristics that invoke the past and the present. A sidebar on the coveppoints t
change; a piece by José Oneto hailed as the "Primera Cronica del Canhleiditstt
chronicle of the timeline of events that changed Madrid from 1975-1985. The very title
of the magazine€Cambiq means change, and its content is true to its title. It features the
headline "Del centralismo a la Movida: La locura de Madriz" ("From ciésrirdo the
Movida: The insanity of Madriz"). This pronouncement indicates all that hasedtang
Madrid had gone from being centralist to being internationally recognized fbejiuay
of the Movida. It was now an autonomous community that had successfully created its
own local image, complete with writing "Madrid" as "Madriz," evokingltaal's
pronunciation of Madrid with a soft "d" that sounds like a "z." This subversion of the
spelling of Madrid is just the kind of local "branding” that served to market a neyeima
of the city that was searching for its own particular identity.

The Politics of Sex and the Movida: Acceptance and Resistance

The final section of the catalog addresses hedonism, the third main theme of the
exhibits. The Movida era is often criticized for being too hedonistic, with criesg

the excessive pleasure seeking as what was to blame for the abrupt end twasany |
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Curator Héector Fouce writes that hedonism was prominent in many areas ofishe soc
milieu in the Movida era: in song lyrics, at parties, and in televised musical
performances. As an example, he mentions the parties that were held by aaaetag
Luna de Madrid"en las que confluia toda la modernez del momento, tenian los
stripteasecomo plato fuerte” (in which all of the moderns of the moment mixed together,
with stripteases as the main course" ; 42). In the discussion of the controversy
surrounding a performance of the song "Me gusta ser una zorra" ("l like tlUt®) an

this section it becomes clear that sex is not an alternative to politics butpicated by
political ideas.

In particular, two texts and images in the catalog illustrate sonme 8hédonistic
highlights" of the time period; interestingly, they focus not on the excess, but on nudity
and the expression of sexual desire. The first example is a revealing photageaphyt
Paco Manzano that appears in the catalog and is from one of these parties in July 1983. It
features a woman, completely naked save a scarf around her neck, smilingttiigle s
on a motorcycle. In the background, several men stare at her and one man photographs
her from a different angle. Thus there is still a sense of the presence of theiudies
photograph—the woman's expression shows that she is aware of people looking at her.
The smiling, naked woman is at once empowered, riding a motorcycle, but still ain objec
of consumption for the men in the background. One man in the background is clapping
his hands as though he is highly amused by what he is seeing, while three athers sta
directly at the woman. The presence of the other photographer in the image is also

fascinating, as the actual act of documenting what we are seeing €iffierant angle is
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included in the image. This kind of scandalous image was a far cry from the modesty
coveted in previous years, and also serves as a contrast to the images of wonika fr
Franco era. The image is also an example of somewhat acceptable nudity—when a
woman was an object of consumption for men, her nudity was acceptable.

While the men featured in Paco Manzano's photograph appear to be pleased with
what they see, not all hedonistic displays were immediately acceptked Bpanish
public. The Manzano photograph is an interesting counterpoint to the "Me gusta ser una
zorra" controversy. In the exhibit catalog, Fouce includes an image of immeagt
editorial published il Paisin 1983 about the scandal created by a girl punk band from
Bilbao called Las Vulpes. Their performance of the song "Me gusta ser uaaa@oa
program called "La caja de los ritmos" on the Television Espafiola channel (TVE)
sparked a public political dispute because it was "broadcasted during children’s
programming time, which caused a great controversy because of the title obrigeir s
and its lyrics. [As a result,] the show director [Carlos Tena] resigned froposisand
the show was no longer broadcasted" (Last FM). This example is competisngsbdhe
chorus exhibits women who enjoy having multiple sexual partners. This was
unacceptable to some, yet on the other hand, seeing a nude woman on a motorcycle was
acceptable. The nude woman was an object of consumption to be enjoyed by the men
who saw her, but the women in Las Vulpes were not allowed to express theiitgexual
for fear that children would adopt their hedonistic behaviors, or perhaps for the fear of

women who express their desire rather than being objects of desire.
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The song sparked a political controversy as well; Fouce notes that many
conservatives reacted to the performance with a hostile respons&l Haiseditorial
explains how state district attorney Luis Burdn effectively censoreelénggion show.

The editorial points out that article 124 of the Constitution describes the statg dist
attorney's position as follows: "promover la accidn de la justicia en defensa de la
legalidad, de los derechos de los ciudadanos y del interés publico tutelado por la ley"”
("promote judiciary action in defense of legality, the rights of citizens, andcpubl

interest, under the tutelage of the lavigl Pais 10 Fouce 43). The author of the editorial
felt that Buron abused his power by attempting to define "conceptos abstractos com
moral publica pudory buenas costumbreg§'abstract concepts like public morality,
modesty and good habits") and accuses the district attorney of applying eolégal
promoted by the old regime, as though he was not required to follow the current
Constitution (bid). In addition, the editorial criticizes Burén by equating him with the
censors of the old regime. He even states that what Burdn did was even worse than the
censors of the past: "[...] Burdn ha dejado en mantillas a los censores del frandquismo a
guerellarse contra la letra de una cancion interpretada por un modesto conjunto musical”
("Burdn has made the censors of Francoism look innocent by bringing a lawsoét agai

the song lyrics performed by a modest musical groimd).

On a larger scale, the "Me gusta ser una zorra" controversy refleaisallenges
faced during the transition to democracy within the political realm; there many
politicians from the old regime who still exercised power during the Transdnd

sometimes brought their ideas from the past with them. The song may even beaeen a
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example of the negotiation and testing of the new Constitution. Jorge Mari ttalbmra
the tensions during the democratic transition, noting that there were both political
tensions but also tensions between traditions, habits, ghosts, anxieties, feargesid des
within these spaces, "[...] el erotismo y la sexualidad confluyen y negamida c
ideologia, la accion politica y los intereses comerciales” ("esotiand sexuality

converge and negotiate with ideology, political action and commercial irsterdgari

134). The controversy surrounding the song "Me gusta ser una zorra" exemplfees the
tensions—the reaction to the song clearly elicited fear of public expnessi sexuality.
The debate about the song included negotiations about ideology and what was
permissible in the new democratic nation-state.

Fouce does well to include such information in the exhibits and in the catalog,
because he includes thesistancdo change that was also present during the Movida in
his narrative. The juxtaposition of the two final images in the catalog (tleeNPatzano
photograph that seems to welcome hedonism and the image of the editorial about the
controversy sparked by the Las Vulpes performance) shows the conflicfiogses to
the pleasure-seeking attitudes so popular during this time period. It is ealoabl
remember that even in 1983, eight years after Franco's death, the ahangegsg in the
realm of civil liberties were still not smoothly assimilated into Sparosiety. As artist
Javier de Juan flippantly remarks in the LA MOVIDA catalog, "Los déngortantes
Ideas Enormes opusieron, claro, una feroz resistencia. Unos decian que era desorden,
marginalidad y que atacaba no sé que firmes principios” ("Those with the Enormously

Important Ideas, opposed it, of course, with fierce resistance. Some sa&ddiserder,
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marginality, and that it attacked some solid principles” ; 146). This resstautice
transformations in social behaviors and popular culture is yet another exaraple of
element that gets lost in the narratives of the Movida that claim that these civengies
ushered in seamlessly or overnight. In the multiple reincarnations of the Movida in
recent years, it seems that the Movida is being tamed from the controvesisiat bace
was into a nicely packaged product to be consumed at parties in Mon¥duile in the
re-telling of stories something is always lost, it is necessary tamberethe
contradictions and the complicated, chaotic elements of memories.

Government Appropriation of the Movida in the 2000s

While conservative politicians denounced the Movida during the 1980s, in the
2000s, they have appropriated it for the purposes of the present. William Nichols notes
that politicians from Spain's conservative party, El Partido Popular (PP) sAdbeda®
Ruiz Gallardén and Esperanza Aguirre "[...] have supported the reappropriation of the
Movida (with the aid of such corporate sponsors as Caja Duero and the collaboration of
media outlets like Telemadrid, RTVE and RNE 3) to weave a narrative about thie myt
origins of Spain's modernity” (16). After all, ever since Galvan was nifge}
ayuntamientos y partidos politicos descubrieron quecglera algo que podia atraer el
voto y la atencion de los jovenes” ("the town halls and the political parties€elisd
that rock was something that would garner votes and the attention of young people" ;
Fouce 46). Like many of the cultural elements of the Movida, the relationship forged

between politics and the arts has been repeated.

" The annual "Baile de la Rosa" in Monaco had a Matheme on March 29, 2008. Pedro Almodévar
was invited by Prince Albert Il to be the mastecefemonies, and many other famous Movida-era
musicians and artists were in attendance. Ticketise sold out event cost 750 euros. (Quifionero np)
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Aguirre in particular was heavily criticized for using the Movida for palt
purposes. In an opinion article featuredirPais Spanish writer Vicente Molina Foix
proposed that "lo mas llamativo de toda esta re-Movida es el papel absolutamente
preponderante que la politica, la mas miserable politica electoralista pééseem los
fastos" ("the most attention-calling aspect of all this Removida is tloduddly
preponderant role that politics, the most miserable electoral politics, pléyes i
celebrations" ; 13®. He seems to be suggesting, first, that the idea of a "re-Movida" is
absurd, but is particularly critical of the role of politics in the appropriation of the
Movida, and with good reason. Molina Foix asksiblgstaba Esperanza en los dias de
la Movida?" ("Where was Esperanza in the days of the Movida? ; 3). According to the
writer, his inside sources claim that "a Esperanza no se la solia ver enadglos
parcoursdela movida ("Esperanza was never seen in any of the routes of the Movida" ;
ibid 13). Unlike Tierno Galvan, Aguirre was not associated with liberal politidseor t
underground culture of the 1980s. During her tenure as councilor of the Ayuntamiento
de Madrid from 1983-1996, Aguirre was lieutenant to the mayor José Maria Alvarez del
Manzano (mayor of Madrid from 1991-2003). Another councilor, Angel Matanzo,
worked alongside Aguirre during the 1990s and was a controversial figure during his
term. Angel Matanzo is referred to as a "siniestro personaje [...que]isé timtb lo
gue pudo a cerrar bares de copas, a desmantelar mercadillos de arielsasiaar el
subversivo teatro Alfil" ("sinister character who dedicated himself tongas many

bars as possible, to dismantle artisan markets, and to close Alfil, the subtiezates” ;

% Molina Foix is a novelist and also writes poethe is a contributor t&l PaisandDiario 16 and the
magazing-otogramaslin 2007, he won the Premio Nacional de Narrativa.
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ibid 13). The closing of bars, artisan shops and subversive theaters were actions that
suppressed cultural activities popularized during the Movida. Both Manzano and
Matanzo have been criticized for attempting to move backwards by this typ@af act
Since "Esperanza no dijo ni mu" ("Esperanza did not say a thing") in response to
Matanzo's actions, she was really a detractor rather than a supporterusfuitag c

diversity in Madrid, and therefore her recent support for the Movida commemorations
could be considered hypocriticébid 13). While it has been said that the Movida "died"
when it was appropriated by the PSOE in the mid 1980s, it was the PP who put a stop to
many activities that began during the Movida in the 1990s. In 2002, Pedro Almodovar
remarked that "[...] Madrid se ha convertido en un desierto cultural, resultado de una
devastacion rigurosa y sistematica por parte de quienes nos gobiernan,"d edri
become a cultural desert, the result of the rigorous and systematic demdsyatiose

who govern us") directly implicating the PP in generating this culturalstivan

(Cervera 26).

It is ironic that the PP wanted to bring the Movida to life again in the 2000s. It
seems that this cultural moment has been conveniently remembered and fotgotten a
various points, depending on the needs of politicians. The appropriation of the Movida
in the 2000s reflects "the extent to which the arts have increasingly been used as
handmaidens to economic development, particularly in urban areas [...] in recent years
across Europe” (Gray 189). Itis as though the memory of the Movida is being squeeze
in order to yield every last drop of the liveliness it first represented. Uéiyaolina

Foix accuses Aguirre of trying to "investirse del mando del aperturismmgdarnez
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("invest in the leadership of openness and the moderns") for her association with the
2006-2007 commemorations. Tim®derneadf the Movida was used to inject life into
the political and cultural scene of the 1980s, and again in the 2000s, but in a different
manner, since it was really the overwrought nostalgic memory aintbiernezhat was
brought forth recently.

While Aguirre's connection to the Movida is dubious, Fabio McNamara showed
support for her in public forus Although McNamara was one of the wildest
characters of the Movida, he has since declared himself "catélico, apogtdéco
derechas" and a supporter of Aguirre: "mi voto, para Esperanza. No tengo nada que ver
con los de la Movida, que son todos socialistas” ("my vote is for Esperanza. | have
nothing to do with the people from the Movida, they are all socialists” ; Rada &)aslt i
though McNamara and Aguirre have switched roles—while Aguirre showed tepid
interest in the Movida in the past, she now embraces it as part of Madrid'slcultura
patrimony. McNamara, while still interested in the Movida, wishes to digeduiaself
from his peers. He appears to have gone from one extreme to another. In the
documentary filmMadrid, la sombra de un sueiftioat | address in another chapter,
McNamara explains his transformation: "Cai, pues en excesos, no. Estahtebasta
drogado muchas veces. Ahora mismo soy fan de Jesucristo, y poco mas, y denla Virge
Maria. Nunca pienso en esa época ya" ("l fell into excesses. | was pugiged up
many times. Now | am a fan of Jesus Christ, and little more, and of the Virgin Mary

never think about that time anymore™). He proceeds to point to several paintings he made

9 Fabio McNamara is known for being part of the dlimoddvar y McNamara who sang kitsch songs like
"Suck it to me," and for his role as Patty Diphius&lmodovar's 1982 filmLaberinto de pasiones
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of Christ and the Virgin Mary. Even though he states he never thinks of the past, he
appears consistently in the commemorative events of the past he rejecisisvam
interesting contradiction that contributes to the evolution of his public persona.gDurin
the Movida, there were many different social groups, and people often moved from one
group to another. As McNamara undoubtedly realizes, the impact of these groups has
contributed to Spanish popular culture.

The Legacy of the Movida

Fisas Ayxela mentions the specific divisions of social groups during the Movida,
explaining their legacy: "Losods, rockers, punkies, heavies, skins, siniestros, el
glam..nacieron en Madrid en esos afos y ¢,quién duda de que nuestras ciudades no serian
lo que son sin sus estéticas, sus ritmos, su argot, sus simbolos y experi€itas?"
mods, rockers, punkies, heavies, skins, siniestros, el.glzay were born in those years,
and, who doubts that our cities would not be what they are without their aesthetics, thei
rhythms, their slang, their symbols, and their experiences?" ; Fisata/)xelt is clear
that Fisas Ayxela sees the street life of the late 1970s and early 1988pa@ssible for
greatly impacting the local culture, and that what they left behind is impdotéms
identity of madrilefiostoday. Another important part of his comments are the different
social groups he mentions: it seems that those involved in the Movida "culture'eare oft
grouped together, when in reality, there were a number of (sometimeg dlighive)

differences between different grodpsThese divisions are often glossed over when

% These groups were often at odds with one anot¥téch can be observed in Charlie Miralles's recent
novel,1964 después de Cristo y antes de perder el aui@btime, 2007). Miralles recounts the street
fights that were common among various factionsd&0ks Madrid, attesting to the violence of this peéri
that is often brushed over in the accounts ofpkisod of a fun-loving, collaborative atmosphere.
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speaking of those involved in the Movida as a group with similar ideals. The images of
people from various groups are featured in Miguel Trillo's photographs, which were
taken at iconic clubs such as Rock Ola.

The Cult of the Image: Rock Ola as Icon and a Symbol of Life and Death

Not only did young madrilefios distinguish themselves by using distinctive argot,
but also by the way they dressed. The fashions and attitudes of the early 1980s are
reflected in four pages of the catalog that include 26 photographs taken by Mijael T
Most of Trillo's subjects stare straight into the camera, some are snawkdrdyinking or
posing seductively. The photographs represent some of the "tribus urbanas" of the
Movida—there are punks, rockers, and mods, differentiated by their clothing styles,
which serve as a visual reminder of the fashions and lifestyles that were hpirigr
the early 1980s. Every single person in Trillo's photographs is young, and thefulyouth
attitudes and experimentation are somehow bound up in these images. A number of
Trillo's photographs were probably taken at some of the new nightclubs that began
appearing in the early 1980s. Fouce mentions the importance of these clubs fdr Madri
"Esa nueva imagen de Madrid esta directamente ligada a la apariciéalde &ctlos
gue la musica es protagonista fundamental. Al mismo tiempo que se escucha lo mas
reciente detocky el pop anglosajon, los nuevos grupos tienen espacios donde actuar y
encontrar su publico” ("This new image of Madrid is directly related to the ipmesof
places in which music is a fundamental player. At the same time that the osodt re
Anglo-Saxon rock and pop is being listened to, the new groups have spaces in which to

act and to find their public [following]" ; Fouce 40). The new image of Madrid was not
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the only one that mattered at these new locales; they were places in aimchpeople
could see and be seen. In particular, Fouce comments on the vital role of Rock Ola, a
nightclub that was open from 1981 to 1985:
Pero sin duda es la sala Rock Ola el referente fundamental del hedonismo de estos
afos: un espacio en el que mirar y ser mirado, en el que sofar proyectos y poner
manos a la obra. Rock Ola es un hito en la cultura espafiola: estaba concebida
como un espacio autosuficiente, con sus propios disefiadores y su imprenta, su
equipo de sonido, lo que permitié un nivel de actividad que casi nunca ha llegado
a ser alcanzado en otro momento. (Fouce 40)
But, without a doubt, Rock Ola is the fundamental referent for the hedonismo of
these years: a space in which to see and be seen, in which to dream up projects
and begin work. Rock Ola is a landmark in Spanish culture: it was conceived of
as a self-sufficient space, with its own designers and its own printinggmess
sound crew, which made possible a level of activity that has almost never been
achieved in another moment.
Although some of the clubs that were opened during this period are still open today, such
as La Via Lactea and El Penta, Rock Ola has achieved a mythical staisummals of
the Movida, due to a number of different factors. First, as Fouce mentions above, the
creation of Rock Ola reflected the do-it-yourself aesthetic of the punk movement
Second, the now iconic film director Pedro Aimodévar and Fabio McNamara performed
together at Rock Ola in the early 1980s. Almoddvar refers to Rock Ola as the
"University of the Movida." Rock Ola has achieved a mythical status, howevaydeec
it was shuttered in the mid 1980s, before it was even able to "take off"—a man was
murdered outside Rock Ola after a street fight, and the club was closede Wwadithus
abruptly ended by a death, revealing yet another aspect of the relatiortal@prbkfe

and death and the Movida. A recent project to remember Rock Ola has given it a second

life; a website called "Proyecto Rock Ola" is dedicated to sharing mesnafrihe
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"mythic" club. A documentary about Rock Ola was included in the 2008 edition of
DocumentaMadrid. Therefore, even though the club’'s doors were shuttered long ago, it
lives on in these recreations.

In addition to Proyecto Rock Ola, there are several other initiativesdteate
preserve and commemorate the Movida. Aurelio Sanchez comments on the lebacy of t
Movida in the following:

[...] aun hoy sigue siendo acicate basico para la curiosidad de investigadores y

viajeros, influencia innegable en ulteriores décadas y modo de vida exitoso para la

mayoria de los artistas supervivientes. En definitiva, un rico legado de nuestra
historia que deberiamos preservar, aungque solo fuera para mantener el espiritu
banal y trdgicamente optimista, con el que un dia tuvo a bien sorprendernos y que

el tiempo no ha podido recuperar todavia. (A. Sanchez 7)

Even today it continues to spur the curiosity of researchers and travelers and to be

a non-negotiable influence for subsequent decades and also created a successful

way of life for most of its surviving artists. It is definitely a richdey of our

history that we should preserve, even if only to maintain the banal and tragically

optimistic spirit, which we were surprised with one day, and that time has not

been able to recuperate again.

This quote is compelling as it reflects the appeal of the Movida to sevaratti
groups of people: academics, tourists, surviving artists from the Movida, and the
collective cultural memory of Spaniards. Sanchez also gives credehecin@ldence of
the Movida and the continued success of artists who began their careers during this
period, such as musician Alaska and filmmaker Pedro Almoddvar, who still make a
living from the careers they began during the late 1970s and early 1980s. Ttvey are
of the more famous "survivors" that Sanchez is referring to, and their continwedsuc

is yet another reason why the artifacts and testimonies from the Movida should be

preserved.

114



Sanchez's quote also expresses a sense of loss in relation to the past;riohe has
been able to recuperate a kindred spirit of the Movida in more recent year)ausper
that is why the Movida holds such an important place in some Spaniards' collective
memory. This sense that it is irrecuperable also attests to the unique cludrdnete
Movida, and proves the impossibility of a "Removida.” The idea of loss is related to
nostalgia for the past: to the sadness resulting from the realization tbay higk never
repeat itself. However, nostalgia is a kind of double-edged sword; it iSaesowith
sadness, but also with a romantic notion of the past. The word nostalgia comes from the
combination ohostos(return home) andlgia (longing), and is "a longing for a home
that no longer exists or has never existed; [in addition, it is] a sentiment ahldss
displacement, but it is also a romance with one's own fantasy" (Boym x@hy M
expressions of the romance with the past are included in the LA MOVIDAgatat in
other commemorations of this period. For example, fashion designer Elisa Bates
in the fashion section of the catalog: "Cuando miro atras me llena una nosésilgision
de aquella época, de la que estoy tan orgullosa de haber vivido" ("when | look back | am
filled with the nostalgia of the illusions of that period, which | am so proud to have lived
through" ; Bracci 512). She does not express regret for the lost possibilitiegpatkthe
but rather takes pride in having lived during this era. Many others expressiadsialg
this period, and it certainly holds in an important place in the collective memory of
numerous people, which is why the commemorations and new cultural products are so

popular.
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Situating La Movida: Mecano and the Beatles?

Curator Heéctor Fouce discusses the distinctive place of the Movida in the
collective imaginary by comparing its' music to that of other countries:
La Movidasigue presente en el imaginario de la musica popular espafiola como la
edad de oro dglop espariol y con ese titulo se han publicado discos recopilatorios
y libros. De la misma manera que los norteamericanos mantienen a Eloay a t
la musica de los 50 en un altar, y los britanicos no dejan de afiorar los afios
dorados en que los Beatles comandardritish Invasion en Espafia ese lugar
mitico de la memoria lo ocupan los afios 80 [...] (11).
The Movida continues to be present in the imaginar of Spanish popular music as
the golden age of Spanish pop, and with this title many greatest hits alboums and
books [have been produced]. In the same way that North Americans maintain
Elvis and all the music from the 1950s on an altar, and British people do not stop
missing the golden years in which the Beatles began the British Invasionjnn Spa
the 1980s occupy that mythical place of memory.
First, Fouce states that the Movida is still alive and well in the memorigsaniish
popular culture: it is not dead yet. Indeed, commemorative albums are reledlsed by
dozens, ensuring that the Movida will enjoy several more incarnations. Second, Fouce
situates the Movida alongside other cultural referents: Elvis in the Unitex$ Stat the
Beatles in the United Kingdom. Despite the fact that the music from the Maoaidaas
not be recognized throughout the world, Fouce makes an important comparison to assist
people outside of Spain in understanding the impact of this music within*Spain
However, it is true that in many respects, the Movida can be described as the
arrival of counterculture to Spain. This arrival came later than in other msubéctause

of the confines of the repression of Franco's dictatorship. In 1985, Bob Spitz detlared i

Rolling Stondhat "to much of the rest of the Western world, that opportunity [for

%L In the LA MOVIDA catalog, Movida photographer MigliTrillo points out that "[...] musicalmente sus
discos no llegaran a triunfar fuera de nuestro aue-ni siquiera en Latinoamérica" (304).
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change] came and went with the Sixties, but the Madrilefios are only now inching
themselves out of the cocoon” (Spitz 34).

The Narrativity of Images in thdodernos, Urbanos. Catalog

The images and accompanying brief explanatory texts included Matiernos,
Urbanos y Hedonistathat appear in the catalog serve to highlight curator Héctor Fouce’s
vision of the most notable aspects of the Movida. These images and texts serve to
conjure up an impression of the past, and contextualize the Movida within the narratives
of modernity and urban youth cultures. Taken together, each of these artifacts and
explanations of the Movida create a set of specific narratives about the Movida. The
opinions expressed in this catalog reflect a desire to pay the Movida reéspect
contextualize it within other international popular and counter-cultural movenagicks
to explain the specific details rather than simply give overly geegpddnations of what
the Movida meant.

The first illustration in the catalog features three pages of akwelln Movida
era comic bookEl Vibora The pages show images of people attending rock concerts,
reading magazines, and watching television. The images serve the purpose of
remembering the consumption of popular culture and the importance of image during the
Movida and reflect upon the cacophony of media voices present during this period. This
also speaks to the rapid creation of a capitalist, consumer culture in posirsicpa
Spain. One image from the comic book is particularly fascinating. The tittdf tee
comic says "Los medios informan con obstinacion. Grandes conceptos estan en juego”

("the media informs us with obstinately. Great concepts are atplasiboral1982,
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Fouce 17). Two people are featured in this image: a young man and a young woman.
The man reads a magazine titRdckwhile the woman, seated behind him, sips a
cocktail. The couple is bombarded by different met@imme magazineABC magazine, a
magazine titled\ctuelwith the headlingLa Lucha!and the backdrop of a cityscape and
clogged traffic swim behind their seated bodies. A television and a radio are on
simultaneously, and the speech bubble connected to both of them screams
"iiEspectaculo!! jjApuestas!! jiSin precedentes!!" ("Spectadcks!BNithout

precedents!") The couple is obviously trying to soak in all the latest populaecihiay
possibly can in one sitting, but they also seem somewhat passive, which provides an
interesting account on the society of spectacle. The comic strip is atiadita

spectacle. As Guy Debord comments, "In societies where modern conditions of
production prevail, all of life presents itself as an immense accumulationatésles™
(Chapter 1, np). In the comic, the couple pictured is surrounded by a number of different
spectacles, signaling the all-encompassing arrival of modernity. iddteas next to the
comic reports that modernity had finally arrived in Spain: "La modernidad,d&zm

de ser modernos, es el rasgo mas importante de la Movida" ("Modernity, the angbition t
be modern, is the most important characteristic of the Movida" ; Fouce 17). Dedmord al
claims that in the society of spectaclRgeality considered partially unfolds, in its own
general unity, as a pseudo-world apart, an object of mere contemplation" {Qhague

The man and woman in the comic contemplate reality through all the media objects tha
bombard them, but they seem rather passive, dwarfed by the images that surround them.

They are apart from reality, contemplating it, but not entirely involved in it. [deddeo
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remarks: "The spectacle is not a collection of images, but a social relattoy goeople,
mediated by images" (Chapter 1, np). This is a good way in which to think about the
relation between the couple—they are obviously connected, but they do not face one
another. Their interaction is mediated by all the images that envelop themoriicds

a reflection on the development of a consumer culture in Spain. There also seents to be a
implicit commentary on the possibility of being consumed by the media during this

period, a time when everyone wanted to have their 15 minutes of fame, even lifdgter t
faded into oblivion. The influence of punk during the Movida is one of the essential
examples of how Madrid-based youth created a modern image for themselves.

Live for Today: Remembering the Underground Punk Influence on the Movida

The multiple media voices in this image also reflect the use of collage and punk
during this period. Fouce refers to the importance of collage in the following: "El
collage que elpunktoma delpop arty revitaliza como técnica creativa, junto con la
ironia y la provocacion, son elementos constitutivos de la estética de los afios 80"
("Collage, which punk borrows from pop art and revitalizes it as a creativedaehni
together with irony and provocation, are constitutive elements of the aesthibigc of
1980s" ; Fouce 44). Even the very use of collage is somewhat of a collage—it borrows
from pop art and even earlier, from the vanguard artists of the edrlye@fury. Fouce
posits that "Lavilovidamira con ironia a la cultura de lo cotidiano, anesujas a la
copla, los bares, y lo mezcla con los personajes de la modernidad, cuyo prototipo es el

punk ("The Movida looks with irony at the everyday, at the housewives, at the popular

119



folk songs, and bars, and mixes it with the characters of modernity, whose pratotype i
punk” ; Fouce 44).

The importance of punk during the Movida is not limited to the use of collage.
Several album covers are included in the catalog, along with explanations of the
importance of punk and rock music. Fouce reminds us that one of the main tenets of the
punk movement was the emphasis on the present and the idea that there was no future.
According to Fouce, "glunkpredicaba la inmediatez, el reciclaje yaklo td mismpo
despreciando el intelectualismo y el virtuosismo musical que habia marcafiodos a
anteriores” ("punk preached immediacy, recycling, and do-it-yourself, dis@g@proving
of intellectualism and musical virtuosity that had marked the previous yeE#8%" The
punk aesthetic thus fit well with the desire to live in the moment so popular in post-
Franco Spain, and this idea was one of the focal points of the entire era. Lbaypagtt
behind was also a key element of the punk movement and of the Movida. Thus the
notions of life and death are at play with punk, which ultimately values the preseat abov
all else. Fouce also contextualizes the punk influence in Spain (most notably with the
group Kaka de Luxe) within outside influences such as The Ramones and the &ex Pist
Two album covers are featured side by side in the catalog: a 1978 Kaka delwumre al
and a 1976 Ramones album. The Kaka de Luxe album reflects the do-it-yourself
aesthetic of punk: most of the information on the cover is handwritten instead of typed.
Notably, the Ramones album cover also includes a handwritten element—the band
members lean against a brick wall which is covered with graffiti, one of disé potent

forms of do-it-yourself street art.
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The influence of punk on the Movida is a crucial part of Fouce's particular
narrative: it is imperative to remember that in the beginning, the effon®sif of the
people in involved in the Movida were self-funded. It was only after 1982 and later that
government sponsorship of artistic activities came into being. It is ofteadbdltat
popular movements are accused of "selling out" or of being unoriginal after they have
been commodified. What gets lost in this commodification are the precarious bgginnin
of underground movements or bands that begin to play at bars, making little to no money.
This is an example of another contradiction about the Movida: was it an underground
movement or was it simply a government-sponsored appropriation of street culisire? |
not one or the other, but both, for the beginnings of the Movida must be remembered as
well as what it eventually became. Additionally, the meaning of the Movida is
continually evolving, especially in recent initiatives such as the ones thatfoll

Madrid.06and the "Re-Movida"

Despite its ultimate failure, the notion of a "Re-Movida" was highly publicize
2006 and 200%. The idea of a "Removida" is connected toNtaslrid.06 exhibits, since
both terms represent the desire to connect the original Movida with the cultuirscen
Madrid today. The exhibits represented emerging artists who would supposedly be
inspired by the exuberance of the past, to ride on the wave of the creative ifiessibil
that were present during the Movida. Barbie Zelizer notes that "modern sulture
capacity to freeze, replay, and store visual memories for large numbers ofpeople

facilitated by museums, art galleries, television archives, and other visaddatks—

32| return to the notion of the "Removida" in theapker on documentaries about the Movida, one ofhwhi
is calledLa Empanada de la Removida (RemovidadpiRe-Stirring the Movida Pot Pige)
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has enhanced our ability to make the past work for present abits161). It is as

though the Janus face is constantly at work: one side looking to the past, and the other to
the future, but both somehow anchored in the present. A 2006 articl&Fffeais

described the purpose of the Madrid.06 exhibits (of contemporary artists): tgjceluil

pondra un ciclo, Madrid.06, dedicado a mostrar el trabajo de creadores contemporaneos
locales o residentes en Madrid y con la pregunta entre lineas ¢ es posible afie?Movi

("the epilogue will be a series called Madrid.06, dedicated to showing the work of
contemporary, local creators or residents of Madrid with the underlying question, i
another Movida possible?" ; Rivas 2). This question brings back the relationship between
the past, present, and future. The question, "is another Movida possible?" is an example
of employing the subjunctive voice to project the past onto the future: what ifcthdce

be another Movida?

In another newspaper article from 2006, with the noteworthy title "Vuelve la
Movida" (The Movida returns) the journalist noted that the homage to the Movida had
two purposes: "Por un lado, una retrospectiva de lo que fue la Movida en todos sus
ambitos artisticos y, por otro, acercar el conocimiento de la misma a |jéverdess,
ofreciéndoles también un espacio expositivo y de expresion a través de Madrid6" ; ("
the one hand, a retrospective of what the Movida meant in all its artistic spreten
the other, to bring the knowledge of this to young people, and also offering them a space
in which to exhibit and express themselves with the Madrid.06 series” ; Amado 56). This
guote implies the dual purpose: what was the Movida then, and what might it mean for

future generations of artists who did not live through the Movida? Another article
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describes the commemoration as follows: "Pero no solo se mirara atrasiesisam
pretende tender un puente hacia el presente, con vistas al futuro, para peesantada
actual™ ("But we will not only look back. The show seeks to create a bridge with the
present, with visions of the future, to present the 'present-day Movida™ ; Arias 5). The
'Movida actual' refers to the artistic scene in present-day Madrid: yatiets who live

and work in the city were featured in the Madrid.06 series, in which severalagaller
were involved.

While the curators and organizers of the Movida exhibits thought that the
commemoration of the past was a positive idea, others were more criticaxargple,
Fernando Castro Flérez remarked the following: "Hoy, de nuevo, la politheadie
descaro de volver a aquellos tiempos heroicos' con una actitud arqueologinorpalr
gue intenta convencernos de que es posible algo tan aberrante cervinlada’

("Today, once again, politicians have the gall to go back to those 'heroic tities' w
patrimonial-archeological attitude that tries to convince us that sometbialgerrant as

the re-Movida is possible" ; 43). For Castro Florez, the past is dead, and cannot be used
to look into the future. His opinion exemplifies what Nietzsche once stated abouy:histor
"a historical phenomenon, purely and completely known and resolved into an object of
knowledge, is, for the person who has recognized it, dead” (I). With all the emphasis on
the Madrid.06 exhibit series, it seems that what really was publicized about th#&aMovi
was more about the past than about the future or the idea of a "Re-movida."” This notion
was given lip-service, but the sheer size of the Movida exhibits and the amourgsof pre

generated about them shows that in the end, the glorification of the past was far more
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important than looking towards the future. It seems that there was a kind of good faith
effort to focus on the prospects and the potential of the future, but the past was given a
much larger space in every way, in terms of the size of the galleriesitéihege the

reaction from the press, and all the events surrounding the large scale LADMOVI
exhibits.

ARCO 2007 Burying and Unearthing

At the 2007 edition of ARCO, there was a stand dedicated to the Movida. The
stand received unenthusiastic reviews from Angela Moliri# 8fais who stated that
while the 2007 edition of the fair included some appreciable novelties, the focus on the
past in some cases was without metltin ejemplo, el peor de toda la feria, esta
encerrado entre las paredes que acogen los testimoriasui@vida—un gran pasado y
un presente misero—del espacio de la Comunidad de Madrid" ("One example, the wors
of the fair, is enclosed within the walls that hold the testimonies of the Movidaeat g
past and a miserable present—of the space of the Community of Madrid" ; Molina 44).
Molina is highly critical of the representation of the Movida at ARCO—she sé&&m
argue that the decision to include it at the 2007 fair is by a group of ill-willed people
wishing to ride the waves of the past, and that the Movida has no value for the present.
The journalist wants the past to remain in the past, and her criticism does not end there
Interestingly, Molina mentions the idea of life and death in relation to the Moindae
following passage, she uses several terms that recall notions of burial, brokewhess a
resurrection:

Sigfrido Martin Begué ha acabado de enterrar a la gran familia de logaeine
unas catacumbas si frenesi, congeladas bajo la luz mortecina—sin ninguna
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fantasia—de una arquitectura pedante y de un lujo ocioso. El espectador que
entra en las toscas y empotradas estancias de El Hortelano, Carlag&d?krez
Villalta y Tino Casal, habra perdido definitivamente el sentido de lo primortial, e
ritual y todos sus demonios de un fendmeno sacudido por la fractura y el desgarro
de una época. Y ahora tenemos aqui una movida garrabateada y plana. (Molina
44)
Sigfrido Martin Begué has finished burying the great family of the 1980s in
catacombs with frenzy, frozen beneath the faint light—without any fantasy—and
with a pedantic architecture and pointless luxury. The spectator who enters into
the crudely fitted stands of El Hortelano, Carlos Berlanga, Pérezt&iélatl Tino
Casal, will have definitely missed the sense of the primordial, the ritwhglan
the demons of a phenomenon shaken by the fracture and torn from an era. And
now we have a movida that is scribbled and flat.
Molina accuses Martin Begué (the artist in charge of the montage for both the LA
MOVIDA exhibits and the ARCO stand) of digging up the catacombs of the past, of
attempting to bring light to what should not have been unearthed in the first place.
Again, the question of life and death on display is evoked. In Molina's estimation, the
portrayal of the Movida in the ARCO stand is flat and void of meaning and does not
represent the initial excitement associated with the Movida at its ionegshe plays on
the word "movida" in the last sentence of the quote; in this case it can be roughly
translated to mean "a thing" or a "situation;" this choice of words furtiecteMolina's
disdain for the stand. Her use of the word "movida" in this way is also a way teexpre
that she believes that the stand reduces the "Movida" with a capital "Mfiptysa
"movida," a thing unworthy of capitalization that should be cast off. Molina'sar@ni
are examples of how the meanings that are presented in exhibits are oftetedonte
Reporting on the same event, a writer fioaRazdrreported that King Juan
Carlos and Queen Sofia picked up the following items on their two hour visit: "se

llevaron, entre otras cosas, un grabado de la fotografa Ouka Leele y dos chapas de la
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Movida con el lema: «Si te acuerdas de la Movida es que no estuviste en diley" ("t
took, among other things, an engraving of a photograph by Ouka Leele and two buttons
from the Movida with the motto "If you remember the Movida, it's because you weren'
there" ; Garcia Maestro 48). The message on the button is worth explaining. The
catchphrase comes from one of the most irreverent voices of the Movida: Fabio
McNamara. It suggests that those who were involved in the Movida do not even
remember it themselves—the insinuation is that for many people, it was likistahig
drinking to the point of oblivion where you wake up the next morning unsure of what
happened the night before. It also alludes to the notion of explaining a phenomenon from
the outside vs. from the inside; here, even memory is parodied. There is a cootradicti
here as well, because even though the exhibits were supposed to provide an insiders
perspective on the Movida, it is insinuated from this slogan that the memory of this
period has been forgotten even by those who participated in it. The slogan was chosen to
epitomize the Movida in the series of exhibits created by the Comunidad de Madrid in
2006-2007 in Madrid. The saying explains a great deal about the Movida, and also
brings the notion of memory to the forefront: who remembers the Movida, and how and
why is it remembered? Were the people who remember the Movida by way of
“institutional” means like museum exhibits not even there?

Teresa Vilaros has also commented on this slogan in relation to commamorati
the Movida, suggesting that "por mucho que nos apresuremos ahora a convocarla, a
contarla, a exhibirla, la Movida elude toda forma de registro, retirada de hogarde

la historia y, por tanto, de la memoria. De ahi la frase que se ha acuiiado hoy para
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evocarla: 'Si te acuerdas de la Movida es que no estuviste en ella™ ("as mech as w
scramble to convocate, talk about, and exhibit the Movida, it eludes all form ofygegistr
removed from the archives of history, and also, from memory. It is fittinghbathrase
coined to evoke it should be 'If you remember the Movida, it's because you weren't

there™ ; VilarosZero56). While some of the people involved in the creation of the
exhibits were actually present during the Movida, there is an implicit sugge&tout
memory in this slogan: the institution, the Madrid government, uses a parody of the era

only to end up parodying itself.

Conclusion: The Coexistence of Divergent Visions

Despite their differences, the recent commemorations of the Movida pdiet to t
complex relationship with life and death in which it is enmeshed. All these tributes
ultimately beg the question: did the Movida only live once, or does it somehow live on?
What does the "solo se vive una vez" ("You only live once") mean when used to refer to
the Movida? This adage comes from José Luis Gallero's Sdlokse vive una vez:
Esplendor y ruina de la Movida madrilefig991), a compilation of interviews with
Movida participants. The saying perfectly encapsulates the Moviddladleature.

The subtitle of the book alludes to splendor and ruin, which also refers to life and death.
In considering the way in which the era of the transition and the Movida are reredmber
either as a time rich with possibilities for utopia or as for being disenchaiitethes
unfulfilled promises of the past, both life and death coexist. The various contradictions
point to the complex nature of memory, depending on who remembers something and

their reasons for doing so.
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An anecdote written by Miguel Angel Arenas de Pablos in the LA MOVIDA
catalog in the section on music serves to illustrate the connection betigededth, and
the Movida:
Un movimiento deja de ser movimiento y vanguardia en el momento que se
empieza a mirar el ombligo y a repetirse. El 20 de septiembre del 2006 sé celebr
en el Teatro Monumental de Madrid la misa de réequiem por La Movida
Madrilefia. La interpretacion de algunos de sus clasicos con orquesta sinfénica ha
sido el curioso epitafio final de un fendmeno primopeaike hijo de la nueva
ola. El halago debilita, pero la nostalgia—y mas con violines—mata. (Arenas de
Pablos 329).
A movement stops being an avant-garde movement in the moment in which it
begins to look at its belly button and repeat itself. On September 20, 2006, the
requiem mass for the Madrid Movida was celebrated at the Teatro Monumental in
Madrid. The interpretation of some of its classics with a symphonic orquestra ha
been the curious final epitaph of a phenomenon that is the cousin to punk and the
son of the new wave. Praise debilitates, but nostalgia—even moreso with
violins—kills.
Arenas de Pablos's word choices are interesting: first, he suggests thgtiarda
movement ceases to exist when it begins to repeat itself, and turning into a Thehé
death of the Movida is implied in his statement that the "requiem mass" wags ROIb6;
requiem masses serve to put dead souls to rest. The use of the word "epitaph"” is also
curious, for an epitaph is usually an inscription on a tombstone. Finally, for Arenas de
Pablos, nostalgia has killed the Movida, the final blow that puts it to rest. His account
though, is not completely concerned with death, because he does recognize that the 2006
orchestral performance was a commemorative event. Still, this repetitthe Movida

in a completely distinctive form—to change the eclectic mix of songs from thenfias

orchestral songs, much like what has happened with 1990s grunge rock band Nirvana's
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music—does indicate that through all these commemorations, the Movida has become
something entirely different than what it was originally.

Ultimately, as a historical occurrence, the Mowd#o se vivié una veaWhile
the Movida may have "survivors," the actual events that transpired during tloid pegi
not repeatable. In this sense, the Movida exists only in memories of what once was
fragments that are repeated and altered many times over, both publicly aneypnat/
only remembrances of things past another manner, this very repetition ensures that
the Movida is living a second life. It has become something else, and isyliteral
membered, given a new and distinctive form by being commemorated. Yesiis aur
lost. As Walter Benjamin has remarked, "making many reproductions [...] sidstt
plurality of copies for a unique existence" (Chapter II, np). In its new fomnyibvida
becomes a kind of place for mourning either the possibilities that never ihnegdra
the very sense of possibility felt during this period. Recent commemorations of the
Movida like theModernos, Urbanos. exhibit serve to ensure the Movida's legacy,
especially through the archival document of the exhibit catalog. As musickah Mi
Barsa noted in the LA MOVIDA catalog, "[...] aungue no creemos en 'espirgugdre
gue su significado y legado continta siendo motivo de debate y estudio” ("even though
we do not believe in 'spirits," it is clear that its significance andgeciewill continue to
be a motive for study and debate" ; 330). Barsa makes clear that the spirit® of thos
involved in the Movida are still important, even if now it is for debate and study.
Generally, the commemorative tributes both remember the dead visions of taecast

make certain that the transgression of this period is not forgotten amonditrezidis
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versions of the Movida created as nostalgic profit-makers. Yet even theseasihe

past secure a place for the Movida's legacy. They guarantee that the Mdlvida wi
continue living as a kind of chameleonic being, trading previous skins for newer ones in
an ever-changing tryst between life and death. In the following chaptemahysis of

two documentaries further elaborates the relationship between the life dmaikbe
Movida. The first documentariadrid, la sombra de un suefisegins with footage

from the LA MOVIDA cultural festival, and the seconid empanada de la Removjda

sheds a different light on the concept of the Removida.
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Chapter Two

"Documenting the PasBombras de un SueidoLa Removida"

In her essay "Documenting the National and Its Subversion in a Democratic
Spain,” Marsha Kinder points out that "as in most other cultural contexts, docunentar
film in Spain remains a marginal form confined to the shadows of fiction, one that
receives relatively little critical attentionRéfiguringé5). However, along with mini-
series, blockbuster history films and docu-dramas, documentary films afe "[
increasingly important in our relationship to the past and to our understanding of history"
(Rosenstone 4). This is particularly true when considering contemporary ngysdefi
the popular memory and historical understanding of the Madrid Movida portrayed in two
recent documentary film$jadrid: La sombra de un suefi@ladrid, the Shadow of a
Dream] (2007) antla empanada de la Removiflehe Empanadadf the Removida]

(2007), both of which are the focus of this chapter. While the first film is actinaliyes
than the second, the first film contains more content. Therefore, | concentraterm

the analysis of this film. However, | discuss the lack of content in the second&gfdm a
strategic decision in its creation. Both films focus at least in part on the noton of
"Removida," a term that demonstrates that the memory of the Movida has been
metamorphosized to the point that it has become something entirely different tlaan it w
originally. The term "Removida" is closely related to kitsch, which deals wit

metamorphosis and recycling.
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The films also allude to the way in which historical narratives are congtructe
The distinction between "historical discourse” and "historical memof'particular
significance when considering the two documentaries addressed here. JosiéoColm
discusses this distinction, noting that "whereas historical discoursensifgzie
verifiable, documented, and archival in nature, historical memory is provisional, enstabl
ever changing and always in the making [...] Memory is always in the making, a
continuous process of construction and reconstruction” (Colr@aingiones31). This
continuous process of construction and reconstruction relates to Pierreitleas'about
lieux de mémoireThe two documentaries function as what Pierre Nora has tdienzd
de mémoirg"sites or places of memory"), and reveal the wide-ranging dimensions and
possibilities of the relationship between permanence and metamorphosis inherent in
places of memory. In the following passage, Nora proposes that sites of memery ser
NUMeEerous purposes:

For if we accept that the most fundamental purpose digihele mémoirés to

stop time, to block the work of forgetting, to establish a state of things, to

immortalize death, to materialize the immaterial—just as if gold Wwerenly

memory of money—all this in order to capture a maximum of meaning in the

fewest of signs, it is also clear tHigux de mémoirenly exist because of their

capacity for metamorphosis, an endless recycling of their meaning and an

unpredictable proliferation of their ramifications. (N@atweerl9)

The films analyzed here exemplify the wide range of manners in which the
memory of the Madrid Movida has been invoked in recent years. They also reflgct "[
the desire to record history and the equally strong desire to expose the uityadifabi

such representations” (KindRefiguring66). Even their titles reveal significant

distinctions. The titlk.a empanada de la Removigiaggests something that will be
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newly concocted, an empanada, and the use of the prefix "re" with "Movida'ssaitge
return or restoration of the Movida. The word "empanada” also has a double meaning in
Spanish: it is a type of food similar to a pot pie (but more portable), and metaphadtrical
stands for confusion or a mess. Often empanadas are made with leftoverswand thr
together, and the aesthetic of the film seems to reflect that as well. filmthine

leftovers of the Movida are made into the Removida, and the film is an example of a
haphazard, kitsch creation. The phrase "estoy empanado” can be translated"io mea
am out of it,” and the film reflects the definition of this phrase as well, beddsse
ultimately confusing and at times vague. The translation into English does not
necessarily capture both of the double meanings of the words "empanada” and
“removida.” Two ways to translate the title to English would be "The Muddle of the
Removida" or "Restirring the Movida Pot Bi&¢ The titleMadrid: La sombra de un
suefocreates a vision of the Movida as merely the shadow of a dream, something that
hardly even exists and thus must be remembered and even immortalized.

The representation of this periodhfadrid: La sombra de un suefiends toward
the first purpose Nora mentions, for the film seeks to reinforce the memory of the
Movida, and to immortalize many of those who died during this period. It blocks the
work of forgetting by visiting certain places of memory that no longer exigeisame
sense as they did in the past. Generally, the film focuses on telling the dtoey of
Movida through the eyes of those who lived through it, and also connects it with the
cultural scene in Madrid during the 1990s and today. The main facets of thisritien ce

around the analysis of what the Movida was, why it ended, and how its legacy is being

33| would like to thank José Colmeiro for suggestingse two translations.
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defined in recent years. Therefore, this documentary not only focuses on anecdotal
memories of the past, but is also a meditation on the explosion of commemorations about
the Movida in the last decade, especially the 2006-2007 cultural festival cAlled L
MOVIDA, organized by Madrid's Consejeria de Cultura y Deportes [Council ¢fi€ul

and Sports].

On the other hand,a empanada de la Removighows how the meaning of the
Movida has been recycled and metamorphasized to the point that it is almost
unrecognizable However, the main focus of the film is not the memory of the Movida as
much as how this memory was used to fuel new underground activities, in this case, a
series of parties featuring performances by transvestites calleddiiavesti" held
from 2003-2006. Specifically, this documentary focuses on whether or not the "En Plan
Travesti” parties constitute a "Removida,"” a concept that is mentionechin bot
documentaries. | discuss how the term "Removida" has been used in various contexts,
thus giving it different meanings, much like the word "Movida." Before proceadihg
this analysis, some information that will help contextualize the documentaltibe w
presented, first by briefly explaining the history of the documentary genreim Spa
Second, | will briefly explain the documentary festival, Documenta Madrid 2008, at
which the films were first presented, a festival that included other docaméihins
about this period.

Documentaries in Spain: From Pre-Civil War era to the 1990s

Marsha Kinder analyzes several documentaries from post-Franco Spaispbut a

includes information about the history of the genre in Spain. She notes:
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As in other cultural contexts, the documentary or actualities was one ofsthe fir
genres to emerge in Spain—one that could be used to assert the cultural
distinctiveness of the nation or local region [...] The Spanish documentary genre
quickly became associated with questions of local identity and the dialectics of
insiders versus outsiders, issues that acquired new levels of political resonanc
subsequent periods. It is hardly surprising, then, that documentaries featuring
local customs, costumes, rituals, and landscapes were frequently emphasized in
those film histories that were driven by a desire to prove the existence of an
autonomous regional culture, such as Alberto Lopez Echevarflét&s/asco:
¢realidad o ficcion?Basque Cinema: Reality or Fiction?, 1982) and José Maria
Unsain'sEl cine y los vasco&inema and the Basques, 1985).
(Refiguring66).

The two documentaries analyzed here deal with the distinctiveness of the cadoeal s

in Madrid, in the 1980s in the caseMé&drid: La sombra de un sueidmd in the early

21% century in the case dfa empanada de la RemovidBoth documentaries assert the

local identity of Madrid. Kinder notes that with the division of Spain into autonomous

communities in the 1978 constitution, "Madrid was redefined as one of those autonomous

communities, implying it has always been a microregion masquerading asitmé na

(Kinder 83). During the 1980s, the Movida was utilized to define the local identity of

Madrid as an autonomous community, and the reconstructions of this period in the two

2007 documentaries reaffirm that identity once again. Kinder also mentions other

documentaries created to reaffirm autonomous regional culture in other ateaslsaic

nova can¢@ndCanet Rocktwo documentary films released in Catalonia in 1976. Local

customs were portrayed in films from earlier periods, Luis BufiuabHurdes/Tierra

sin pan(1932) and Carlos Saur&sienca(1958) (bid 66-67). She also discusses

documentaries in the 1990s, which address the "dynamics of decentering” such as

Innisfree(1990), directed by José Luis Guerin, &idol del membrilld1991), directed

by Victor Erice {bid 83). The "dynamics of decentering" refers to the fact that both films
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were made by "[.].flmmakers seeking autonomy, [...]" which meant that they sought to
emphasize the independent identities of other regions as separate from Madrid, Gueri
being a Catalan filmmaker and Erice being a native of the Basque country. The
"decentering” in documentary filmmaking that took place after the dictgbonsts
significant, because the production of documentaries was previously linked to a high
level of state-control, beginning in the 1940s.

Kinder points out that "Although the documentary had been a viable form during
the 1930s and a potent ideological vehicle for the various political factions that
participated in the Civil War, in 1942 a government ban was imposed on the shooting,
editing, and processing of any documentary footage other than that produced for the
state-controlled Noticias Documentales ("NO-DO" [News and Documesigr(ibid
67). NO-DO were newsreels broadcasted beginning in 1942. They were projected as la
as 1981, well into the transition to democracy. Josefina Martinez quotes the order that
initiated the NO-DO, created by the Vice-Secretary of Popular Educaitbsigned by
Gabriel Arias Salgado on December 17, 1942: "la entidad de caracter ofic@aim y
Documentales Cinematograficos NO-DO (...) que editara y explotar&xotusividad,
el Noticiario Cinematografico Espafol (...) siendo este organismo el Unico que en el
futuro podra llevar a cabo el intercambio de noticias cinematograficas extnamjero”
("The entity of official character, Cinematographic News and Documestahich will
exclusively edit the Spanish Cinematographic Newsreel. This organisieiie only
one that, in the future, will be able to facilitate the exchange of cinematograplsic new

with other countries; 145-146). | return to discussing the importance of the NO-DOs in
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the forthcoming pages, since one of the documentaries | analyze incorpootage f
from the NO-DO newsreels. Kinder proposes that the NO-DO impacted the whetha
Spanish public perceived documentaries in general, because the policy undkdying
existence "privileged documentary as a key site of struggle for contropopatar
memory" (bid 68). Similarly, Song and Garlinger point out that films like José Luis
Sanez de Heredia®aza(1941) "appropriated high art modes of cinematographic
representation in order to create a mythic realm of fixed significationenpurpose was
to consolidate the regime's affective control over its viewing subjectstn&restingly,
the two documentaries examined here deal with the struggle over the memory of the
Movida era, and offer varying opinions of what it meant in the past and what it means for
the present. The phenomenon of the Movida was addressed at the 2008 edition of
Documenta Madrid.

Documenta Madrid: "Looking Back on the Movida"

2008 marked the fifth year of Documenta Madrid, an annual international festival
dedicated exclusively to documentary film and organized by the City Councilddidva
The festival was funded in part by the "Area de Gobierno de Las Artes" Bfeineh of
Government of the Arts") and is said to be the most highly-attended festivalaiythe
The festival was open to professional filmmakers, academics, peoplsiateis"[...]
making business arrangements with producers [...]", and, of course, spectators.
(Documenta Madrid 470). From May 2-11, 2008, many different types of documentary
films were shown under the auspices of the festival, including retrospectivesadasNic

Philibert, Martin y Osa and Harun Farocki, a tribute to Octavio Paz, shontilhrehfth
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films, and Latin American documentaries, among others. In conjunction with the
festival, there were round table discussions, film forums, workshops and exhibitions.

The festival also featured a section of eleven documentaries about the Movida
entitled "jQué Movida! The Movida Phenomenon.” The documentaries in this section
were part of a category entitled "Echando la vista atras/Looking Baukh also
included documentaries about remembering historical moments like May of 1968. These
films not only dealt with the Madrid Movida as their subject matter, but also with
"Movidas" in other areas in Spain, including Valencia, Vigo and Barcelona. Titbdac
the Movida received its own section in the film festival in 2008 is a reflection of the
recent resurgence of interest in the Movida, and that it occupies a centralnpositie
contemporary cultural discourse in Spain.

Juan Ignacio Francia, writer and journalist, explains his thoughts on the Movida
phenomenon in an introductory text to the section of Documenta Madrid 2008 entitled
"iQué Movida! The Movida Phenomenon."

Imaginacion, desobediencia, necesidad de hacer cosas y, sobre todo, ganas de

pasarlo bien, distinguieron lo que han llamadbitarida a la que todo hijo de

vecino se apunta. Pero la mayoria no estaba. Unos aun no habian salido de las

faldas de su mama. Otros contemplaban a los Kaka de Luxe como a unos pijos

estramboticos. Los de mas alla ni siquiera pasaban por ahi. Pero ahora, cuando
guienes quedan en pie incluso van a Montecarlo para ser exhibidos como

atraccion por los Grimaldi, todo el mundo quiere foto. (Francia 296).

Imagination, disobedience, a need to do things, and most of all the desire to have

a good time, distinguished what has been called Movida, which every Tom, Dick

and Harry joined along. Bust most of them weren't even there. Some were still

tied to their mother’s apron strings. Others saw Kaka de Luxe as a couple of
outlandish brats. Those really out there didn’t even come around. But now, when
those left standing go to Montecarlo to be paraded around like an attraction by the

Grimaldis, everyone wants a photo. (Francia 296. Translation included in

Documenta Madrid Catalog).
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Here, Juan Ignacio Francia points out that although the Movida initially enjoyed some
attention, many people were unaware of it. Now that time has passed, and some of the
important figures of the Movida have become famous, there is a renewed imtdnest i
phenomenon. His mention of Montecarlo is a reference to the annual "Baile de la Rosa"
("The Rose Ball") in Monaco that had a Movida theme and was held on March 29, 2008.
Pedro AlImodévar was invited by Prince Albert 1l to be the master of ceremanmid
many other famous Movida-era musicians and artists were in attendances focke
sold-out event cost 750 euros (Quifionero np). The event represents how the memory of
the Movida has been commodified to a great extent, even in other countries.

Unlike those he criticizes for wanting to hang on to the coattails of the Movida,
Juan Ignacio Francia was personally involved in the Movida as the director of a radio
program on the station Radio 3. Francia also notes that in his free time he "rehearsed, f
example El hombre que mat6 a Pablo Picag3dne man who killed Pablo Picasso), a
demented show written by Jorge Berlanga, which we performed at Rock-Ola€iéFra
297). He thus establishes himself as someone who participated in some of the central
activities of the early 1980s: the performances at the club Rock-Olamatoléame also
maintained by Pedro Almoddvar. Francia also includes a general definitidrabthve
Movida meant. He puts forth his thoughts about the time period in the following excerpt
from his introduction entitled “¢, Qué hiciste en la guerra, papi? (What did you do in the
war, Daddy?):

Fue una buena época. Sobre todo porque habiamos salido de las garras de un

franquismo garrulo y castrador. Porque hacia bueno, apetecia salir yerdeters

todo. Pero la musica emaumala, el cinenudeficiente y el resto de las
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manifestaciones, bien que disueltas en alcohol, bastaptes Si, el ambiente
puso a la gente a tiro de mejorar en lo suyo. Pero lo cierto es que habia, sobre
todo, mucho morro. (Francia 296).
It was a good era. Especially because we had been freed from the grigis of tha
loutish and castrating Franco. Because it was nice out, enjoyable to go out and
get into everything. But the music wael bad, the movieseal deficient and the
rest of the manifestations were rather soaked in alcohol, kind of an extra. Yes, the
atmosphere got people to bring out the best in themselves. But what is undeniable
is that there was, more than anything, a lot of nerve. (Francia 297; Translation
included in Documenta Madrid catalog).
Francia’s definition of the Movida does allude to the free-spirited carousingctéastic
of this period. He incorporates a bit of historical context with the mentiond*sanc
death, portraying the former dictator as a castrating lout, but mostly hrgptiesds
based on flimsy adjectives and generalizations and the image that everything®ls
"soaked in alcohol." However, Francia does fondly remember that people had a lot
nerve, perhaps referring to the fearless experimentation and artistic ions\a@iring
this period. Still, by stating that the music and movies wea bad," Francia criticizes
the artistic production of the Movida. While they may have been ironic, pastiche
productions, other people, like ethnomusicologist Héctor Fouce, seem to value the music
of this period for its novelty.
Francia includes a quote from one of the most quintessential Movida movies,
Labyrinth of Passion§l982), directed by Pedro Almodovar, in his introduction. The
guote serves to draw attention to the drug use so prominent during the Movida. In the
film, Fabio MacNamara plays a tranvestite named Patty Diphusa (atehanaated by
Pedro AlImoddévar) who cries out "qogerdose ("What an overdose!") after sniffing

nailpolish and drinking from two cocktails simultaneously. The inclusion of this quote
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seems at least somewhat contradictory to what Francia posits about theajubhét

films during the Movida since he says the movies were "really bad," but make&i®m

of this one in his introductory paragraph. In sum, Francia’s introduction to the "Movida
Phenomenon” section of Documenta Madrid 2008 provides a brief yet superficial account
of the Movida. It does seem that Francia seeks to present himself as one dlthe "re
representatives of the Movida, privileging his view of this period to some exterstisThi

a common theme in many of the products and events created to remember the Movida.
However, the depth and breadth of the eleven documentaries about the Movida featured
in the festival serve to fill in the gaps and show some of the multiple dimensions and
perspectives that emerged from the Movida.

Other Documentaries Featured at Documenta Madrid 2008

A total of eleven documentaries were included in the 2008 edition of
DocumentaMadrid. | will briefly mention the other nine films that were pitesleat the
festival in order to give a sense of the scope of films with topics relatihg tdovida
shown at the festival. Although they are not divided into different categories in the
festival schedule, the documentaries about the Movida can be loosely grouped based on
their content. The documentaries can be broken into different categories:recabew
general information on the Movida, while others deal with rather specific sugeter.

There are a few that are about music during the Mowidguién le importgdWho Gives
a Damn?) (2000) is about musicians Alaska and Nacho Canut who formed the group
Kaka de Luxe in 1979 an@due parezca un accidenfik May Seem an Accident) is about

the band Siniestro TotaRock & Cat, més enlla de les can¢cgReck & Cat, Beyond the
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Songs) (2007) is about the Catalan music scene in the 1980s, and focuses on concerts at
the Theatre of the Liceu in Barcelona. Similar to the latter documeRack;Ola: Una
noche en la MovidéRock-Ola, A Night in the "Movida") (2007) also places importance
on a specific place as the center of action during the Movida: Rock-Ola, onenudshe
famous bars during the 1980s. There were also documentaries that presented other
specific aspects of the Movida: art and televisf@ostus, El documentéCostus, The
Documentary) (2007) focuses on the lives of the deceased artists Enrique Nayanand Jua
Carrero, known as "Las Costus.” Another documentaryovida: La Edad de Oro
(The "Movida": The Golden Age) (2001) is a retrospective featuring famaqassfotim
the television show "La Edad de Oro" including performances by differencahus
groups from the Movida and interviews done by the shows’ host, Paloma Chamorro. The
film 72-H (2007) is about the history of discoteques in Valencia in the 1980s and 1990s.
Periféricos(Peripherals); (2006) is about the Movida in Vigo, Galicia in the 1980s,
focusing on Vigo as a city on the periphery of the other major cities in wtifehedit
manifestations of the Movida took plaéepe Sales: Pobres pobres que els donguin pel
cul (Pepe Sales: Poor, Poor People, Fuck 'Em); (2007) focuses on a specificegudist, P
Sales, and his protagonism in Barcelona; this documentary focuses on what might be
called the "darker side" of the Movida: the toll of AIDS, drugs and other sbsial i

The documentaries included in the series highlight many of the different sides of
the Movida, from remembering it as a time filled with celebration to therlatt
documentary about Pepe Sales which described the deaths and drug abusedassibiciate

this particular period. The other "Movidas," or cultural scenes in urban deas li
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Valencia, Vigo and Barcelona are also featured in the documentarieh&#®0a8

festival, providing a sense of the cultural panorama in the 1980s throughout Spain. | will
now turn to a detailed analysis of the two documentaries | focus on in this chaptér, whi
were also screened at the 2008 Documenta Madrid festival. | should also point but that
chose to evaluate these two documentaries for a specific reason: both filmsptatetem

how the Movida is being remembered in recent years. While the other documentaries
focus on certain artists or musicians associated with the Movida, the two riahtdea

deal with the phenomenon of the Movida in general, and its recent commemorations and
encarnations.

Madrid: La sombra de un suefo

Mexican director Alejandro Andrade Pease, who resides in Madrid, wished to
create a documentary that would be critical, an in-depth analysis of the Mottda, ra
than a superficial look at this perfd The film is a Mexico-Spain co-production.
Madrid: La sombra de un sueitalls itself "un documental sobre las Movidas
Madrilefias" (A documentary about the Madrid Movidas). The fact that the fiiaesti
the plural form "Movidas" is compelling because it suggests the multiple ta@fsof
the Movida in Madrid, both in the 1980s and in more recent years with the Removida.
The documentary was produced by Pedro Morenos de los Rios in a collaboration
between Mexico and Spain by Puzzle Films y Nifio con Bomba, 2007. Not only was the
documentary shown at Documenta Madrid 2008, but alSbeKratkofil International

Festivalin Bosnia Herzegovina, THeestival de Cortometrajes de Torrelavega

34| would like to thank Alejandro for kindly meetinge in Madrid in 2008 and giving me a copy of the
documentary to use in my dissertation.
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Cantabria, Spain, arMisual 08in Majadahonda, a city 10 miles northwest of Madrid.
The 29 minute film includes personal testimonies of those involved in the Movida, which
lends it a sense of veracity and endows the film with certain authority. Tinedieies,
however, are also utilized to create and manufacture such authenticityll NBols
has pointed out, "The documentary tradition relies heavily on being able to convey to us
the impression of authenticity” (Nichols xiii). This "impression of authewgtics often
only an impression and a construction, but can be convincing (and even misleading) to
spectators.

Further, due to its extensive use of intervieMiadrid: La sombra de un suefio
may be classified as abservationabndinteractivedocumentary, which tend to involve
the use of "[...] talking heads—either historical witnesses who had lived through events
which they recalled and described, or experts such as historians, who were used not only
to help create a narrative, but also to provide an overview of and context for the story
being told" (Rosenstone 73). The inclusion of these historical witnesses is grieegm
how places of memory "block the work of forgetting.” Since these particudaige
witnessed the events of the Movida, and their memories are recorded in the jamew
permanent form of a documentary film, forgetting is blocked. However, since
remembering always involves a selective process, there are magy tihat are
inevitably forgotten. Still, at least their testimonies are presernvdifilm, giving them
some permanence. More generally, the film demonstrates how "Memorydakéasthe

concrete, in spaces, gestures, images and objects [...]" B&ttaeen.. 9). A number
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of important landmarks from this period are revisited, and many images anefeiat
the film to invoke the memory of the Movida.
The film may be seen as a complement to José Luis Gallero’s now famous
collection of interviews, and a canonical resource for the study of the M@otase
vive una vez: Esplendor y ruina de la Movida madril€iYau only live once: Splendor
and Ruin of the Madrid Movida) published in 1991. As suggested previously, both the
text and the documentary exemplify Pierre Nora's definidieak de mémoirsince they
are "[...] dedicated to preserving an incommunicable experience that would disappear
along with those who shared it [...]" (NoBetween.. 23). The inclusion of these
witnesses also lends films a sense of authenticity, which also createsad &ura
around documentaries in general: if someone witnessed an event, they mustcgothéel|
truth. However, it is always pertinent to keep in mind that people can only tell their
particularversionof the truth, and memory is quite subjective, as countless studies have
shown. Pam Cook notes the following about the use of eyewitness accounts in films that
deal with memory:
Even though memory is tinged with subjectivity, it can still be regarded as
authentic, especially when it comes to eyewitness accounts that provideda rec
of the impact of momentous events on the lives of individuals—the enormous
increase in studies of personal testimony and cultural memory testifies.to thi
The fact that the eyewitness was actually present at the time itiveists
recollections with an aura that transcends the knowledge that their expesience i
reconstructed for the purpose of current agendas, and endows it with authority and
emotional power. (Cook 3)
Cook points out that the eyewitness accounts are often put to use for purposes other than
simply remembering an event: perhaps certain political regimes havesarstehy and

how events are remembered at different points in order to cast themselvestariaglat
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light, for example. In terms of the documentaries on the Movida, the testimonies from
those who were involved directly in the Movida exemplify this aura—they lived through
this period, and their accounts give authority and emotional power to the film as a whole.
In his 2006 boolistory on Film/Film on HistoryRobert A. Rosenstone
undergoes a detailed study of the telling and doing of history in films. Rosenstone's
thesis that written and filmic history share similarities informs my aaaling of
Madrid: La sombra de un suefid@he notion that documentaries have much in common
with the act of writing history thus seems quite logical; both work to constfatts'by
selecting traces of the past and enfolding them into a narrative" and both ignore "the
overall fiction that the past can be fully told in a story with a beginning, middle, and an
end" (Rosenstone 70). There is a clear attempt to show the beginning, middle, and end of
the Movida inMadrid: La sombra de un suefio. the following synopsis of the film,
included on the MySpace page for the documentary, there is a clear attemilishesta
linear narrative about the Movitfa
A principios de los afios 80, tras la muerte del dictador Franco, surge en Espafa
una explosion de libertad creativa nunca vista. El movimiento conocido como LA
MOVIDA situé a Madrid en el mapa de la modernidad y catapulto a sus jovenes y
transgresores artistas al estrellato, entre otros Pedro Almodovar, Alasiertp
Garcia Alix. Sin embargo, para muchos todo acabaria a finales de década por el
desgaste de una vida frenética llena de excedrs.el Madrid del siglo XXI
nuevos artistas, jovenes y transgresores como La Prohibida, L Kan, M.G.B o Big
Toxic, reviven la energia de la Movida tomando al asalto la escena underground
madrilefia. Los consagrados de la "Vieja Ola" mientras tanto disfrutan de una
segunda juventud entre celebraciones, revivals y aniversarios institusionale

Pero... ¢ Qué fué en realidad la Movida? ¢ Una revolucion? ¢Un mito? ¢ Un
producto? En este documental recorreremos las calles de la ciudad para

% The existence of web-based materials that deal tvé memory of the Movida is another area | would
like to explore in the future, since many webséad forums exist about the Movida, which are arguab
another type ofieux de mémoire
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averiguarlo, hablaremos con los vanguardistas de antes y con los de ahora, y a |
largo de nuestro viaje iremos descubriendo como Madrid aiin se mueve a ritmo de
underground. (MySpac#jadrid la sombra de un suefio

At the beginning of the 1980s, after the death of dictator [Francisco] Franco, a
previously unseen creative explosion appeared in Spain. The movement known
as La Movida gave Madrid a place on the map of modernity and catapulted its
young transgressive artists to stardom, including Pedro Almoddévar, Alaska and
Alberto Garcia Alix, among others. However, for many of those involved,
everything would end at the end of the decade due to the erosion caused by a
frenetic lifestyle full of excesses. In the Madrid of th& Zkntury, young and
transgressive new artists such as La Prohibida, L Kan, M.G.B. and Big Toxi
revive the energy of the Movida, taking the Madrid underground scene by storm.
Meanwhile, the consecrated members of the "Old Wave" [A play on words, since
they were originally called "The New Wave"] are enjoying a seconthyjul

heydey through celebrations, revivals and commemorative anniversaries,
[sponsored by governmental] institutions. But...What was the Movida in reality?
A revolution? A myth? A product? In this documentary we visit the streets of
the city to find out; we will talk with the vanguards of yesterday and those of
today, and on our way we will discover how Madrid still moves at the rhythm of
the underground. (Translation mine)

The synopsis begins with the 1980s, which is somewhat misleading since Franco died i
1975, and since it is often said that what was earlier known as "La Nueva Ola'ilega

the mid- to late-1970s. Sitill, there is a chain of events that establishes aéimasive

here: Franco's death, an explosion of creative freedom, the end of the explosion, then the
revival of the energy of this period in the®adentury. Nevertheless, the story of this

period is not told in a linear fashion in the actual documentary, but instead it skips from
the present to the past and back again at various moments. Based on this narrative
synopsis, it is also clear that "The documentary also shares much with theffloti

[because it] [...] regularly structures material into the conventions of dnaitiaa story

that begins with certain problems, questions, and/or characters at the outsepsdevel

their complications over time, and resolves them by the end of the film" (Rosern&t).
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In the above synopsis, several questions are posed, all of which are explored, developed,
and resolved in the film. While the synopsis raises certain questions about the Movida,
the film also poses other questions. One of the most significant questions is about its
legacy: "mas alla de la avalancha mediatica por rememorarla...¢ Quédguagidella
Movida?" ("Beyond the mediatic avalanche to remember it...What is left of that
Movida?") The film not only attempts to define the Movida, but explores its legacy b
connecting it to the present. The presence of such questions in this documeatary als
demonstrates how "Filmmakers are often drawn to documentary modes of rgpi@sent
when they want to engage us in questions or issues that pertain directly to the historica
world we all share" (B. Nichols xiv)Madrid: La sombra de un suefigants to engage
its spectator with the question of how the history of the Movida has been constructed.
This "media avalanche" is addressed very specifically in the beginnihg of
film, becauseMadrid: La sombra de un suefises the recent commemorations of the
Movida as its point of departure. The first words that flash on the screen speak of these
events: "Entre los afios 2003 y 2007 se vivid en Madrid una fiebre por rememorar y
reivindicar la Movida madrilefia de los 80. Se cumplian 25 afios del inicio del
movimiento cultural que intenté posicionar a Madrid como centro de la modefhidad
("Between the years 2003-2007 there was a period of intense remembrance and
vindication of the Madrid Movida of the 1980s. It had been 25 years since the beginning
of the cultural movement that tried to position Madrid as the center of modernitig’).

clear from the beginning that this film is not only concerned with the meaidhe

% The 28" anniversary usually refers to the year 1981, wheoncert called "El concierto de primavera"
took place on May 23, 1981. It was an eight housimtestival held at the Universidad Politécnica de
Madrid. However, it can be argued that the Mowedgan in the mid- to late-1970s.
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Movida, but also with the act of remembering it through commemorative events. There
are implicit and explicit commentaries in the film about the purpose of these
commemorations. One of the most obvious remarks about this process was to
“reivindicar,"” the Movida, which can be taken to mean that there was a desimditaig

and restore its image, as well as to justify this cultural moment as ef (Sp&in's artistic
patrimony deserving of respect. The film's opening statement also gaditsto the

Movida for making Madrid into a center of modernity, which was indispensable to the
creation of Madrid's renewed identity after long being held as the st Epressive
dictatorship. Indeed, "The promotion of the colourful, and at times chaotic, cultural
movement proved to be an essential piece in the development of a new regional sense of
place based on inclusion and greater cultural participation” (Stapell 178).

The idea of a new beginning for Madrid is emphasized by the preliminary images
of the documentary, which feature the city of Madrid enveloped in sunlight. The day
quickly changes to night, and the camera swiftly displays some of the main faadrha
Madrid: the Gran Via, the Cibeles fountain, the stunning Correos building. Pedro
Almoddvar, the posterchild of this cultural movement, is appropriately the fiestdac
appear on screen, on the cover of an issili# BRis Semanallt is an image from the
1980s of Almoddvar in drag, complete with heavy makeup, huge earrings, a pearl
necklace and an open shirt. As in other moments in this film and in many other
commemorations of the Movida, Almododvar serves as a synecdoche for the endtte per

The past is fused with the present in the image of the newspaper, because the

headline reads "La Movida 25 afios después,” (The Movida 25 years later) while the
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image is one of Aimoddvar as a young man. The theme of commemorating the Movida
continues in the first few moments of the film with an image of photographer Pablo Pér
Minguez's exhibit catalog entitled "Mi Movida," an exhibit that took place in 200&at t
Museo Municipal de Arte Contemporaneo. The most significant commemorative event
about the Movida, as seen in my previous chapter on museum exhibits, was a cultural
festival titled "LA MOVIDA" held in Madrid from 2006-2007, sponsored by the
Consejeria de Cultura y Deportes de la Comunidad de Madrid. The three exhibits that
formed part of this festival featured work from artists from the late 1970slyol€80s,

and were held in three large gallery spaces (the Sala Alcala 31, theo&gi&ef© "El

Aguila," and the Sala Canal de Isabel Il) in Madrid. The festival al$uded round-

table discussions, concerts, and screenings of popular films and television shows from
this period. Madrid: La sombra de un suef@ontains a fair amount of footage from the
opening party for the 2006-2007 exhibits, and many of the people who were involved in
the Movida are interviewed at this event. Footage from the party is interspetised wi
guotes from the interviews at the beginning of the documentary. The interviewsser

a way to elicit reflections about the commemorative events, which becomesfiaasid
component of the documentary. Generally, the act of recording the documentation of the
commemorative events provides an interesting laybtadrid: La sombra de un suefio
Documentaries generally seek to record a certain process or movement, bistahere
double documentation going on in this particular film sihcertly displays the media

attention given to the tributes about the Movida.
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The commemoration of the Movida is carefully presented in the initial sequences
of the film. First, an announcer at the festivities proclaims "Hoy vamadelaraejuntos
estos 25 afnos" ("Today we are going to celebrate these 25 years togetheriiclusion
of the commemorative events within the film also blocks the work of forgetting, anothe
aspect of places of memory detailed by Nora. There is a kind of double commemoration
happening in the film, because the film itself recognizes the memory of the
commemorative events. The commemorations of this period are explained imdéiail
film. For instance, the phrase "y se celebré con conciertos,” ("It wetsrated with
concerts") is accompanied by images of revival concerts and the word itexpes’
("exhibitions") is juxtaposed with images of artists like Pablo Péremikz and Alberto
Garcia Alix standing next to their work at the exhibits. The presentation efgthegses
and events evokes the paparazzi by intermingling flash bulbs between tdkésovage
of photographers and the press taking pictures of famous Movida figures such as
Fabio/Fanny McNamara during press conferences about the festival. Ttoe ofithe
LA MOVIDA exhibits, Blanca Sanchez, is also shown speaking at the pressesmder
for the exhibit opening. In the following quote, Sanchez likens the process of
coordinating the exhibits to the Movida: "La organizacion de esta exposicion ha sido lo
mas parecido a la Movida, sélo que sin risas" ("The organization of this exhibit has bee
the closest thing to the Movida, only without the laughs™). Her comment probably refe
to the interdisciplinary aspect of both the Movida and the exhibits created to bemé&m
and because the festival reunited many of the people from this movement. However, the

idea that the process was void of laughs suggests the presence of the sobeatignea
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that hindsight offers, especially the darker aspects of the memory of tioid, gerch as
the deaths of many of the people who were originally involved in the Movida. While
some of the comments shared by the individuals that are interviewed for tlaeeilm
positive, others are somber.

The memory of the original Movida is not the only aspect that is highlighted in
this film. There is also an attempt to connect it with the cultural scene indvtading
the 1990s and the 2000s. The footage of the exhibits is followed by commentary on the
rebirth of the Movida, and the following words appear on screen: "Incluso se hablo del
renacimiento de la Movida" ("There was even talk of a renaissance ofowidaV).
Following this statement, a few different performers reflect on the ideaefaissance
of the Movida, each offering a distinct opinion of the connection of their work to this
period. First, a singer named Elektro states: "Se le llama la segunda Mowvidgg per
creo que es una Movida nueva" ("They call it a second Movida, but I think it is a new
Movida"). He acknowledges that the cultural scene of the 2000s has been called the
Movida's second coming, but also says that what is happening in the present isnrgpmethi
new, and not an imitation of the past.

Unlike Elektro, a performer named MGB/Agnes la Sucia, from the group known
as "En Plan Travesti,” (on which the second documentary analyzed aempanada de
la Removidais based) wishes to emphasize connections between his recent performances
and the Movida. According to him, "Hay muchos elementos que se repiten. El mismo

Pedro Almodévar, cuando vino a una de nuestras fiestas, el comentario que hizo fue que
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es la tercera vez que veo que ocurre’8sf6There are many elements that are repeated.
Even Pedro Almoddvar, when he came to one of our parties, made the comment that this
is the third time that this has happened"”). By mentioning the opinions of Pedro
Almoddvar, the most renowned figure from the Movida, MGB/Agnes la Sucia bestows a
certain amount of prestige upon the "En Plan Travesti" performances. elaigtat the
filmmaker wished to emphasize this connection as well, because the cover ofilhe DV
features a large image of Pedro Almodovar's head in the center, surrounded by other
considerably smaller renderings of other figures from this period. Almoddead
dwarfs the other images, and cutouts of famous Madrid landmarks such as LalPuerta
Alcala and the Cibeles fountain rest atop his head, further suggesting hiagmoeni
The choice to include Almoddvar's head clearly points to how he is often considered a
synecdoche for the Movida in general, as | have mentioned in other chapters as well.
Since Almoddvar is the most recognizable person who was involved in the
Movida from its inception, it is significant that he (and not someone else who would be
perhaps less well known) acknowledges the link between these performances and the
Movida. Pedro Almodovar's endorsement of these performances is further entgphasize
by a quotation that appears on the screen: "Me dan escalofrios cuando descubres en los
guateques de En Plan Travesti la cantidad de chavales que entonces no habian
nacido...vibrando e imitando las mismas actitudes y la misma musica que nogttros"
gives me chills to discover such a large quantity of young people who hasnheare

born yet in the clubs for the En Plan Travesti parties...vibrating and imitatirsgihe

37t is unclear why MGB/Agnes la Sucia reports thlhoddvar said this is theaird time that this has
happened. It is never explained what the secong was, and the vast majority of other sources (even
Elektro, mentioned above) talk abowtecondvovida.
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attitudes we had and the same music as we did"). Almodovar establishes ai@onnect
between the past and the present, recognizing that a completely new generati
deriving inspiration from the attitudes and music that he and his peers pioneered in
Madrid three decades ago. Like the performer MGB/Agnes la Sucia, Almodévar
emphasizes the continuities between the Movida era and the "En Plan Travéss” pa

Perhaps there are similarities between the cultural scene of the 2dbe a
Movida in terms of practices and aesthetics, but the political comparisons beiag ma
between the two periods are rather unsound. The young performers in the filnatfeel
parallel exists between the repression of Franco's dictatorship and tmatRartido
Popular (PP) (The People's Party), the conservative party that was in poweltluiring
1990s and early 2000s, most notably with the election of José Maria Aznar, Prime
Minister of Spain from 1996-2004. In Madrid, the conservative party dominated local
politics during the 1990s and 2000s as well. For instance, a singer named Elekiso asser
"Que hemos dejado de vivir un tiempo politico muy represor, que tiraba hacia un
pensamiento Unico" ("We have just ceased to live in a political time that was ver
repressive, that tended toward a single, uniform ideology"). Another perfdiger
Toxic, contends: "Hemos pasado 12 afios de alcaderias hiper-conservadoras” ("We have
just been through 12 years of hyper-conservative mayors"). While the polities BP
may have been conservative, all the politicians associated with the party were
democratically elected.

Furthermore, the commemorative events for the celebration of the 25

anniversary of the Movida were sponsored by the Ayuntamiento de Madrid, led by
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leaders of the PP such as Esperanza Aguirre and Santiago Fisas. Towardflibee
documentary, several comments are made on the occasion of the inauganayoiigr p

the commemorative exhibits, held on November 24, 2006. Santiago Fisas, the Consejero
de Cultura y Deportes speaks positively about the memory of the Movida during the
event. Artists from the Movida are skeptical of the political implicationeetvent.
Photographer Pablo Pérez Minguez looks around at the festivities and simplyHagtes
elecciones en el mes de mayo," ("There are elections in the month §fddggesting

that the spectacle will inspire votes for the PP. Comparing the transition from a
dictatorship to a democracy to several years of dominance of a conservative
democratially elected government is mistaken. One need only remember that
performances like "En Plan Travesti" would have been banned during therditijat

and those involved in them would probably be sent to centers of rehabilitation that were
enforced by the "Ley de peligrosidad social” ("The law of Social Bahg The

importance of comparing the cultural ambiance of the dictatorship to what happen
afterwards is also included in the film.

The spectre of Franco: Los NO-DO

Madrid: La sombra de un suef@ontexualizes the Movida by including what
Robert A. Rosenstone has deemed "actuality footage," by including two black @aad whi
clips from the era of Franco's dictatorship. The first features one ofdsgnublic
appearances, and the second shows a group of women dancing the zarzuela from a NO-
DO (short for "Noticiarios y Documentales™ ("News and DocumentgriddO-DO

broadcasts included news footage "gathered from both home and abroad, this 'news'
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covered major historical events (such as World War 1) as well as the mnafit
everyday life, both naturalized through a mediating Francoist point of view" (Kinde
Refiguring67). However, even though a documentary is composed of "[...] actuality
footage or other traces of the world, it is never a neutral 'history lesson,’ butgcunni
work that must be as carefully interpreted by the viewer as the dranmatic fil
(Rosenstone 72). The commentary that accompanies this footage in thenfiim is
merely a history lesson to show what the Franco era was like. Rather, themolusie
NO-DO in the documentary is employed to establish the difference betwawrokridea
of Spanish popular culture and how much this changed during the transition to
democracy. Kinder points out that this trend to "appropriate and recontextualizes imag
[....] to challenge the monolithic 'official history' of the Francoist regibegjan in the
later years of the dictatorship (71). The examples she mentions are Bhsiiin
Patino'sCanciones para después de una guéBangs for after a War, 1971), which
included a "subversive collage of popular images and songs from the 1940s and 1950s,
and hisCaudillo (1975), an ironic biography of Franco comprised of found footage tinted
in different colors to indicate the ideological bent of the source™ as wédliame
Camino's 1977 filmLa vieja memorigOld Memory) and Gonzalo Herrald®aza, el
espiritu de FrancdRace, The Spirit of Franco, 1977) (Kinder 70).

By including this footage from the dictatorship, the documentary fulfills a
particular purpose of places of memory since it "blocks the work of forgetting” what
things were like before the transition to democracy (MBataveen..19). Nora's idea of

blocking the work of forgetting relates to what Marsha Kinder's reflecbans
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documentaries created during the post-Franco period. She emphasizes thalms the fi
from this period, "The key question, then, for the Spanish spectator was not wieaely
was being documented (theferen) but from which political perspective and for what
end. In other words, what ideological function it yeasforming (Kinder Refiguring

69). What is fascinating about the NO-DO clips includellaurid: La sombra de un
suefas that they originally performed a certain function, but they perform anlgntire
distinct one when placed into the context of this film.

In the first NO-DO clip that is incorporated intadrid: La sombra de un suefio
Franco is standing outside on a balcony, surrounded by four military men. ldemexcl
"iArriba Espana!” ("Hail Spain!") two times, and the camera shows tpemss of the
adoring crowd. The entire plaza is filled with people who wave their hats and shout
"iArriba Espafa!” in unison, demonstrating the happiness and acquiesence aha certa
sector of the Spanish people during Franco's dictatorship. Following this image, a
paragraph of text is imposed onto the symbol of the eagle and the coat of arms of
Franco's regime. The text, obviously not part of the original footage, iSrappeed
upon old NO-DO footage, along with the triumphal music characteristic of the NO-DO
broadcasts: "durante la dictadura de Franco, entre 1939 y 1975, se definié solidamente
una identidad cultural espafiola” ("During Franco's dictatorship, between 1939 and 1975,
a Spanish cultural identity was solidly defined"). The ideological functiom®text is
to stress the fact that the Franco regime sought to establish a singkehSgantity,
therefore obviously leaving out many of the peripheral identities that have lamg bee

present in Spain.
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The next scene shows footage from another NO-DO, this time with the purpose of
introducing this Spanish cultural identity imposed by the Franco regime. A group of
women wearing long, ruffled polka-dotted dresses typical of flamenco daneeénstiae
middle of a large plaza, and in the background, signs display their loyalty to Btancoi
Spain, emblazoned with the words "Franco. Franco. Franco. Arriba Espafia.” The women
begin with the arm salute to accompany the saying "jArriba Espafia!" andahey
traditional Spanish dances to the rhythm of castanets. By including the foothge of t
female dancers, the documentary implicitly comments on the popularization of this
image. Images of Andalusian women and bullfighters were heavily marketed by the
tourism industry in 1960s Spain in hopes of attracting tourism, along with the slogan
"Spain is different.” The slogan is one of the most famous in Spanish history; it was
introduced in 1964 when "[...] Manuel Fraga Iribarne, Minister of Information and
Tourism of the dictatorial government of General Francisco Franco, put it on the
propaganda posters that marked the official celebrations of the twehtgsfifiversary
of the Regime in order to promote a program aimed at an economic and ideological
renovation of the country via tourisfh (Afinoguénova/Marti-Olivella xi). While the
slogan was popularized in the 1960s, the idea of Spain being different was not new:
"expressions of Spain's difference, pecularity, exceptionality, and)es,tits
‘abnormality’ have been circulating since the late eighteenth centuryriisi$pa

discussions of national identity and in accounts of Spain written by foreigneirsiaeid

3 For an in depth discussion of the impact of touris Spain, see Afinoguénova, Eugenia and Jaume
Marti-Olivella, eds. Spain is (Still) Different. oirism and Discourse in Spanish Identity.
Lanham, MD: Lexington Books, 2008.
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tourists” (Afinoguénova/Marti-Olivella xi). Even the Madrid Movida has errorigous
been categorized as an expression of Spain's difference, a point that tad¢aten in
this chapter.

The purpose of placing this footage in the film is to emphasize the difference
between some elements of traditional Spanish culture and the emergent youéhatul
the late 1970s and early 1980s. The narrative in the film establishes distah&®itsel
the culture of the past. A palimpsest is formed by superimposing a textualaiqiieof
the dances onto the symbol of the eagle and the coat of arms of Franco's regime: "
copla y la zarzuela, publicos y reconocidos, poco tenian que ver con las aspid&iones
muchos jévenes a finales de los 70" ("The copla and the zarzuela [typical Spanish
dances], public and renowned, had little to do with the aspirations of many young people
in the late 1970s"). As the castanets play on, more information appears onsaieen: "L
censura y la falta de apoyo por parte del régimen condenaban a los nuevos ritnros a vivi

en el 'underground™ ("Censorship and the lack of official support by the regime
condemned the new rhythms to live underground”). While the official culture was busy
broadcasting certain official images of Spain, an underground culture wasadptbat

would soon alter the facade of Spain. The interpretations of how young people in Spain
did not relate to the official culture, thus causing them to express themselves in
‘'underground’ environments, serves to "[...] expose the 'imaginary’' nature of the
community that had been forcibly unified by the consumption of those images during the

Francoist era" (KindeRefiguring71). Madrid: La sombra de un suefiious makes clear

that the images propagated by the official culture were not accepted anazhby
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everyone, therefore performing a "historical and ideological analystkis period ipid
71). In general, the fact that this documentary includes a re-interpretationNsD+b®©
newsreels exemplifies how many documentaries in post-Franco Spain §diteceand
recontextualized the meanings of existing footage" (Kifidiguring69). As a place of
memory, the newly contextualized footage in the film both blocks the work of forgetti
the NO-DO newsreel and establishes a state of things by creatingrasp@mse to the
NO-DO footage.

The fact that the documentary mentions that the new rhythms were living
undergroundluring the Franco regime is significant, because it is often mistakenly held
that the underground culture appeared only after Franco's death, in a rather abrupt
fashion. Itis more accurate to say that this underground culture came to the atida
the end of the dictatorship. The final image of Franco shows him riding in a cagtthrou
the streets of Madrid in a patriotic posture, sporting his military uniformaisithg his
arm in salute, a smile lighting up his face. Itis a compelling show of refspéioe
dictator, for as he passes by, admirers and onlookers on the side of the strédatiraise
arms in salute. The music of the castanets fades into the sound of traffic outside of
Madrid, and instead of Franco's smile, the car headlights on a busy highway demand our
attention. The Royal Palace glows in the distance, a landmark of Madrid. The death of
Franco is symbolically performed in the documentary when the "voice of Gudita
from a radio broadcast announces "Atencion, espafioles. Atencion, espafioles. Franco ha
muerto. Franco ha muerto. Franco ha muerto” ("Attention, Spaniards. Attention,

Spaniards. Franco has died. Franco has died. Franco has died"). The sentences are
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repeated to emphasize the news that is being broadcast. The caption onscreen informs us
that it is the voice of Carlos Arias Navarro, the President of the Spanish Govemment
1975. The death of Franco is performed, but only audibly—there are no images of his
death, but instead, an image of the street, at night in Madrid. Thus within the first five
minutes of the film, we are taken through several time periods: beginning with the
present and the commemorations of the Movida, followed by the memories and
avalanche of images of the 1980s, then even further in the past, to the Franco eza. Whil
the film does exhibit a linear narrative in some senses, it also moves from #m& pris

the past, thereby reversing the typical linear narrative. This techniquegéiftav

memory functions, for oftentimes events are not recalled in linear mantredetails

being confused and time frames muddled.

Other "Memory Devices"

In addition to the inclusion of the NO-DO footage, a variety of visual and aural
devices in the film serve to provoke a reaction from viewers. For exampleayhe w
images are "framed, coloured, and edited; as well as [...the use of] solndhieac
quality of voice of both narrators and witnesses, the words spoken, the sound effects, the
music from found sources [or music that is composed in order to] heighten the impact of
the images” (Rosenstone 74). The sound tradkaafrid: La sombra de un suefio
includes songs like "La chica de ayer" ("The Girl from Yesterday") ttwerpopular
Movida-era band Nacha Pop. Bandmember Antonio Vega died in 2009, so the song
takes on an even more pronounced level of nostalgia, by immortalizing his death, one of

the purposes of places of memory. The song "Chica de ayer" is considered to be one of
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the quintessential anthems of the Movida, and in the documentary, it is referredro as
himno de la Movida." The song is nostalgic and also represents lost youth witltgs Iyr
"Eres la chica de ayer, jugando con las flores en mi jardin [...] mi cabeza tesvuel
persiguiéndote” ("You are the girl from yesterday, playing with floweray garden.
My head spins as | try to follow you"). Vega sings into the microphone, his agirey voic
singing of yesterday, and of yesterday's girl, and of yesterdays.sdinis a nostalgic
song: Vega sings of his romance with the past. The song continues as we areié&nspor
back into time; it serves as a window into the past, and as background music for the
photographs of young people from the 1970s and 1980s that appear onscreen, women and
men dressed as punks and mods in their leather-clad outfits and slicked-back hair. In
some sense, the Movida phenomenon is the girl from yesterday that many people cannot
seem to shake from their memories. A mise en abime structure is cretéuewise of
the song in the film, for the song simultaneously recalls two pasts: both the past it
originally remembered, and that of the Movida, creating an image within anotlggs.ima
Madrid: La sombra de un sueii® punctuated by the poetry of Eduardo Haro
Ibars, whose work also inspired music by Movida-era band Gabinete Caligami. Har
Ibars died in 1988 due to complications of AIDS. His poetry is used throughout the
documentary either to introduce a new section, serve as a segue, or to conclude.a sect
Since Haro Ibars is considered one of the victims of this period, the presenceatdis
in this work is a poignant reminder of his death. Arguably, his poetry also serves as a
place of memory. Many of the fragments written by Haro Ibars speak tioetmes of

life, death, and resurrection that were prevalent during the Movida and continue to
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characterize it in more recent years. For example, "Mueren o morian niteosmp&d
pelo, mercurio en las entrafias nylon suave, tras haber jugado a la mano caliente”
("Children died or used to die, silver in their hair, mercury in their guts, sifden,n
after drawing the wild hand"). The latter may be a reflection of those who died dur
this period, who played the "wild hand" by experimenting with drugs, alcohol, and other
risque behaviors. Another quote from Haro Ibars mentions the death of the Movida
phenomenon: "La Movida genera el éxito y el éxito mata a la Movida" (""The Movement'
brings success; and success kills ‘'The Moveffi&nt This quote reflects on the life of
the success generated by the Movida, and how the life it brought led to its deatly, Final
towards the end of the documentary, a 1985 quote from Haro Ibars appears onsareen: "L
'Movida' fue un intento de etiquetar, para mejor vender y hacer digeribteitaceion de
Madrid" ("The movement was a tag-line, placed to better sell and digesistireection
of Madrid"). Viewed in conjunction, these three quotes suggest that those involved in the
Movida somehow sacrificed their lives, thus enabling the resurrection of Madrid.

While the commercial and political usage of the Movida are criticallisited in
the film, the ending pays homage to the people who were involved in the Movida who are
now deceased. In this sense, the film functions as a place of memory that iimesorta
their deaths. At the end of the film, images of those who died during this period are
shown, such as painters Las Costus, singer Tino Casal, composer Carlos GaBerlang
singer Eduardo Benavente, composer Poch, poet Eduardo Haro Ibars, and curator Blanca

Sanchez. They continue to "live on" figuratively by being included in the film.

3 [The translation "Movement" is arguably not anuete translation, but was included in the
documentary's subtitles as such. See the intraxtuofi this dissertation for a further explanatidrthe
origins of the term "Movida."]
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At another point in the film, photographer Alberto Garcia Alix laments the deaths
of his peers: "Hay mucho dolor también. Yo formo parte de una generacion que fue
arrasada, y quedamos muy pocos, por las drogas” ("There is a lot of pain dsawell
part of a generation that was destroyed, and there are very few of us lefgsebetthe
drugs"). Images of someone injecting one of their veins represent the drug nsencom
during the 1970s and 1980s. In the film, Fabio McNamara criticizes his own drug use in
the past: "Cai, pues en excesos, no. Estaba bastante drogado muchas veces. Ahora
mismo soy fan de Jesucristo, y poco mas, y de la Virgen Maria. Nunca pienao en es
época ya" ("l fell into excesses. | was pretty drugged up many times. &lovalfan of
Jesus Christ, and little more, and of the Virgin Mary. | never think about that time
anymore"). McNamara has converted from the outspoken, cross-dressing drug user he
was in the 1980s to a completely different lifestyle as a devout Catholic. The @éhange
quite drastic, especially since McNamara was quite the opposite of a ddigioitise
person in the past. In some sense, McNamara's change reflects the ¢apacity
metamorphosis that also occurs in places of memory. While up to this point | have
mostly discussed gestures, music and anecdotal memories, actual giigsesthat
were associated with the Movida are also highlighted in theMiémdrid: La sombra de
un suefio.

Revisiting the Loci of the Movida

According to Pierre Nora, "Memory attaches itself to sites, wherstshi
attaches itself to eventabid 22). The only physical place that receives attention in the

documentary that still exists is the Rastro, a large flea market thasarc@undays in
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Madrid near the metro stop Embajadores. The Rastro was a place where pedple coul
accumulate the newest fashion trends or the fanzines created by Ceesa[ieen
Garcia Alix. After 1975, at the Rastro, "[...] empezarian a surgir nuevas icteutizg
culturales, manifestaciones alternativas al discurso cultural predomihanainte la
transicion democratica” ("New cultural modalities began to arise, dliiena
manifestations to the predominant cultural discourse during the democratitdrénsi
Reguera 12.6.07). Composer Fernando Marquez (known as "El Zurdo") from the band
Kaka de Luxe points out the importance of the Rastro: "Era un lugar de reunion de la
época. Era éste. O sea, veniamos todos aqui. Era un poco el equivalente [...] pues a una
zona bohemia en Nueva York, o yo que sé en Paris o en San Francisco, en su momento"
("It was a meeting place of the era. This place. | mean, we all camelhesas the
equivalent, say, of a bohemian area of New York, or, what do | know, in Paris or in San
Francisco, in their moments").
Eduardo Haro Ibars published an article in the periodigahfoin 1977 titled
"El nuevo Rastro, agora madrilefia” ("The New Rastro, Madrilinean Agoraio IHars
characterizes the Rastro as a "feria de la libertad" [Freedaor®R&dy] and writes of the
new faces who began to frequent the market:
[...] una fauna nueva y joven empez0 a frecuentar el Rastro redivivo tras la
muerte de Franco: miembros de conjuntos rockeros, dibujantes, periodistas y
escritores, que ya no van alli sencillamente para comprar o vender—aunque esto
también puede suceder [...] sino mas que nada a reunirse, intercambiar ideas y
proyectos, estar al tanto de lo que ocurre en la vida madrilefia; comunicar, en
fin... (Haro lbars 42)
A new, young fauna began to frequent the Rastro after Franco's death: members
of rock bands, comic book artists, journalists and writers, who don't go there

simply to buy or sell—although this can also happen [...] more than anything,
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they come to meet, to exchange ideas and projects, to be on top of what is
happening in Madrid life, to communicate.

Haro Ibars also mentions that various political groups also set up stands aittioe &l
points out that episodes of violence sometimes broke out there: "Domingo tras domingo,
los grupos incontrolados vuelven a atacar con porras, palos y cualquier arma contundente
gue encuentren” ("Sunday after Sunday, the uncontrolled groups attack agaircksth st
and with whatever arms they can find"; Haro Ibars 43). This violent charzatteni of
the Rastro is something that seems to be forgotten or unmentioned in the memories of
this era. While the Rastro remains a vibrant fixture of Madrid street euthany of the
places that were important during this period no longer exist. Invoking their memory
here establishes them as places of memory and also gives a matenaht ho longer
exists in a material sense.

Two of the places that are emphasized inMladrid: La sombra de un suefae
significant because of their relationship to deaths of different people frometiosl: La
Casa Costus and the nightclub, Rock-Ola. The first, the former home of paasers L
Costus, still exists but is no longer inhabited by the same people, deceasead painte
Enrigue Naya and Juan Carrero. In the documentary, Fabio McNamara explains the
significance of La Casa CosttfsAlthough it is now a private residence, an image of the
outside of their apartment is shown along with a caption that reads "Casa Caltus, C

Palma 14, Barrio Malasafa." McNamara describes the Costus's former home:

“0 Elsewhere, McNamara has publicly declared hisrdékat the site be commemorated: "[debe haber]
una placa conmemorativa en el nimero 14 de la dallea Palma’' que, situada en el barrio de Malasafia
fue el centro neuralgico de la explosion creatieandmbres fundamentales como Alaska o los fallscido
Tino Casal y Carlos Berlanga" ("There should bemmemorative plaque at 14 Palm Street, locatelden t
Malasafia neighborhood, which was the neurologiealar of the creative explosion of fundamental reme
like Alaska and the (now deceased) Tino Casal artb€Berlanga" Alerta de Cantabriéb6).

166



El epicentro, el sancta sanctorum de la Movida, era la Calle Palma 14. ¢a Call
Palma 14 era como si dijéeramos, la Fabrica de Warhol. Era el sitio donde se
reunian todos los genios, todas las futuras estrellas. Estabamos pues Tino Casal,
Las Costus y yo, pues iba también Alaska, iba también Carlos Berlanga, hasta
Pedro Alimodévar. Después de Franco, fuimos, eramos los que dimos pie a que se
modernizara todo este pais.
The epicenter, theancta sanctorurof the Movida, was the address 14 Palm
Street. 14 Palm Street was like, we could say, Andy Warhol's Factory. tlhevas
place where all the geniuses met up, all the future stars. We were,inell, T
Casal, Las Costus and |, and Alaska also went, Carlos Berlanga too, even Pedro
Almodovar. After Franco, we were, we were the ones who started the
modernization of this whole country.
McNamara's narration is accompanied by images of the people he mentions anadditi
photographs of Las Costus's paintings and of their more famous works, such ashhe kitsc
portrait of Carmen Polo, Franco's widow. In his characteristic stylBlaWhara
embellishes a bit, for there were of course many other reasons why Spain began to
modernize, including many of the political changes that were occurings dinttai.
McNamara is poised as an authoritative voice on the Casa Costus since he is someone
who frequented their home in the past. McNamara plays the role of the person who
"establishes a state of things" when discussing the importance of the honseCifdtas.
Their home was also quite significant, because many of the scenes in Peddbydns
1980 film Pepi, Luci, Bom y las otras chicas del monigre filmed there, and Las
Costus appear in this film painting in their apartment. On a side note, the Casa<ostus i
probably not as well known as Warhol's Factory, but the connection is not entirely
untrue. The allusion to Warhol's Factory suggests a linkage that is often madenbetwe

the art scene in post-Franco Spain and that of 1960s New York. Both the Factory and

Las Costus's apartment served as meeting places where artists anidnsusi
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intermingled. Warhol also had connections in Spain, and visited Madrid just before his
death. Upon the occasion of his visit, he met many of the people involved in the Movida,
which is documented in Pedro Almodovar's b&alty Diphusapublished in 1992.

Of all the bars that existed during the Movida era, Rock-Ola is without guesti
the most influential one. Perhaps because of its abrupt closing, it has also becofme one o
the mythical places of memory from this period. A man named Manuel "Pataebi@; R
identified in the documentary as a guitarist from the band Glutamato Ye-Yé,eumm
about the various bars that were popular during the Movida era; he mentions a tar calle
"El Pentd’," and another called "El Jardin," which for him was "[...] el predmbulo de lo
gue luego fue el local por excelencia de la historia nocturna de Madrid, que fue-el Rock
Ola" ("The preamble to the location, par excellence, of the nocturnal higtbtsdrid,
which was Rock-Ola"). Black and white images of the club are shown from when the
club was in its heydey. Rock-Ola was open from 1981-1985 and was famously referred
to by Pedro Almodovar as "the University of the Movida." In the documentary, Borja
Casani, once the editor of the well-known magakaméuna de Madridrom the Movida
era, points out that Rock-Ola was a place where many different types of peopte rubbe
shoulders: "Se empiezan a crear pues eso 'los famosos' un poco por primera vez en
Espafa, ... y realmente es la primera vez que hay famosos que son cercanos, que son
gente, o que la gente puede acceder a ellos pues yendo al Rock-Ola" ("The ‘famous
people' were just beginning to have a presence in Spain, and really it was tivadirst

that there were famous people who were close by, who were people, or people who

“1 The bar El Penta is also mentioned in the songctiea de ayer" that | mentioned previously in this
chapter. The lyric in the song is: "Luego por ¢&ime al Penta a escuchar canciones que consigda que
pueda amar” ("Later at night to El Penta to ligteeongs that make me love you").
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others could have access to by going to Rock-Ola"). Despite its fam&lihgas

closed in 1985 when a man was murdered in a street fight outside. Recio points out that

"[...] entonces alli muere un chaval, y que dicen, se toman, la culpa lo tiene el rock o el

pop, se cierra el local" ("So then a guy dies there, and they go and say tbek its

pop's fault, and the place is closed"). Héctor Fouce, an ethnomusicologist andafurator

a 2007 exhibit series about the Movida has commented on the importance of Rock-Ola:
Pero sin duda es la sala Rock Ola el referente fundamental del hedonismo de estos
afios: un espacio en el que mirar y ser mirado, en el que sofar proyectos y poner
manos a la obra. Rock Ola es un hito en la cultura espafiola: estaba concebida
como un espacio autosuficiente, con sus propios disefiadores y su imprenta, su
equipo de sonido, lo que permitié un nivel de actividad que casi nunca ha llegado
a ser alcanzado en otro momento. (Fouce 40)
Without a doubt, Rock Ola is the fundamental referent of the hedonism of these
years: a place in which to see and be seen, a place in which to dream up projects
and make things happen. Rock Ola is a landmark in Spanish culture: it was
conceived as a self-sufficient space, with its own designers and its owngrinti
press, its own sound equipment, which permitted it to have an unprecedented
level of activity, one that has almost never been reached in other periods.

Since Rock-Ola was closed, and thus in a sense put to death (curiously, because of a

death) it has achieved a mythical status in the history of the Madrid nightifen

Recio returns to the location that was once home to the famous nightclub in the mid

2000s, the past grandeur of Rock-Ola is nowhere to be found. Instead, Recio points to a

supermarket covered in graffiti, saying that Rock-Ola once stood in thispaty s

"Donde ahora hay un supermercado, con una pintada. Esto era la entrada al templo de la

Movida. Y esta es la famosa sala donde todo el mundo estuvo” ("Where there is now a

supermarket, with a graffiti tag. This was the door to the temple of the Movida. And this

is the famous hall where everyone went"). He laughs nervously while pointing to the
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building with a tinge of irony and disbelief that this was once such an important place
Later, as he stands in front of the building talking, behind him there are dumpsters a
scaffolding, and once building has a sign on it that says "Local en venta" @or Eaé

fact that the background behind Recio is littered with debris is rather discogdert

him. Nothing remains of the vibrant character of Rock-Ola from over twenty gga,

only ruins and ephemeral memories of what once happened there. The materiaéruins ar
not the only aspect of the remains and the demise of the Movida that are addressed in the
film. The history of the music industry during this period that was supported by places
like Rock-Ola is one of the most essential facets of the Movida.

Rise and Fall: The Music Industry and the Commodification of the Movida

Much of the documentary focuses on the rise and fall of the Movida, blaming the
commercialization of the music industry for its demise. This aspect of itnedfilects
the aspect of places of memory that "establish a state of things" and alsthblaork
of forgetting what contributed to the downfall of the Movida. The focal point of this
crescendo to decrescendo process is the development of the music scene in Madrid.
Importantly, music from this period can also be considered a place of memory. For
instance, José Colmeiro points out that "[...] one of the most emblematic songs of the
1980s, 'La puerta de Alcala, [...] celebrates unproblematically the stroregafens
historical continuity between past and present, turning the Madrid monument caakstruct
by King Carlos Ill into a nationdieu de mémoirdor the resistance against oppression,
as well as for the triumphant achievements of the ahistorical and forgleida’

(Canciones.41).
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The beginnings of the music scene were rather haphazard. Jaime Urruaggra Si
from the band Gabinete Caligari remarks: "Musicalmente, éramos bgstacipiantes
[...] La verdad es que era dificil encontrar un concierto que sonaba bien" ("Mysically
were really beginners. The truth is that it was hard to find a concert that sound&d good
Fernando Marquez, (known as "El Zurdo™), a composer from the band Kaka de Luxe,
comments on the fact many people who later became famous musicians lacket musica
ability: "Pero claro, ni Alaska ni yo tocabamos. Claro, el problema erangacgente
gue tocase" ("But sure, neither Alaska nor | played. Clearly, the problerfindang
people who played"). Musician Alaska was arguably discovered by Pedro Almodovar.
In his first full length feature filmPepi, Luci, Bom y las otras chicas del montp880),
Alaska had not yet established herself as a prominent musician; she playeth&om
young adolescent musician in the film. Before this film, she had never performed.
Despite their deficiencies, many musicians rose to fame and their bandsoeereigned
by record companies such as Hispavox, which had record deals with bands like Nacha
Pop, Alaska y los Pegamoides, Ejecutivos Agresivos and Radio Futura. The expansion of
the music scene is highlighted in the following: "Entre 1980 y 1983 se editaron casi 60
elepés de 50 grupos de la Movida, tanto en discograficas establecidas como en sellos
recién creados" (Between 1980 and 1983 almost 60 LP's from 50 groups of the Movida
were released, in established record companies and in recently creapeshiest). This
represents a fairly significant number of bands that gained popularity in ahaty

period of timé&-.

*2 The music scene in Madrid and the way in whiclorécompanies sought out new talents is highlighted
in Chus Gutiérrez's 2005 filiial Calentita In the film, a record label seeks to sign thed@npunk band,
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The dissemination of these new bands via the radio and television was
fundamental to their success. It is mentioned in the film that more than 20 radio
programs and six television shows broadcasted the new music not just in Madrid but in
all of Spain. Paloma Chamorro's television sth@aEdad de Oras one of the programs
that regularly broadcasted perfomances by up-and-coming bands, and imagide from
program are shown in the documentary. Jesus Ordovas, of Radio 3, further emphasizes
the role of the media in popularizing the bands: "Entonces eso llevé ya a un nivel
nacional, a través de la television, sobre todo. Si no hubiéramos estado una serie de gente
como yo en la prensa, en la radio en la television, muchas de estas cosas ge hubiera
guedado en las salas"” ("So, this was taken to a national level, through the television, more
than anything. If there wouldn't have been a group of people like me in the press, on the
radio or in television, many of these things would have stayed behind closed doors [in the
music halls]").

The popularity of bands increased their record sales and boosted concert
attendance, as Ordovas points out: "Aquellos grupos empezaban a cobrar dinera tambié
Lo que hacian gratis, empezaron a cobrar un millén, dos millones, tres millones, hasta
cinco millones de pesetas por actuacion” ("Those groups began to make money, too.
What they did for free before, they started to charge a million, two million, thitken,
up to five million pesetas per act”). Despite their success, certain pedpleatdbey
were taken advantage of, such as Jaime Urrutia of the band Gabinete Caligamgue
en algunos sitios en algunas veces, se pasaron, se aprovecharon un poco de la gente que

teniamos 21 afos" ("l think that in some places, on some occasions, they went overboard,

Las Siux, a fictional band based partly on Gut#sewn experiences in a girl group during the 5980
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they took advantage of those of us who were 21"). Nonetheless, the commercia succes
of these bands caused their profits to skyrocket, and local politicians in search of
renewed image of Madrid took note. The PSOE (The Spanish Socialist Worker's Party)
began to sponsor concerts in hopes of attracting young voters and also to make the party
appear to have a forward-moving agenda. In the film, Manuel "Patacho" Recio, a
musician from the band Glutamato Ye-Yé observes: "El PSOE [PartidoiStac@brero
Espafiol] en Espafia tenian ya el poder, y los ayuntamientos contrataban a los grupos que
tenian caché" ("The Spanish Socialist Workers Party was in power at éhatichthe
local government contracted the groups that had prestige™). The documentary shows an
image of a "Villa de Madrid" concert poster. Recio observes that thanistll of the
Movida is linked to the change in leadership in the Madrid government, from the liberal
PSOE to the PP (Partido Popular, The People's Party):
Y de repente, en Madrid, se hunde. Y curiosamente todo coincide con que hay un
cambio de gobierno, de partidos que cogen el poder, con que hay un cambio de
ayuntamientos, que cogen el poder. La Movida se hizo en época de PSOE,
digamos, el socialismo, de izquierdas, digamos. Y entonces quizas el Partido
Popular en los afios siguientes pues no queria saber nada de la Movida [...]
[And suddenly, Madrid sinks. Curiously, everything coincides with the fact that
there is a change in government, in the parties who have power, with having a
change in mayors who have power. La Movida was done in the era of the PSOE,
let's say, during socialism, who tend towards the left, let's say. And then the
People's Party, in the following years, didn't want to have anything to do with the
Movida.]
The era of the PSOE came to a close with the death of Enrique Tierno Galvan, who
served as mayor of Madrid from 1979-1986. His role is especially underlined in the
memory of the Movida. Jorge Mari points out that Galvan is remembered "[...] entre

otras cosas por haber sido el maximo impulsor de la 'Movida' desde la poldiaB ofi
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("Among other things, for being the main driving force of the Movida from theiaiffic
political arena”; (137). An iconic photograph of Tierno Galvan and Susana Estrada is
presented in the documentary. The photograph also appears on the cover of Manuel
Vazquez Montalban's bodkrénica sentimental de la transici§h985), and is easily one
of the most legendary images from this time péfio@enerally, the PSOE's
appropriation of the Movida is an example of the attempt to foment "[...] urban
regeneration rooted in the commodification of cultural spectacle [...]" (Salmon 110).
The mix of commercial success and political involvement in the Madrid music
industry of the 1980s both expanded its reach and is credited for its downfall. A
musician known as Loquillo succinctly defines the practices of consumption that
dominated the 1980s music scene: "Y todo el mundo vendia a todo el mundo. Y todo el
mundo compraba a todo el mundo” ("Everyone sold everyone else. And everyone bought
everyone else"). This rampant consumption is both criticized and embraced by those
who reflect upon its meaning in the film. Borja Casani comments on the promotion of
frivolous consumption in Spain: "Los sistemas...del consumo promocional, digamos, y
del consumo indtil de la limpia del contenido para dar muy bonito el contenedor, estaba a
sus comienzos" ("The systems of promotional consumption, let's say, of the useless
consumption of emptying the content to make the container very pretty was just
beginning”). The young bands with their shocking aesthetics were the perdget io
commercialize, and quickly became very popular—too popular for some. For instance,
Fabio McNamara notes that widespread fame took something away from the music

industry: "Cuando una cosa se vuelve tan pop, tan populachera, pues se le quita un poco

“3| explain the significance of this photograph innadetail in my chapter on museum exhibits.
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el misterio, no?" ("When something becomes so pop, so popular, well, some of its
mystery is taken away, right?"). What was once ‘underground' had risen toftioe s
and seemed to be everywhere; thus the Movida was no longer for the few privileged
people, but for everyone. Not all the participants in the original underground sdene fel
that being objects of consumption was a negative thing. Alaska unashamedly admits in
the film: "Me encanta ser objeto de consumo publicitario, y me da igual ser objeto de
consumo masivo que objeto de consumo underground. Me encanta consumir y me
encanta que me consuman” ("l love being an object of public consumption, and it makes
no difference to me to be an object of massive consumption or an underground object of
consumption. | love to consume and | love when people consume me"). Alaska's
opinions are often quite different from those of her peers, perhaps due to her continued
success even in recent years. At another point, she remarks: "Yo soy muy poco
nostalgica, entonces todas estas cosas de recuerdos y tal, yo pasmtotab gue no
habia ninguan espiritu distinto al de ahora” ("l am really not nostalgic, so,sdltthiags
about memories and such, | pass on them. | don't think there was any differettiespiri
than there is now"). Still, being an "object of consumption™ has benefited her career,
while others perhaps feel that their careers were damaged becausdqstapierest in
them. Alaska has been able to continuously reinvent herself, much like Madonna.
Other reasons for the demise of the Movida are suggested by a number of
comments in the film. For example, photographer Ouka Leele admits the desire to
disassociate from the phenomenon that became known as the Movida: "Y nos

preguntaban por la Movida y deciamos ¢,qué? ¢ Qué es eso? Como todos queriamos
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destrozarla y hacerla desaparecer" ("And they asked us about the Movida, sad, we
what? What's that? It was like we all wanted to destroy it and make it disgppi2aka
Leele's choice to use words like "destroy” and "disappear” exemplifyishethat the
Movida be put to death. Her comment also reflects that many who were involved in the
underground scene in Madrid did not define themselves as participants in what came to
be known as the "Movida," preferring the term "La nueva ola" ("The New Wave")
instead. Comic book artist Ceesepe suggests that due to widespread promotion by
political entities and marketing apparatuses, the Movida became so ldrijjevim
normalized: "La Movida se atomizd. Cada uno, digamos, lo saltdé. Fue una explosion, y
entonces, se normalizd. Los que éramos 3.000 se convirtié en 30.000, 300.000. Y toda
Espafa, toda Madrid, ya era la Movida. En Paris se hablaba de la Movida. inm#eva
[todas partes], ya era una cosa ya general" ("The Movida exploded. Waaalitm
explode. It was an explosion, and then, it became normalized. What was once a group of
3,000 became 30,000; 300,000. And all of Spain, all of Madrid, was the Movida. They
talked about the Movida in Paris. We took it everywhere, then it was a genegd).thi

Pablo Carbonell, a singer from the band Toreros Muertos, says that a competetive
nature separated those involved in the music scene: "Nosotros, pues nos cargamos un
poco la Movida. A causa del negocio, del dinero, dejaron de, insisto, de coincidir todas
esas personas” ("We were in part responsible for the demise of the Movidéo Due
business, money, all of those people stopped meeting up”). Carbonell suggests that it
became a kind of "every man for himself" situation, and that people began to be more

interested in personal gains rather than in being a community of artistsowithan
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goals. For various reasons, the music scene began to crumble in the mid-1980s. Borja
Casani mentions that the inevitable happened: "Ya en los afios 86, 87, empieza un poco a
decaer, porgue el que no vende, no vende, y el que vende, vende" ("Already in 1986,
1987, it begins to crumble a little, because the one who sells, sells, and the one who
doesn't sell, doesn't sell”). Writer Luis Antonio de Villena's interpoetatf the collapse

of the Movida also includes a reflection on the commercial aspect: "Una vee que s
convirtié en producto, el producto ya se habia utilizado, llevaba diez afios de uso, y
caduco” ("Once it became a product, the product had been used, it had been used for 10
years, and then it expired"”). Villena's usage of the idea of a product thatidepire
describe the general phenomenon of the Movida is compelling, because he is probably
referring to the political commodification of the Movida by the Madrid goventnmethe
early to mid-1980s, which is often blamed for its eventual demise. While the imterest
the Movida was waning by the mid-1980s, twenty years later, it returned as a ne
product: a memory of what once was. The commodification of the Movida is evaluated
by Santiago Fouz-Hernandez in a 2009 article "Me cuesta tanto olvidartendveaua
theMovidaRemixed, Revisited and Repackaged.” Fouz-Hernandez posits that recent
cultural products, such as the musidaly no me puedo levanté2005) which was based

on the band Mecano, produced an "[...] idealized and idealizing narrative Mbthea,

and the group Mecano's contested part in it, [therefore it] is reduced to commadity, th
new object cause of desire that fuels nostalgia in its late capitalistatica” (167).

The Movida "product” was not entirely dead and left to rest in the 1980s, since it was

revived in the 2000s once again as a commodity. Apart from being a meditation on the
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remains of the music scene of the Movida, the documentary also focuses on presenting
what followed it musically.

From the 1980s to the 1990s: Transformations in the Music Scene

A number of musicians from the 1990s are interviewed during the documentary,
and their opinions shed new light on the Movida of the 1980s and its subsequent
resurrection in the 2000s. Jaime Garcia, of the band Sexy Sadie, points out that in the
1990s, he and his peers were not looking to what happened during the 1980s in Spain for
inspiration, but rather to popular music in Endifshmages of albums by 1990s bands
Nirvana, the Stone Roses, and the Pixies are shown in the film. Among many bands from
the 1990s, there was a desire to differentiate themselves from the music of thent980s a
move in a more international direction. Elena Gascon-Vera points out that the Movida
was "[...] la dltima explosidn de lo genuinamente espafiol antes de que el pais fuera
diluyéndose poco a poco en el mundo internacional y perdiendo las caracteyistjcas
para bien y para mal, lo hacian diferente del mundo occidental” ("The last erpibsi
something genuinely Spanish before the country began to be diluted little byptdtitbe
international world, and losing characteristics that, for good or for ill, matiéerent
from the Western world"; 167). This characterization of the Movida is somewhat
problematic, because it really was not genuinely Spanish, especiallylsiseewho
were involved in it constantly refer to how they borrowed many ideas and inspiration

from British punk and Andy Warhol's factory, for example.

* This is consistent with the literature in Spaimwm as "Generation X" literature. The characters i
novels such allistorias del Kroner{José Angel Mafas, 1994) also refer to culturf@remts from the U.S.
and Great Britain. While the youth of the 1980sd'lpaojected an image of frenzied creativity, irony,
parody and postmodernism,” Mark Allinson charaggsithe youth portrayed in novels liHéstorias del
Kronenas "much less entertaining, its culture hedonisscapist and lacking in creativity" (Allinson 271)
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Further, Gascon-Vera points out that ‘Mavidaestaba llena de contradicciones,
por un lado con la llegada de la democracia se legitimo6 de forma positiva el dicho
franquista déespafa es diferentdevado hasta el limite" ("The Movida is full of
contradictions, on the one hand because the arrival of democracy legitimized, in a
positive sense, the Francoist slo@ain is differenttaken to the extreme" ; Gascon-
Vera 172). This idea that the arrival of democracy legitimized the ¢istrstogan
"Spain is different” is mistaken; if anything, Spain's transition to demyponaant that it
became like many other western capitalist democracies. Gascondggests that
during the transition there was a desire to "[...] desgajarse de una Europeeimdife
despectiva [...]" ("split off from an indifferent, despective Europe” ; 172). Yet, in 1977
Spain applied to become a member of the European Union, and officially entered the
E.U. in 1986 and joined NATO in 1986, clearly showing Spain's interest in creating ties
with the rest of Europe. Further, the use of the slogan in this context is contgadictor
because it was created in the spirit of affirming that Spain was diffeeeatise of its
underdevelopment. After all, the slogan was created to during Francoism to "[...]
achieve its stated need of economic development, [and to accomplish this,]g~ranco’
government hypocritically capitalized on the country's 'blessed underdewttpm
(‘bendito atraso'), as Carmen Martin Gaite called it" (Afinoguéiadi-Olivella xii).

The Moncloa Pact (1977) included many measures to improve the economic climate.

In the 1990s, Spain began to look like many other countries in the world: Spain
was no longer different. This is touched on slightly by the musicians in the docunentar

who looked to the international music scene for inspiration rather than music from Spain.
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In the film La empanada de la Removidayoung woman remarks that after the 1980s,

“[...] legé un momento de que todo era lo mismo porque no se luchaba por nada"
("There came a time when everything was the same, because no one fought for
anything"). Another musician named Carlos Tarqué, of the group Molan, suggests that
people vindicated the 1980s during the 2000s because they were so despised during the
1990s. Itis valuable to recognize how the cultural scene of the 1980s was rej¢oted i
1990s, and to understand the reasoning behind this. The idea of "el desencanto”
("disenchantment”) is fundamental to understand this.

"El desencanto": Disenchantment and its Return

"El desencanto” is a term that comes from a 1976Hilmesencantadirected by
Jaime Chavarri, in which the mentality of Spaniards born between 1950 and 1960 is
depicted (Vilards 218). The "desencanto” of the late 1970s and early 1980s maisly refe
to a disenchantment with politics, but also social issues. Javier Escudero stiggests
the disenchantment of this period was connected to the hedonistic behaviors popularized
by the youth in Madrid, referring to "una juventud desencantada ante los problemas
politicos y sociales, con escaso futuro laboral, y, por lo general, de esptadas a
inquietud intelectual y espiritual, encuentra en este nuevo hedonismo un escap&vital” (
youth that was disenchanted with political and social problems, with a scaneeftut
employment, and, generally, with their backs turned to all intellectual anaiabiri
curiosities, finds a vital escape in this new hedonism" ; 149). Escudero also mentions
that economic problems and social issues such as drug addiction and a rise ureg&yinc

contributed to the general sense of disillusion and disenchantment (151).
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In terms of politics, there were many internal divisions in the UCD partyo(ni
of the Democratic Center), which existed from 1977-1983, and was initially ledrog Pr
Minister Adolfo Suarez, who resigned in 1981. Many other members of the party also
resigned in the early 1980s for various reasons. Noél Valis suggests that the

"desencanto” "has very real roots in the sellout of the Partido Socialisteo@®spariol
(PSOE) following the 1977 Moncloa Pacts and the party's subsequent opportunism and
corruption” (283).

Disenchantment is also manifested in cultural products. For instancek Patnic
Garlinger points out that the "desencanto” was a predominant theme in literary and
cinematographic narratives in Spain during the 1980s and the beginning of the 1990s (4).
One example of this is the work of Manuel Vazquez Montalban, about which José
Colmeiro writes in his 1996 bodBrénica del desencanto: La narrativa de Manuel
Vazquez MontalbanColmeiro clearly connects disenchantment to the principles of
postmodernity, asserting that it is associated with the failure of nmestatives. He
notes that "el desencanto de la narrativa montalbaniana coincide con el desencanto de |
postulados de la modernidad, la crisis de confianza en los sistemas de repo@sentac
provocada por la percepcion de su agotamiento y fracaso final, y la toma dedardse
la imposibilidad real de avance y progreso infinito y autosuficiente" ("the
disenchantment in Montalban's narrative coincides with the disenchantment with the
principles of modernity, the crisis of confidence in the systems of repriasanta

provoked by the perception of their exhaustion and ultimate failure, and the realization of

the impossibility of advancement and infinite, self-sufficient progress"me&iod 30).
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The 1990s brought on another period of disenchantment (or re- disenchantment) "[...]
alcanzado a través de la corrupcion, el terrorismo institucionalizado y lagockh
poder, entre la permanencia ya anquilosada del gobierno socialista dirigidaiper F
Gonzalez y la nueva derecha dirigida por José Maria Aznar" ("The disemenamias
achieved by corruption, institutionalized terrorism and the fight for power, betivee
stagnant permanence of the socialist government directed by Felipél&oard the
new right directed by José Maria Aznar"; Gascon-Vera 174).

In the 1990s, the spirit that anything was possible was replaced with the realit
that there were limitations to what was possible. Interestingly, thisnganed in the
film by photographer Ouka Leele: "Yo sofié que iba a exponer en el MOMA, en el Prado.
Lo que cualquier artista quiere llegar a [ser], luego pasé una época deadesefil
dreamt that | was going to exhibit at the MoMA or at the Prado. What evestg aviints
to become. Then | went through a period of disenchantment”). While Ouka Leele is
referring to a disenchantment with her work, people also felt a sense of being
disillusioned during the 1990s on other levels. It seems that after the heydey of the
1980s, another disenchantment was inevitable. Overall, the contemplation of the 1990s
in the film serves to create a context for the memory of the Movida, or as Ngirasay,
to "establish a state of things" (Ndatweerl9). The disenchantment of the 1990s did
not continue into the following decade for a number of reasons. Due to political changes
and a renewed interest in the 1980s, in the 2000s the Movida returned, albeit in a

different form.
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2Una nueva Movida?

After explaining the artistic scene of the 199@sdrid: La sombra de un suefio
returns again to discussing the 2000s. Towards the end of the film, a final question is
posed: "¢ Puede haber una nueva Movida?" ("Could there be a new Movida?") A
musician named Yasmin of the group Dirty Princess seems to think so: "En la escena
madrilefia se puede encontrar un monton de grupos que estan surgiendo,” ("On the
Madrid scene, you can find a bunch of groups that are emerging"), thus sugdmedting t
there are possibilities for a renewed music scene. Performer MGB (kg8asia), who
performed at the En Plan Travesti parties, wishes to establish conneetiwesibthe
practices of the Movida and those of the people involved in the En Plan Travesti parties.
He points out that he and his peers belong to small groups of people who see one another
often. MGB seems to want to draw parallels between the interdisciplinagctdraof
the En Plan Travesti parties and the Movida, pointing out that everyone he intetlacts wi
has an interest in multiple activities such as designing and painting, being atidg, w
and making films. He also mentions that the En Plan Travesti parties were pagular
people who lived through the 1980s: "Viene mucha gente de aquel entonces” ("A lot of
people from that time period come to the parties”). While there are indications of a
revival of the cultural scene, in the end the documentary suggests otherwiseity pla
the following text onscreen: "Las fiestas EN PLAN TRAVESTI, una espiMovida
mensual, se celebraron durante 3 afios consecutivos [2003-2006]. El 26 de noviembre se
celebré el ultimo EN PLAN TRAVESTI. Para algunos medios, con esto se ac&® la

Movida" ("The En Plan Travesti parties, a kind of monthly Movida, were celebrated
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during three consecutive years [2003-2006]"). The implication that the Removida ended
in 2006 is an interesting one, because 2006 marked the year that the large scale
commemorations of the Movida began.

Madrid: La sombra de un sueidoes not develop the idea of a Removida to a
great extent. Instead, it leaves viewers with the question of whethectuddebe a new
Movida. As with other aspects of the film, the reflection on the En Plan Travestisparti
serves to establish a state of things. To return to José Colmeiro's distinctiearbetw
historical discourse and historical memadviadrid: La sombra de un suef@nploys the
documentary format to create an archive of documented interviews, objeaisggjemnd
places that function as places of memory within the film. These items oalgdilock
the work of forgetting the Movida and the subsequent revision of the Movida in recent
years. The format of the film also contribute to making the film a plaoesafory. The
subheadings and questions that appear onscreen act as the "voice of God" to
authoritatively explain and establish a state of things about the subjeat timattie dealt
with in the film. La empanada de la Removidhae second film examined in this chapter,
is quite different, for it points more towards historical memory, which is cathgta
changing, unstable, and reconstructed. Both the format of this second film and the
content are unstable and contradictdrg. empanada de la Removigeoposes that, like
the term "Movida," the idea of a "Removida" is also constantly evolving. Before

explaining this evolution in depth, some background information on the film is necessary
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La empanada de la Removida

La empanada de la Removidaa 75 minute film that was directed by Enrique
Ruiz-Skipey and released in 2007. Ruiz-Skipey, born in Barcelona, is a "lawyer and
economist, and he has lived in Brussels, Damascus and Nicaragua working with
international cooperation projects. Since 2005, he has dedicated his talent to the
production and direction of documentaries” (Cine de las Améticas)s films have
appeared at the Bilbao Gay Film Festival, Documenta Madrid and the Bognota Fil
Festival. In addition to being presented at the 2008 edition of DocumentaMadrid, the
film La empanada de la Removidas also presented at the 2008 edition of Sunny Side
of the Doc, a documentary festival in La Rochelle, France. The film foouses
transvestite performances at large parties called "En Plan Trawestin Madrid from
2003 to 2006. While the film centers around these patrties, it lacks commentary on what
it means to be a transvestite in Spain; only at one point in the film does a creasgdres
man admit (while touching his penis) "Soy un macho hetero, un hombre" ("l am a
heterosexual male, a man"). The film is resplendent with a vulgarity byfikasch
representations such as this man's behavior. Other performers seem to itisitulaey
are only dressing up for fun, and do not live as transvestites daily, but flaunt a certain
vulgarity and excessiveness associated with kitsch. In general, thedilrherseen as
part of "[...] an international subgenre of documentaries on transvestites [. nffg[Ki

Refiguring77).

%5 | want to thank Enrique for kindly mailing a copf/the documentary to me in 2008 so that | couliewr
about it in my dissertation.
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Prior to analyzing the film, it is important to contextualize the meaninigeof t
"Removida" in the film and elsewhere. The idea of a "Removida" has been used in
newspaper articles that comment on the boom in commemorations about the Movida in
2006-2007. An article froril Paisuses the term in this sense to introduce a series of
revival concerts performed by bands from this period: "La re-Movida. Del Madrid
bullicioso y libertino de los ochenta, reaparecen estos dias otra serie de grapos pa
contribuir a los fastos en recuerdo de la movida" ("The Re-Movida. From the noisy and
libertarian Madrid of the 1980s, lately another series of groups are egérgiantribute
to the celebrations that remember the Movida"; Ifiguez 38). The term is useendijfe
in other cases. For example, an article titled "Llega la «<Removidaptiasizes how "la
Movida madrilefia sigue inspirando a los jovenes creadores” ("The Madrid Metila
inspiring young creators”; Amaddega52). In this sense, the "Removida" refers to a
new generation of artists who claim to be inspired by the aesthetic of thdadvieuch as
designer Carlos Diez who affirms: "sera una especia de 'removidajea telebraremos
el espiritu festivo de la Movida" ("It will be a kind of 'Removida’ in which welwale
the festive spirit of the Movida"; Amadblega52). In the case dfa empanada de la
Removidathe term "Removida" is similar to the latter usage of the term; thedRdal
is taken to mean a revival of the practices, behaviors, and aesthetics popularized during
the Movida in the cultural scene of Madrid in the 2000s. For instance, a young man
interviewed for the film remarks that "La Removida es como recuperaiitizdagqtie
habia en la Movida en Madrid de 'todo vale,' de nos vestimos como nos da la gana para

salir, y todo por divertirse” ("The Removida is like recuperating thiei@étithat there
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was during the Movida in Madrid that ‘anything goes,’ that we can all dress haveever
want to go out, and all of it for having fun"). However, considering the specific-socio
historical circumstances surrounding the original Movida, one can surmisewiibhot
be reproduced, and, ultimately, that the idea of a Removida fails to be convincing.

Perhaps the most accurate definition of the Removida is given by Santiago Fouz-
Hernandez, who refers to the Removida as "[...] digging up and stirring—in the case of
the past and more specifically thiovida—and also in the literal sense of revisiting the
Movidaperiod" (167). Fouz-Hernandez concentrates on the revisiting of the past, but not
necessarily on the repetition of the past, which is the aspect of the Removiflaes de
in the film that I find most unconvincing.

The film suggests the notion of a "Removida,” a sort of replay of the past, and
centers on the accounts of people who were not around during the Movida but who draw
inspiration from its memory in the present. The idea of a "Removida" is atstycle
linked to the concept of kitsch, which I will discuss more in the forthcoming pages. The
film is punctuated with performances from the En Plan Travesti parties andems
with people who share their opinions about the Removida phenomenon. Part of the
synopsis of the film explains its purpose: "Una nueva generacion que apenasdtrbuce
0 recién nacia en esos afos nos relata y puntualiza las similitudestesistére el hoy y
el ayer en un movimiento que algunos se empefian en tildar como Re-Movida mientras
gue a otros les escandaliza el término” ("A new generation that could baelipadble
or were newborns during those years insist on calling it the Removida while athers a

shocked by the term” ; Omepetemagicfilms.com).
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Indeed, much of the film centers around the debate about the term "Removida,"
and whether or not the En Plan Travesti parties are related to the Movida of the 1970s
and 1980s. However, the film lacks a sense of historical contexualization. | bieigeve t
lack of contextualization produces two interpretations of how the film may &e"'bsy
spectators. First, as Marsha Kinder notes, "Instead of providing a masteondedge,
[films like this] demand active participation from their spectatorditsfthe gaps and
assess the film's relationship to history" (KinB&figuring97). The spectator thus has to
work to figure out where the film fits into the history of the Movida and the Retapvi
which can be disorienting if the spectator lacks any sense of genédgidaand on this
period. Without this knowledge, the spectator might dismiss the value of the film, or not
understand it at all, which brings me to another potential interpretation. The second
interpretation is that the film is a manifestation of kitsch, and therefoladtweical
contextualization is purposely absent. "Kitsch" is defined (as a noun) as dajetsr
d'art characterized by worthless pretentiousness” or as a verb, "to rendeessrtbl
affect with sentimentality and vulgarity” (Oxford Dictionary). More gealig, kitsch is
also associated with poor taste and excessiveness. In hefFle@aulture of Cursileria
Noél Valis astutely describes the presence of kitsch in Spain, among ottest tefens
such as "lo cursi” and "camp.” All three terms are what Valis redaas "[...] narratives
of marginality that play a significant role in larger narrativesypm@ably taking stage.

All three categories are closely linked in post-Franco Spain to gays and st#este
(Valis 294). These categories also apply to the marginalized, short-livethi

Travesti parties that are the subject of the documehtagmpanada de la Removida.
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Generally, it is not surprising that manifestations of kitsch returned in tkegionis of
the Movida era, since the original Movida was very much associated with kitsch and
camp as welff.

Valis discusses the origins of the term "kitsch," which originated in Munich
between the 1860s and 1870s, and notes that the word "kitsch” was not used in Spain
until the 1970s, appearing in a poetry antholbigyeve novismgiNine of the newest]
written by Castellet (Valis 291). Valis observes that "Like the myth ofiatégsch
ultimately attempts to eradicate time and history. Unlike utopia, kitsch is notthe t
task. Behind kitsch lies the fear of death” (290). | argue, ther,dherhpanada de la
Removidas an example of kitsch because it purposefully attempts to eradicate bigtor
not including a linear historical narrative to contextualize the film. The notidredéar
of death is very compelling when thinking of the idea of the "Removida" proposed in the
documentary, because the Movida is not allowed to die if it is constantly being revived.
The revival of the Movida is debatedlia empanada de la Removid&imilar to the
opinions expressed Madrid: La sombra de un suefisome people in this film believe
there are a number of parallels that can be drawn between the culturahdekaizid
during the 2000s and that of the past. Others wish to disassociate themselves lgomplete
from the Movida, either by claiming to have more in common with the 1990s or by
focusing only on living in the present.

Unlike Madrid: La sombra de un suejithis film does not have a precise,

coherent narrative. The dialogue in the film sometimes rambles on, but at ottigr poi

“ See, for example, Alejandro Yarzbs canibal en Madrid: La sensibilidad camp y elicije de la
historia en el cine de Pedro Aimodévitadrid: Ediciones Libertarias-Prodhufi, S.A., 1999
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lucid accounts and opinions are presented. It does not say how the En Plan Travesti
parties began nor does it give the reason for why they ended. Rather, iscoinsist
anecdotal remarks about the Movida and the Removida shared by people of varying ages
and background Their observations are intertwined with footage of performances
from the En Plan Travesti parties and footage of the process of a man whose stage nam
is La Toyota making an empanada for hi& #itthday party. The initial takes in the film
introduce the complex relationship between the Movida and the Removida.
In the beginning of the film, the following is written onscreen:
Madrid, Autumn 2006
In the most fun and outrageous parties there's a rumour that a new cultural
movement has been born. Some have called it the "Removida" because of its
similarity with the "Movida" of the 80s...But others are not happy with this
namé®,
This introduction is worth mentioning because it contains an inherent
contradiction between the new and the old. It claims that a "new" culturahmeavéas
been born, but the name for this new phenomenon suggests a repetition of the past. This
contradiction becomes the main thread of the film. The introduction establishes a
narrative based on kitsch as well, where kitsch is "[...] 'insincere, degjribdyimodels

by trying to create them through recreation and attempting to fill the vidmare

void™ (Alas Minguez 12 qtd in Valis 292). The "model" for the Removida in this case

*"While some of the people featured in the docunrgratee identified by their stage names, many of the
individuals who share their opinions are unnami€derefore, | describe people by their age or their
appearance when their names are not given.

8| have a copy of the English version of the DVD {lsis quote is featured onscreen in English.
Everywhere else, | have transcribed the quotesain briginal Spanish from the film, because thelsh
translations provided in the subtitles are oftacaurate.
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would be the Movida, which is at once recreated and destroyed by the differing opinions
in the film La empanada de la Removida

One of the preliminary quotes in the film is quite intriguing in light of this idea of
the creation and destruction of the Movida and the Removida. One of the transvestite
performers states: "La Removida son los hongos de la Movida, somos el moho" ("The
Removida is the fungus of the Movida, we are the mold™”). This unpleasant
characterization of the Removida as fungus or mold suggests that it is an unwanted
growth that is feeding off of the Movida. This characterization suggests wehatchlls
the "capacity for metamorphosis" as well, because there is a sense aviti@ has
grown another appendage, the Removida. The idea of the Removida being the mold that
grows from the remains of the Movida may be connected to the relationship between
kitsch and death. Noél Valis develops the association between kitsch and death in the
following: "Celeste Olaquiaga suggests that 'kitsch is one of the constitutive p@om
of postmodernism.' Its 'eclectic cannibalism, recycling, rejoicing imserbr allegorical
values...are those that distinguish contemporary sensibility from the previoddrbelie
authenticity, originality, and symbolic death™ (41-42, gtd. in Valis 291). Like the
performers' rendering of the Removida as mold, the use of the word cannibatism als
relates to the idea of one thing feeding off of another in order to survive.

The recycling of the Movida iha empanada de la Removidaclearly connected
with the recycling of dead or nearly dead concepts. As Valis points out:" [Leoflalsio
Minguez] says that kitsch works 'with dead materials, with cadavers' (¥e thia to

refer, for example, to recycled materials that figuratively andalliecome out of the
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dustbin or the garbage heap. Paradoxically, however, this 'eclectic cannibadishe ha
effect of neutralizing the more troublesome aspects of death” (Valis 291 Renhevida
phenomenon is working with the dead materials from the Movida, and neutralizes the
death of the Movida by keeping it partially alive.

The other characterizations of the Movida and the Removida further reflect how
places of memory constantly undergo transformations, demonstrating "an endless
recycling of their meaning and an unpredictable proliferation of their iGatdns"
(NoraBetween..19). For instance, while La Toyota is making his birthday empanada,
he shares his reflections on the connection between the Movida and the idea of a
Removida.

A ver la Removida, como a todo, hay que ponerlo un nombre. Porgue si no, nadie
se aclara con, de que estamos hablando. Como las modas tienen ciclos y ahora
estamos en el ciclo en que se estan volviendo los ochenta, y realmente estan
volviendo a los ochenta a nivel de la musica, a nivel de imagen y todas estas
historias. Pues claro como en Madrid hubo la Movida, ahora la de la segunda
Movida, o a lo mejor, la Removida, suena como mas divertido, ¢no? Y yo creo
gue es eso, es el nombrar un movimiento que hay ahora, nombrarlo de alguna
forma. Hay gente que no le gusta, el nombre de Removida. A mi me hace gracia,
no es que no me gusta o me gusta, me hace gracia. No tiene nada que ver con la
Movida de los 80, por supuesto. Pero bueno, es una forma de que la gente
también identifique de que en Madrid se estan moviendo cosas, y se esta
volviendo a lo mejor a una etapa en que Madrid era el centro, realmente de moda
de Espania.

So, the Removida, like everything, you have to put a name on it. Because if you
don't, nobody understands what we're talking about. Since fashions have their
cycles, and right now we're in the cycle in which the eighties are coming back,

and really there is a return to the eighties in music, and in image, and all that. So,
just like in Madrid there was the Movida, and now the second Movida, or maybe
better said the Removida, it sounds more fun, right? I think that's it, naming a
movement that is happening right now, naming it something. There are people
that don't like it, the name Removida. | think it's funny, it's not that I like it or

don't like it, I think it's funny. It has nothing to do with the Movida of the 80s, of
course. But you know, it's a way that people can realize that in Madrid things are
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happening, and there is a return to the era where Madrid really was the center of
fashion in Spain.

La Toyota believes that on a superficial level, the term Removida is adeaquihéyemn
comical. This is also a reflection of the kitsch aesthetic because La Tonyptalks
about the name on a surface level. The political circumstances of the 1980s and the
2000s are absent from his opinions of the Removida, but he does mention the context of
the 1990s: "En los noventa decayé mucho, los ochenta por supuesto eran lo mas que
habia. En los noventa fue Barcelona y ahora vuelve a ser Madrid. Madrid ahora esta
bastante interesante a nivel nocturno y a nivel Movida, con lo cual yo creo que, lo de la
Removida es simplemente una forma de llamarlo y claro, inspirado en lo que fin&' (In t
nineties it deteriorated a lot, the eighties were of course the best peribe. nineties
[the center] was Barcelona and now it's Madrid again. Right now, Madrid i reall
interesting in terms of nightlife and in terms of the Movida, which | think that, the
Removida is simply a way of naming it, and it was inspired in what the Movida was).
He speaks of the return of the music and aesthetics of the 1980s, but also of Madrid
resuming the role as a center of cultural activity. Since La Toygsalsa Removida
was inspired by the Movida, he admits to the recycling of the term.

Others have different opinions about the term Removida, for example, a group of
men interviewed in a bathroom (presumably at one of the En Plan Travesti pagtges) s
"No existe la Removida. Existe la Prohibida, que es lo mas" (The Removida doesn'
exists. Only La Prohibida exists, who is the best). La Prohibida is probalhotte
recognized musician and performer from the recent scene in Madrid; sHedhas a
performed throughout Latin America. She began performing seriously in the mid 1990s,
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and refers to performing in drag as her "verdadera vocacion," (trueorgcatid early on
in her career as a performer she performed with Alaska, the well-known Merada-
performer who now performs with the band Fangoria (Biografia, la Prohibida). This
connection between Alaska, one of the original figures from the Movida, and la
Prohibida, supports the idea of a Removida, or at least that of a common ground
artistically between the performance scene of the 1980s and the more recent
performances such as the En Plan Travesti parties.

While there are certain recognizable figures like La Prohibida, thereense that
the Removida does not consist of a specific group of people. A member of a group of
performers called "Pandemia” states: "No hay un movimiento coherente.y Nadeen
concreto. Entonces, pues si le quieres llamar Removida pues como que le quieres llama
no sé, café con leche, no sé. No es nada especial” (There is no coherent movement.
There is nothing concrete. So, you can call it Removida or you can call it whatever
don't know, coffee with milk, | don't know. It's nothing special). This opinion indicates
that the term Removida is meaningless since there is no specific, coherentenovin
addition, this opinion is a manifestation of kitsch because kitsch "[...] enables the
expression of conflicted, ambivalent feelings [... toward master-narrfti¥&sis 291).
There is a resistance to creating a master narrative about the Renrdeidstingly, just
as there was with creating such a narrative about the Movida. Similar thirgsaigkin
the past about the term "Movida"—many of those who are said to have participated in it
negate its existence. Another performer with long green hair known as Roltbga i

film concurs about the erroneous use of the term "Removida": "Que es una etiqueta que
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alguien se inventa y que de repente catalogan a muchas personas dentro de tesa etique
personas que ademas, pueden ser muy dispares” (It's a label that someonenigshvents a
then all of the sudden many people are categorized under that label, people who, what's
more, can be really different).

The desire to place groups into certain categories has been debated previously
Although he primarily addresses the viability of the label "Generatjpdosé
Colmeiro's comments on the viability of generational categoriesrascalanstrument
might be applied to the use of the terms "Movida" and "Removida.” Colmeiro wonders
how much the desire to create generational groups actually comes from editorial
apparatuses and certain sectors of literary criticism instead of froonsfélcat actually
unite the writers of a "generation” (Colmeka busca/). With regards to the usage of
the terms "Movida" and "Removida," it seems that they are also employeshastipnal
terms, whether by media outlets or political entitities. Colmeiro noteghthalesire to
"generationalize" is part of the literary history of Spain in the 20thucgrguch as the
Generacion del 2and theGeneracion del 98he suggests that this need to place writers
into neat categories based on commonalities is a way to silence or gloss ohetirgpnf
elements that do not fit as easily into the generational*&tory

Interestingly, the performer Roberta talks about his opinions about the recent
commemorative boom of the Movida, stating that important people were left out of the
story: "Y ademas cuando se habla de la Movida de Madrid, no se reivindicampesitsa

lo que se habia de reivindicar, que es a Fabio McNamara a Las Costus, y un monton de

9 José Ortega y Gasset outlined his concept oéligagenerations in Spain in the 1930&irtorno a
Galileo, 1933. His concept of generations is still evoketinags. (Sed¢.a generacion de la democraciay
José Luis Velazquez and Javier Memba, (1995).)
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cosas de que la gente, de las que la gente no habla" (And you know what else, when the
Movida in Madrid is talked about, what really should be vindicated isn't vindicated,
which is Fabio McNamara and Las Costus, and a bunch of things that people, people just
don't talk about). This comment is compelling because it speaks to the issue of how
certain people are always left out of generational categories. Howevenntgsvhat of
a misleading opinion, because Fabio McNamara appeared prominently in the media
reports about the commemorative events, and as mentioned previously, Las Costus
appear not only in the filivadrid: La sombra de un suejibut also in a documentary
specifically dedicated to their lives and wog@lgstus, EI document§2007). Thus it
seems that Roberta is actually enacting a kitsch mentality by erpibitivorthless
pretentiousness. She is pretentious about her position in the cultural scene in Madrid in
the 2000s as well. Roberta is generally dissatisfied with the connectionststdbli
between the 1980s and the cultural scene of the 2000s, preferring to connect the more
recent scene with the 1990s instead:
Me parece que todo lo que esta pasando en Madrid, tiene mucho mas que ver con
la década de los 90 que con la década de los 80, porque en la década de los 80,
todos éramos pequefios, o la mayoria no habian nacido. Y que hayan clubs, si que
hayan conciertos y que hayan la gente saque discos, tiene mas que ver que Alaska
abriera El Morocco en los 90, con que las "Diabéticas Aceleradas” satnicier
shows, con que Subterfuge abriera un sello independiente. Es decir que es mas el
heredero de eso que con los 80. ¢ Qué cofio tenemos que ver nosotros con el Rock-
Ola? O sea, nada. Los que iban, El Rock-Ola era un sitio en que cuatro aburridas
gue tocaban la bateria. Es que no entiendo.
| think that all of what's happening in Madrid has a lot more to do with the
nineties than with the eighties, because in the decade of the eighties, we were all
kids, or most of us weren't even born yet. The fact that there are clubs, and
concerts, and people are releasing albums, has more to do with the fact that
Alaska opened [the club] El Morocco in the nineties, with the fact that [the group]

the "Accelerated Diabetics" did shows, with the fact that Subterfudedstan
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independent label. Which is to say, it's more the inheritor of that than of the
eighties. What the hell do we have to do with Rock-Ola? | mean, nothing. The
ones who went there, Rock-Ola was a place where four boring people played the
drums. | just don't understand.
One potential answer to Roberta's question is that while there may only be loose
connections between the 1980s and the 2000s, the term "Removida" was invented for
profit, as one performer suggests: "Para mi la Removida es un término que se han
inventado otra vez para hacer merchandising. Merchandising de lo que fue el pasado y
de ganas de ganar dinero" ("For me the Removida is a term that has to do with
merchandising [commodification]. Commodifying what was the past and alsosine de
to make money).
Whatever the reason for the popularity of the 1980s, Roberta feels that there is too
much focus on this period, even to the point of mistaken references:
"Y gue luego ademas, esta ese puto rollo de los 80, que es, ay, ¢ te gusta Bowie? Si,y
Ziggy Stardust en los 80. No fue en los 80, fue en los 70, imbécil. O sea, todo es como
los 80. Pues, y que pasaron cosas fantasticas en los 80. Y en los 50, y en los 40 y en los
30y en Egipto. Pero bien pasaron cosas después, que no solo existen los 80" ("And then,
this fucking thing about the eighties, it's like, oh, do you like Bowie? Yeah, and Ziggy
Stardust in the eighties. It wasn't in the eighties, it was in the sevedits,limean, it's
like everything is the eighties. Right, fantastic things happened in the eighAtidan
the fifties, and in the forties and in the thirties and in Egypt. But things happened
afterwards, it's not like only the eighties exist). Roberta's comments poarttavdesire
to remove such extensive emphasis on the 1980s and pay attention to what happened in
other time periods as well. There seems to be an obsession with comparing thiags to t
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1980s or returning to this time, perhaps because it was one of the more exciting time
culturally and politically in the last thirty years.

Others in the film also reiterate the wish to focus on the present. A tratesvesti
known as Nacha simply states "La Movida ya tuvo su tiempo, y ahora estamos en otra
época” ("The Movida had its time, and now we are in another era”). A woman with pink
hair shares a comparable opinion: "Pues dicen que vuelven los ochenta, pero que estamos
ya en el 2006 [...] ahora estamos viviendo el 2006, que todo se repite como la moda, se
repite, se repiten los ochenta" (So they say that the eighties are conknguiace are
in 2006 now, right now we're living in 2006, and everything repeats, like fashion, it
repeats, and the eighties are repeated”). This woman emphasizes et thet present
(2006) is more important than the past, but does acknowledge the repetition of the
previous moments. Similarly, another woman in the film remarks "[...] siempre se
vuelve a lo anterior, es una actitud” ("There is always a return to the past, it'
attitude™). Both statements refer to the repetition of the past, rafiddbra’s proposal
that places of memory undergo endless recycling.

In this process of endless recycling, certain aspects of the past arkefhfteit.

On the whole, the commentslia empanada de la Removitdak political

contextualization. Howevea, group made up of young men and one woman, attendees

of the En Plan Travesti parties, offer some intriguing comments about the Movideeand t
idea of a Removida. The woman's observations are particularly compelling, sin€e she

one of the few people in the documentary who refers to the importance of bearing in

mind the differences in historical context between the two periods. She remarks
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La Movida también era una cuestion cultural y que eso se esta volviendo a ver,
pero no tanto al nivel que lo habia antes. [...] Si que es verdad, que la época no
es lo mismo, porgue ahora mismo, en teoria, tenemos todas estas libertades, se
estan intentando volver a reivindicar, pero no es lo mismo que cuando se pasa de
una etapa en la que no se tenia ninguna libertad a la que de repente 'todo vale.'
[...] Que si que es cierto que no es lo mismo en el contexto histérico que cuando
lo hubo en la Movida.
The Movida was also a cultural matter that's coming back, but not as much as on
the level that existed before. Yes, it's true, the era is not the same, beglause r
now, in theory, we have all these freedoms, and they are trying to be vindicated
again, but it's not the same as going from an era in which no one had any freedom
to a time in which all of the sudden "anything goes." It's true that it's ncartine s
historical context that existed during the Movida.

The woman realizes that while there may be some commonalities between the

innovations of the artistic scene of the past and that of the present, they are fuatlpme

different in terms of scale and the political circumstances of the two perisl

mentioned previously, the transition from a dictatorship to a democracy is quitetdist

from the change from a conservative to a liberal democratic government. oitents

remarks are one of the few instancekarempanada de la Removiddere a historical

or political contextualization is hinted at, yet she is not really an autineitagice in the

film. Her name is not given, nor was she even around during the original Movida.
Towards the end of the film, we return to La Toyota's home, where s/he cempare

the Movida era to the Removida. Unlike many of the other people who are interviewed

in the film, he is forty four years old, so he lived through the 1980s. He remembers that

he was ostracized for his appearance when he was younger: "Yo me acuadioycua

empecé a ponerme el pelo de colores y todas estas historias, a mi me dedarf.dé t

En Vigo yo era el raro del pueblo. Ahora cualquier chico lo pone y ni es el raro del

pueblo ni nada de nada. Sino simplemente se lo pone, y ya esta" ("l remember when |
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started dying my hair different colors and all that, and people said all kitlkisg$ to

me. In Vigo | was the weird guy in town. Now, any kid colors his hair and they're not
the weird guy in town or anything. Instead, they dye their hair and tfiat'$le speaks
more about the freedoms that exist in the present because he has an appfeciati

them:

Antes si, habia muchas cosas, por las que protestar, que cambiar...y ahora por
suerte tenemos muchas cosas, ya muchas cosas conseguidas. A lo mejor de
aguella época, que bueno, que podemos disfrutarlas. Y ahora yo creo que el rollo
Removida es mas ludico que contestatario a nivel social. [...] En aquella época
todo era mucho mas reaccionario y hay muchas historias. Porque aqui nos
habiamos quedado muy muy encerrados, lo cual fue una forma de que la gente
también abriera su mentalidad, ¢no? Y creo que sirvio mucho para que la gente
abriera su mentalidad.

Before yes, there were a lot of things to protest about, to change...and now,
luckily we have a lot of things that have already been achieved, and were
achieved in that era, that now, we can enjoy. And | think now the whole thing
about the Removida is more playful than contestatory at the social levelt In tha
period everything was a lot more reactionary, and there are a lot of stories.
Because here we had been really enclosed, which meant that people had to open
their minds eventually, right? | think it helped a lot that people started to open
their minds.

Since he experienced the period of the transition to democracy firsthand, dia hag a

different perspective from the other people who are interviewed in the film,ajoeity

of whom were born during the late 1970s or early 1980s. He appreciates the changes that

have occurred since then and understands what they mean. Clearly, La Toyota's

experience in the past affects his understanding of the present, which easourag

spectators to think about the relationship between these two periods (Refagrring

79).
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At the close of the film, performer Nicolas Grijalba of the group Aviaddnoke
reiterates the connection between Pedro Almodévar and the En Plan Travesti parties:

Vino una vez Pedro Almodévar a En Plan Travesti. Creo que comentaron que le
recordaba muchisimo a sus tiempos de juventud, pues supongo que pues porque
veria por alli alguien con una bata [...] y unos rulos. Pues si, se parece mucho. En
el fondo pues no somos muy diferentes. [...] No creo que esto llegue a
consolidarse como fue la Movida porque la Movida empez6 en las alcantarrillas
pero luego el rendimiento monetario fue grande, y yo creo que la Removida, y la
época en la que vivimos es mucho mas feroz comercialmente que la de antes, no
puede dar ese salto. Es decir en las alcantarillas estaremos siempas

alcantarillas nos quedaremos. Y yo creo que se respira mejor en el fondo alli.

One time Pedro Almodovar came to one of our En Plan Travesti parties. | think
that people said that he said it reminded him a lot of his youth, | suppose because
there was probably someone there with a robe and some rollers in. | don't think
this will be able to reach the level of the Movida because the Movida started in
the sewers and then the monetary investment in it was large, and | think that the
Removida, and the era in which we live is much more commercially ferocious
than the previous era, and it can't make that jump. Which is to say, we'll always
be in the sewers and we'll stay there. And in the end, | think we breathe better
there anyways.

Interestingly, Grijalba does not seek fame but prefers to remain undergnound. |
saying that he prefers to remain in the "alcantarillas," Grijalbaagebrthe kind of
worthlessness that is associated with kitsch. He would rather identify hiitsethe
lowest of the low, in the sewers, rather than try to make the jump into high culture.

If the performers hailed as part of the Removida do remain underground, then
ultimately, the idea of a Removida will probably not be noteworthy in the future.
However, some suggest this possibility, such as one younger man: "Pero, 0 se@ que s
piensas se valora, que ahora mismo se valora la Removida, o sea, quizas dentro de 20

afos se volvera a valorar lo que nosotros [hacemos]" ("But, | mean, if you think about

how right now the Removida is being valued, you know, maybe in 20 years they will
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value what we do again”). This is unpredictable, reflecting the final point Nakasn
about places of memory: they demonstrate an "[...] unpredictable proliferatiosirof t
ramifications” (NoraBetween..19). The man is also pointing to the unpredictable nature
of the future of memories, and reiterating the fact that memories argsativanging and
being recycled. During the 2006-2007 commemorations, the Movida was polished and
presented as high culture, a status that it did not enjoy in its initial phasee iMtoth
films there is an attempt to connect the "En Plan Travesti" parties to Reavdovar,
who has successfully made the transformation from being one of the foremost ppoduce
of low culture to being a producer of high culture, the parties still remahie &t\el of
kitsch. The format ofa empanada de la Removidaen seems to be purposefully
thrown together, as if it igying to be low culture by embracing and exploiting the use of
kitsch in the film. The film resists the standards of quality documentariesnthade
subheadings to identify each person in the film and a clear, linear narrativent$. It
recycles the past on purpose. Interestingly, the term "Removida" can alandbatéd to
mean "removed," and in the end, it seems that the Removida is removed from the context
of the original Movida. Still, it is valuable to evaluate how the past can be usedéo incit
changes in the present with initiatives like the En Plan Travesti parties.
Conclusion

Both films show that there are many different versions of the stories told about the
past. InMadrid: La sombra de un sueficultural critic Francisco Umbral says the
following about the Movida: "Todos estos fenomenos duran un tiempo y luego se

desvirtuan" ("All of these phenomena last for a certain amount of time and thendéey |
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their virtue"). The invention of the term "Removida" and its multiple definitions show
that the virtue of phenomena like the Movida sometimes returns, albeit in a
metamorphosized formLa empanada de la Removidaen shows that lack of virtue
(kitsch, worthlessness, and poor taste) has atdeastvirtue or worth. As places of
memory with very distinctive purposes, the two films demonstrate the commtisai
relating to the past and seeking to understand history. The films show the vgolgran
dimensions of how places of memory function in contemporary Spain. As Jo Labanyi
points out, "[...] all cultural forms—whether lived practices or artefauts a
performances—have an underlying narrative: culture can be defined awrid® stople

tell each other to explain what and where they are. [...] Culture is a site of {awves
always negotiated and contested" (Labanyi 5). The Movida and the Removidait®nstit
an assemblage of various practices and performances, and the storiesttiidtaout

the Movida and the Removida demonstrate the constant search for identity andgmeanin
through memory. Considering the narratives that spring from the two films | have
analyzed here, it is clear that the meaning of these cultural phenomenaysdrgpeted
and negotiated constantly. In the next chapter, | consider more personal accounts of

memories of this period through the fiction and non-fiction narratives about the Movida.
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Chapter Three

La MovidaRe-leida: Mourning, Melancholia and Working
Through Literary Memories

There are several compelling parallels between Freud's concept of mamding
melancholia and the recent representations of the memory of the Madrid Movidd. Fre
defined mourning as the "reaction to the loss of a loved person, or to the loss of some
abstraction which has taken the place of one, such as one's country, liberty, andleal
so on" (Freud 243). Paul Julian Smith's 2006 ep&nish Visual Culture: Cinema,
Television, Internebriefly touches upon Freud's theories on mourning and melancholia
in a chapter on the re-location of the Movida. Smith points out that in Luis Antonio de
Villena's novelMadrid ha muerto: esplendor y caos de una ciudad feliz de los ochenta
(Madrid has died: Splendor and Chaos of a Happy City in the 19(dished in 1999
and reissued in 2006), which | analyze in this chapter, "[...] the lost object is not
Francisco Franco, the source of thenofor many cultural critics, but rather the Movida
itself, a time unambiguously described as one of life, liberty, and pléds{Bmith 68).
This is also true in Charlie Miralles's nou€l64 después de Cristo y antes de perder el
autobus(1964 After Christ and Before Missing the Bpsblished in 2007). Through an
evaluation of these two novels, | prove that what is mourned is clearly the peited of t
Movida rather than Francoism and also provide a more nuanced view of the role of

mourning and melancholia in the memories of the Movida.

0 El "mono” can be briefly defined as withdrawal ggeme, which I will discuss in more detail in this
chapter. In this quote, Smith is clearly engagiitly the work of Teresa Vilar6&l mono del desencanto
in which she posits that the lost object that Spals mourn is Francisco Franco.
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In my analysis of Villena's novel, | connect the concept of melancholia bieBar
Zelizer's idea of the subjunctive voice, suggesting that the mourning process cannot be
completed because the protagonist in the novel is too caught up in remembering ‘what
might have been' rather than what happened. Conversely, | show how Charlieddirall
novel exemplifies the Freudian concept of "working through,” which is part of the
mourning process that leads to "[...] the individual accepting the reality aisbe |
continuing the connection with memory, and moving back into life" (Jones np). While
Miralles mourns the past, he is able to detach himself from his losses and movd,forwa
providing a more effective way of dealing with the past. Miralles thus bringsdarew
perspective on the way the Movida era is remembered. | chose to evaluatethese t
novels because they provide distinctive perspectives on how mourning and melancholia
is manifested in the memory of the Movida.

On the one hand, those who declare the Movida definitively dead have mourned
its loss, and seemingly moved on to other pursuits, for when "[...] the work of mourning
is completed the ego becomes free and uninhibited again" (Freud 245). This is the ideal
outcome of the mourning process. On the other hand, dwelling on the melancholic
memories of the Movida allow it to stay alive somehow, trapped in a limbo between lif
and death. Further describing the process of mourning, Freud notes that "Eacbrngngle
of the memories and expectations in which the libido is bound to the object is brought up
and hyper-cathected, and detachment of the libido is accomplished in respect of it"
(Freud 245). The notion of "cathexis" is relevant when analyzing the recenb$urge

commemorations about the Madrid Movida. Cathexis, from the Gagblkexis(meaning
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"retention”) is defined as "The concentration or accumulation of mental eneagy i
particular channel"@xford Dictionary). The substantial number of commemorative
events and products about the Movida demonstrate an acute concentration of mental
energy on this particular period. It seems that each new product stakes tocdaother
fresh perspective on the past, creating a confusing web of viewpoints about wHgt exact
this period means. Employing what Paul Julian Smith calls a "retrosppetisgective,”
these cultural products offer meditations on the versions of memories about the Movida
that are worth examining further (70). Specifically, while some of the pte®deatebrate

the glory days of the Movida, others mourn its loss and the death and destruction left in
its wake, or even ponder the possibilities of how things may have turned out differently
Both novels offer reflections on distinctive ways to deal with the memory of the urban
youth culture of Madrid in the Movida era. They are quite different novels in that
Miralles's novel is obviously an autobiography, while Villena's novel mixasriand
nonfiction through the creation of a fictional protagonist. There are also cliessmies
exhibited in the two novels. Miralles hails from a working class background Rafke

the protagonist in Villena's novel, is from an upper middle class background. Ggnerall
the two novels demonstrate that "emotion is inseparable from location" (Smithvii0).
begin with a brief summary of literature created to remember this peffioe imeoving

on to my reading of these literary works.
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Literature and the Movida

The Madrid Movida is not known for producing "great literatite The most
popular texts written during this period were lyrics to songs, fanzinekdikeina de
Madrid andMadrid me matand film scripts. Journalist Leopoldo Alas, who writes for
the newspap€el Mundq remarks something similar: "Literatura, simplemente, no hubo,
a excepcion de la poesia, los ensayos y las letras de canciones de Eduatbarkia
("There was simply no literature, with the exception of poetry, essays, alyti¢keof
the songs by Eduardo Haro Ibars" ; LA MOVIDA 626). While the literature fiam t
Movida may not be of great consequence, many literary works about the mentay of t
Movida have appeared in the last decade. These recent works can be divided roughly
into two categories: first, non-fiction, journalistic texts sucltasazon Agathg2000) by
José Maria Plaz#laska y otras historias de la Movidalaska and Other Stories of the
Movida) by Rafa Cervera (Plaza & Janés 2003); José Manuel Lechadd s text
MOVIDA: Una cronica de los 8(La Movida: A Chronicle of the 1980sublished by
Algaba Ediciones, 2005) and Silvia Grijalba's bddigs salve a la MovidéGod Save
the Movida published by Espejo de Tinta, 20t6)Second, different novels have been
written recently that either mention the Movida or use it as a backdrop fon&ttr

semi-autobiographical purposes, including the two | examine here. Refetenuany

> Yet there were notable works of literature thatehsince been studied extensively. Perhaps the bes
example is Eduardo Mendicutti's noldha mala noche la tiene cualquiefany Girl Can Have a Bad
Night), published in 1982. The novel was narrated trgmasvestite, La Madeldn, and her musings the
night of 23-F, 1981, when Colonel Tejero headedrsuccessful coup attempt in the Spanish Parliament
Interestingly, Mendicutti was not among the nanmethe literature section of the LA MOVIDA catalog
from 2006.

*2|n the future | plan to complete a more detailedlgsis of these popular culture books.
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of these newer literary works were included in the catalog from a series of
commemorative exhibits titled simply LA MOVIDA from 2006-2007, one of the eight
categories of materials exhibited was "Literattite

The first category of texts contain images of memorabilia from the Movida as
well as broad accounts of what the Movida meant. For inst@azazon Agathg2000),
a book written by José Maria Plaza about fashion designer Agatha Ruiz de |a Prada
includes a number of images and quotes from Agatha about her participation in the
Movida. The texAlaska y otras historias de la Movity Rafa Cervera is a general
history of the Movida, focusing on one of its muses, the musican Alaska. José Manuel
Lechado's text A MOVIDA: Una cronica de los 8dcludes photographs of Lechado's
own memorabilia collection from the 1980s as well as some items garneredi&ods fr
Silvia Grijalba's boolDios salve a la Movid& based on a supplement originally created
for the newspapdfl Mundoand consists of no images, only texts, culled from
testimonies of people who lived through the Movida. Some of these testimonies are
taken from excerpts of autobiographies or interviews such as José Lui®G8alko se
vive una vez: esplendor y ruina de la Movida madriléiau Only Live Once: Splendor
and Ruins of the Movida Madrilefia) (1991). On its jacket, the book claims that "La
Movida siempre se ha estudiado desde el punto de vista de la memoria. Los implicados
en aquel movimiento sociocultural que revolucioné la escena musical y adésteca
Espafa de los ochenta, de la Transicion, han contado la historia como la recordaban, con

el maquillaje de la vida y del recuerdo” ("The Movida has always beendfuatie the

%3 The other categories were: the plastic arts, gvafshy, music, graphic design, architecture and
industrial design, fashion, and film.
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point of view of memory. Those who were implicated in that sociocultural movement
that revolutionized the music and artistic scene of 1980s Spain, of the Transition, have
told the history how they remember it, with the cosmetic cover of life and of mémory
Grijalba np). What is fascinating is that the sentences that follow clairthitdook is
different, and somehow more objective (perhaps due to Grijalba’s trairgng@asalist):
"Dios salve a la Movidauenta la historia de esos protagonistas (desde los artistas hasta
los locales emblematicos, pasando por los medio de comunicacion) recurriendo a las
fuentes de entonces, a las declaraciones de aquel momento, sin maquillajansnas t

la memoria y sin la intoxicacion de las filias y fobias que el tiempo sgbkrnos

encima"” (‘God Save the Movidalls the story of those protagonists (from the artists to

the emblematic locales to the media) drawing from the sources from tuat, fevm the
declarations from that moment, without cosmetic touch-ups, without the sieve of memory
and without the intoxicating effects of the loving inclinations and the phobias that time
tends to burden us with" ; Grijalba np). This seems to be a somewhat negative summary
of the way in which the Movida is remembered. To claim that a book about the memory
of the Movida is unaffected by the great sifter of memories is rather bolsheimory is

by nature subjective. Inevitably, there are subjective opinions and memories inaluded i
Grijalba's text, despite her claim of journalistic objectivity. The tonexts$ tke

Grijalba's differs greatly from that of the novels by Luis Antonio de Waland Charlie
Miralles. Both authors are implicated personally in their texts, albeisimdiive

manners.

209



Luis Antonio de Villena: Participant or Voyeur?

Though he may not have had a direct connection with the Movida, Luis Antonio
de Villena has written about it fairly extensively in recent years. Irtiaddo the novel
Madrid ha muertpLuis Antonio de Villena also wrote about the Movida in a chapter in
his bookMadrid: Itinerario personal, sublime y canalla de la villa y coféadrid,
Personal Itinerary, Sublime and Despicable of the Town and the Gultished in
2004) However, his authority as an author of literary works has been contested by a
number of people, who question whether he is able to create authentic accounts of the
Movida since he was not really involved in the phenomenon and belongs to a slightly
older generation that came of age before the era of the Movida; he was born in 1951. For
example, Leopoldo Alas mentions Villena explicitly in the following: "Hadgcritores
treintafieros que despuntaban con fuerza, como Luis Antonio de Villena, Vicente Molina
Foix o Fernando Savater, entre otros, pero nada tenian que ver con La Movida. Mas bien
eran suyoyeurs$ ("There were writers in their thirties who excelled with a certaiodpr
like Luis Antonio de Villena, Vicente Molina Foix or Fernando Savater, among others,
but they didn't have anything to do with the Movida. They were moredikeurs ; LA
MOVIDA 626). The notion of Villena as a voyeur is not entirely an exaggeration. In the
final words ofMadrid ha muertpVillena admits that he was not a product of the Movida.
He acknowledges that he enjoyed writing of the "dias impudicos, nocturnosayivas!
("indecent, nocturnal, and charitable days") but in the end states: "Pero no, no soy su

hijo" ("But no, | am not their son" ; Villena 235). Villena thus establishes hirasel
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distant from the Movida, not a "son" or a product of it, but perhaps some other
relationship that he never fully develops.

In spite of this lack of detail, others have expressed opinions about Villena's
relationship to the Movida. Writing about the literature from this period in the LA
MOVIDA exhibit catalog, Agustin Tena suggests that Villena may not haae dehild
of the Movida, but proposes another type of familial relation: "[...] fue sin duda testigo,
como demuestra este texto. Mas tal vez fuera también si no padre, por lo menos tio
carnal de aquella generacion. Perteneciente, igual que Luis Alberto de Guenaa
generacion de poetas cultos posterior a los de Castellet, Villena sienapee (gssigue
estando) en lpomadd ("He was a witness, without a doubt, as this text demonstrates.
But if he was not a father of this generation, at least he was an uncle, relateddyyof
that generation. He belonged, like Luis Alberto de Cuenca, to a generatiometilea
poets posterior to those of Castellet; Villena was always (and still ikgithick of
things" ; LA MOVIDA 582). Villena has commented that the novel includes information
that proves he was a witness of the events of this period. In 2006, Villena noted that his
novel "[...] tiene mucho de ficcion verosimil, pero no menos de cronica directa” (it has a
lot of plausible fiction, but also a great deal of direct reporting"™) pointing outrtaay
of the events in the novel could have happened, but didmdthat some of the
information is "direct,” thus implying its veracity (Villena, LA MOVA619).

To lend believability to the novel, Villena draws on specific events that occurred
in the 1980s such as Andy Warhol's visit to Madrid, parties at the well-known arts

supporter Juan March's home, and concerts by popular bands from this period. He also
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includes important figures from this period in his narration, such as filmma#les Pe
Almoddvar, musician Alaska and photographers Pablo Pérez Minguez and Alberto
Garcia Alix. He mentions the titles and years of many of Almodadvar's fiirthe novel

to reinforce the chronology of events presented, and often describes well-known
photographs from this time period in detail. Villena creates a portrait of Rafa, t
protagonist of the novel and a socialite of sorts who rubbed shoulders with many of the
significant personalities of the Movida. However, when looking back on his pasisRafa
unable to move beyond it, and becomes hindered by his melancholic disposition.

Mourning and Melancholia iMadrid ha muerto: esplendor y caos de una ciudad feliz de

los ochenta

Rafa's melancholic disposition is described in part by Paul Julian Smith in hi
book chapter "The Movida relocated: press, chronicle novel.” | add to Paul Julian
Smith's assessment of the Movida as the lost object in Villena's novel in two virsgs. F
by analyzing the construction of the narrator of the novel, Rafa Antinez, in maiteldet
show the depth of the expression of melancholia for the Movida in this text. Second, |
discuss how the lost object is not only the Movida, but, more specifically, the sense of
whatmight have happenetlring this period. By dwelling on the possibility of what
might have happened in the past, Villena's novel presents a melancholic pergpective
this period. The intense degree of focus on the lost abstraction of the Movida in this
novel allows it to be prolonged, which traps it in a melancholic state.

The struggle between love and hate for the lost object (the Movida) that Freud

describes is evident in Luis Antonio de Villena's novel. Through its complektrefie
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on mourning and melancholia, the novel renders the Movida at once dead and alive.
Rafa's melancholia is expressed through his constant exploration of what might ha
happened in the past. Therefore, in the novel, "subjunctivity...becomes a voice or trope
through which to remember"” (Zelizer 167). The subjunctive voice (which is to say, the
possibilities that people think of when recalling the past) thus takes a primérgmis
memory. In the process of remembering, these "spaces of possibilipftearehose in
which many people choose to dwell. It is often this lost abstraction of what might ha
been that is mourned when examining retrospective stories about the Movida. These
moments of subjunctivity offer some of the richest points for reflection, bedase t
originate from the existence of unfulfilled desires and unanswered questioals,are

often more interesting to consider than the reality of what really did happen.

Villena also uses the technique of an unreliable narrator, which contributes both
to Rafa's characterization as a melancholic and also opens up space for erdoyNg
different possibilities, even leaving the reader left to wonder about wiigthreppened.
Paul Julian Smith points out that Villena "draws openly and knowingly on a particul
literary tradition, the picaresque. [...] And while Lazarillo was asked to ceisdife
story to an archbishop, Rafa is invited to tell his tale by none other than Pedro
Almododvar. [...]" (68). Pedro Almoddvar once again appears as a synecdoche for the
entire Movida, for Villena suggests here that it should be AImodévar who would tell the
story of the Movida, since he is quite often seen as the ultimate authority from this
period. Nevertheless, Almodovar has become so important and busy that when Rafa is

approached by Agustin Almoddvar (Pedro's younger brother and colleague ae&l Des
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films) Agustin says that "su hermano no tiene tiempo para escribir ese(Ttisobrother

does not have time to write that book" ; Villena 7). It is as though Villena is hih@ng t
Almoddvar should not be considered the representative of the entire Movida period, and
that others could also tell a good story about this®ime

Paul Julian Smith also points out that "Villena exploits another literanyitpoe
familiar from the picaresque: the unreliable narrator” (Smith 69). Formgaat the
beginning of the second chapter, Rafa admits: "La verdad es que he mentido"(tfihe tr
is that | lied" ; Villena 41). One is left to wonder about exactly what Rasalyirag
about in the first chapter. The fact that Rafa is an unreliable narrator asdegr
further evidence that he is a melancholic, for in his extensive selfgmtitie portrays
himself as "[...] petty, egoistic, dishonest," characteristics typical aflamoholic (Freud
246).

In addition, the technique of using an unreliable narrator is consistent with the
concept of using the memory of the past to explore a variety of possibilities chytenw
event may have occurred. In her article "The Voice of the Visual in Metri@aybie
Zelizer develops the idea of the "subjunctive voice of images,” which plays anamport
role in images by their ability to represent "impulses of supposal, hypothesis, and
possibility” (163). Zelizer believes that images can be examined not onlyperdical
level, but from a deeper perspective, one that delves into an exercise of hgpathesi
supposal. She notes that "[...] our leap into the third meaning of the image, into an

embrace of conditionality and hypothesis, is worth pondering for what it sughests a

>4 Another criticism of Almodévar being made to regmet the entire Movida is made by Chus Gutiérrez,
the director of the filnkEl Calentito(2005) that | explain in my chapter on filmic merneasrof the Movida.
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the boundaries of memory. For it may be that memory rests not only upon the boundaries
of the familiar but upon the boundaries of the impossibileid (80). Zelizer's ideas

may also be applied to memories portrayed in narratives like the ones in Vilienel's

that explore hypotheses and possibilities about what might have happened in the past.
Paul Julian Smith suggests a further relationship between memory and unreliable
narration:

The fallibility of memory thus merges with the unreliability of narration. Bigt t

is not the historical amnesia supposedly typical of the transition. Rathar it is

lapse consistent with cultural geography, according to which "life hist@ies

dynamically and unstably constructed from the intersection of lived time,

represented time, and urban space. (Smith 69)

Smith points to the instability of memories, emphasizing how they are cogstantl
evolving. In his article, he draws a connection between emotion and location, arguing
that "[...] the city can be a space for an informal democratic procesh twaitscends
parliamentary politics" (Smith 10).

Just as urban settings are constantly evolving, many studies prove thattane of t
main characteristics of memories is that they are unstable, and alemagsdévised. For
example, Jonah Lehrer points out various experiments on memory that show how "[...]
every time we remember anything, the neuronal structure of the menuatjcestely
transformed [...]" (85). The predominant use of fiction in relation to memories in the
novel thus plays an important role, since memories eventually often contain ctiore fi
than truth. Moreover, ficticious accounts contribute to the exploration of posssbilitie

"this make-believe is a fundamental human activity. It includes gamenglapie-

playing, daydreaming, and many other such activities, as well asuree@bper” (Miller
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68). Thus literature is a space in which visions of how a situation may have turned out
differently can be explored.

Experimenting With What Might Have Been in Narration

Villena himself is not really considered to be a "participant” of the Movida—he
viewed it from the sidelines, at best a witness of this period. However, the nariaisor i
story, Rafa, allows him as a writer to explareat it might have been like be involved
in the action that was happening on the front-lines—to be a part of the Madrid avant-
garde. Leonard Kriegel addresses this desire to explore the "what-ifaniade about
autobiography, and Thomas Larson expands on his ideas in higbedkemoir and the
Memoirist "Many writers are forced 'to relive the past that is never quite Steopa
wanted." The person | never became haunts me and raises the bottomless wusay: ho
the reality of what didn't happen be as strong as the reality of what da36(L.116)

This query is present in Villena's novel. Larson goes on to quote Leonard Kriegel
"Between who one is and whom one might have wanted to be can also be the source of
the writer's deepest, most useful, tensions, a maelstrom of turbulent and uncharted
waters™ (Kriegel 210 qgtd. in Larson 116). Villena's ndMeldrid ha muertanay be read

as an exploration of who the author himself might have wanted to be; instead of reliving
the past that he never quite wanted, he chooses to relive another, using fiction es a devi
to "[...] experiment with possible selves” (Miller 69). He creates thesradte version of

the past through the experimenting with these possible selves, and relies tieavily
conjuring up images of the parties his narrator attends and the photographs he views

throughout the novel. Using these techniques, Villena creates a text whereityhefreal
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what did not happen is as strong as the reality of what did. He weaves fictional account
with accounts of what actualtlid happen during the Movida, but includes his narrator
(whose life is perhaps a projection of what Villena wishes he could have done or been)
who explores the fictional and nonfiction realms of 1980s Madrid.
It is possible to suggest that Rafa's life is a projection of Villena (the a)thor'
desires because of the confusion between Rafa the narrator and Villena theeciara
the novel. Agustin Tena remarks that the confusion evoked by the narrator Rafa and the
character of Luis Antonio de Villena creates an effect of having one oranith two
voices:
Estamos en realidad ante un narrador a dos voces: la del escritor que viene de
Palencia, Rafa, y la del poeta exquisito, Rafa. EIl primero cita con frezaénc
segundo. Y no solo lo cita, Villena es un personaje mas y no el menos importante:
presenta a Rafa a lggsy le cuenta cien chismes que le hacen comprender
donde se mueve. Las dos voces son una sola, y mas que confundirse acaban por
fundirse. (Tena 582).
In reality, we are presented with a narrator with two voices: that of ther\firom
Palencia, Rafa, and that of the exquisite poet, Rafa. The first one frequestly cite
the second one. And he not only cites him, Villena is yet another character, and
not the least important: he introduces Rafa to the VIPs and he tells him all the
gossip that helps him understand his situation. The two voices are one, and more
than being confusing, they end up fusing.
Generally, Villena's novel is filled with examples of exploring possiliof the
past. Rafa often meditates on the lost possibilities of his life. He wonders whgtte mi
have been, and often what has become of the friends who cease to form part of his life.
Rafa often wishes he was someone else. After talking about photographerdtablo P
Minguez, a real person from the Movida era, Rafa explains what he might have been:

"iOjala—me parece que lo digo en serio—hubiera yo sabido ser fotografo de lujo y
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carota ladico con tarjetas platino!" ("I wish—I think | am saying thidlisexriousness—

that | would have known how to be the fun-loving photographer with platinum credit
cards!" ; Villena 53). There is a sense of longing expressed by Rafastdnams the
possibility of what he might have been, someone more glamorous than he turned out to
be.

Rafa not only ponders the idea of pursuing another career, but also toys with other
aspects of how he perceives himself. His reflections on whether he is homoppeaal a
throughout the novel: "Pero mentalmente he sentido la nostalgia del maricotoperfec
De que me gustaran igualmente los chicos..." ("Mentally, I've felt nastaligbeing the
perfect fag. For equally liking guys..." ; Villena 61). However, Rafa neaxgzals the
truth of whether or not he is gay. He even addresses the reader directly tdeaakeat
he will remain silent on the subject: "Oigo tu vocecita, lector, pidiendo como todos—
como yo mismo hago—mas carne: ¢ no iras a decir, Rafa, que nunca te lo hiciste con
ninguno, no? [...] por el momento, cabrito preguntén, guardo silencio” ("I hear your little
voice, reader, asking like everyone does, like | myself do, asking for more alirteY
not going to say, Rafa, that you never did it with a guy, are you? [...] For the moment,
you guestion-asking swine, I'm keeping silent on the subject” ; Villena 61). gsiluge
the reader produces a specific effect: Rafa asks the reader to exploosghmlity that
he might be gay, but he leaves the reader suspended in the question, preferringito remai
silent and thus leave room for the reader to wonder what the truth may be. béder, R
describes a sexual encounter that began during a threesome with his loaed Lia

another man named Pedrito. Rafa and Pedrito ended up being lovers for a few days, and
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Rafa admits he has not had any encounters with another man since then. However, Rafa
continues to dwell on this moment, and on the possibility that Pedrito would return: "Pero
si Pedrito volviese [...] seguramente yo también volveria a esa sexualidaclis ique

no ha sido la mia pero que siempre me ha rodeado y que he llegado a mirar, alguna vez
incluso con envidia de transgresion [...]" ("But if Pedrito came back [...] surely | would
also come back to that sexuality of equals [homosexuality] that has not been mine but has
always surrounded me, and that | have come to see, at times, even with ersvy for it
transgression” ; Villena 133). Once again, Rafa lingers for a moment on thermjoést

what could happen, using the subjunctive voice to explore his sexuality. He utilizes what
happened in the past to wonder what he may have been like, or what he still could be like,
if things turned out differently.

Rafa's memories of his friends also provide him with a space to express his
hypotheses of what has become of them. Upon remembering a friend of his, he remarks:
"¢, Qué habra sido de aquella piba? Nunca he vuelto a verla, me parece. Comassi la tier
generosa al fin (con ella y con tantos otros indefinibles), se los hubgaddrain
contemplaciones en lugar de dejarlos envejecer o sucumbir o ser barridos, sin
misericordia, por un tiempo aspero cada vez mas lejos de su vida..." ("What ever
happened to that chick? | haven't seen her again, it seems. It's as though tbeieg
generous in the end (with her and with so many others), has swallowed them up without
thinking twice instead of letting them get old, or having them succumb, or be swept up,

without mercy, by a harsh time that was ever further away from their tlixdd&na 50).
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Since he never saw her again, he imagines her as forever young, suspended of a ki
Neverland.

Rafa also entertains the possibilities about whether former Madrid meyopT
Galvan understood what he was saying when he exclaimed famously at a rock concer
"Colocarse y al loro," ("Get high, and quick™) which Rafa translates to rffieq
atentos, chicos. Drogaos y pasadlo bien" ("Listen up, kids. Get high and have a good
time" ; Villena 59). To have a politician state such a thing to a large crowdastal
unheard of, but his words became one of the creeds of this era. The question of whether
Galvan understood what he was saying has been debated by a number of people,
including Blanca Sanchez, the curator of the 2006-2007 exhibits titled simply "LA
MOVIDA." Rafa admits that while he and others have wondered if Galvan knewéhe tr
meaning of his words, in the end no one knows for sure: "¢ Sabia 0 no sabia Tierno, se
atrevié o no se atrevio? Nadie podra decirlo hoy con certeza” ("Did Tierno know, or
didn't he? Did he dare, or didn't he dare? Today, no one can say for sure” ; Villena 59).
Since there is doubt surrounding Galvan's exclamation, it is infused with oppeguaiti
contemplate subjunctive possibilities: did he understand what he meant, or did he simply
say something that someone told him was slang that young people would relate to?
These questions are unanswered, and remain only speculations.

The ambivalence of exploring possibilities of the past also relates to imelianc
When the narrator, Rafa, is not musing about what has become of his old friends or
wondering who he might have become, he often displays melancholic behavior. One of

the main differences between mourning and melancholia is that melancholid is "[
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complicated by the conflict due to ambivalence” (Freud 256). The ambivalence that
Freud mentions is derived from an inability to complete the mourning process, for in
melancholia, "[...] countless separate struggles are carried on over the objduth

hate and love contend with each other; the one seeks to detach the libido from the object,
the other to maintain this position of the libido against the assault” (Freud 256k Rafa’
disposition corresponds to the tensions between mourning and melancholia, for he
alternates between love and hate for the memory of the Movida era. Betweeaniled det
descriptions of his sexual encounters, the parties he attended, his drug and algehol usa
and the realistic portrayal of the social mileu of the Movida era, Rafa voicefgiwatal
melancholic reflections. Due to his extensive self disclosure in the novel, Rafa
exemplifies an important characteristic of a melancholic, the presétioe'$...] trait of
insistent communicativeness which finds satisfaction in self-exposureld(Bd). The

lies and the unanswered questions Rafa shares serve to augment his intensive self
exposure in the novel. His self-exposure also relates to the way that memdgn&jnc
because something is always left out of memories. By exposing the fissureswnhi
memory, Rafa is implicitly commenting on the impossibility of capturing bselate

truth when remembering anything.

Furthermore, Rafa focuses his energy on memories of his past, demonstrating
how "The complex of melancholia behaves like an open wound, drawing itself to
cathectic energies" (Freud 253). Rafa seems to want to nurse his wound, the kss of hi
past, by focusing his energy on the loss of his friends, of the unbridled freedom and

experimentation he enjoyed. However, everything he recalls from the pastisdmm
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that it is lost: "Each single one of the memories and situations of expeuthinty
demonstrate the libido's attachment to the lost object is met by the verdialitgftreat
the object no longer exists [...]" (Freud 255). Rafa repeatedly acknowledges his
displeasure that the past has been lost, that it no longer exists. He constarnitigsles
the past as a brilliant, idyllic time: "Noches de fulgor, de joyas y piethBs calientes,
siempre. Asi era. Con besos que sabian a whiskgomaacolay a farlopa, con
obviedad" ("Nights of brilliance, of jewelry and leather. Hot nights, always. And so i
was. With kisses that tasted of whisky and Coca Cola and of blow, obviously" ; Villena
137). One can almost imagine Rafa waxing nostalgic about his wild nights, ank&ris
that his libido is attached to this lost period of his life. However, this sort of pigsieri
is often followed by a lamentation: "Claro que habia drogas, sexo vy brillo, pero—
evidentemente—se tenian que acabar. El orden jamas tolera la Felicidad; {{i€re
were drugs, sex, and sparkle, but—evidently—this all had to end. Order never tolerates
Happiness" ; Villena 137). While Rafa fondly remembers his past and seems t@becom
caught up in these memories, he is always sobered by the realization tavitie-era
is over.

Rafa refers to how "El orden" does not tolerate happiness, most likelyngfer
the 1990s politics of theartido Popular(The People's Party, known by the letters "PP"
in Spain), led by people like José Maria Alvarez del Manzano (mayor of Madrid from
1991-2003) who dedicated himself to eradicating activities like drinking in thesstreet

which is commonly referred to abbotell6ri°. At one point, Rafa mourns his friend

%5 "Botellon” literally means "the big bottle," butrefers to the phenomenon of drinking in the s&reeth
a group of people, usually at night. It is stit@mmon practice in many Spanish cities.
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Félix's death, and associates the death of radicalism with Manzano: "jAcojoRéliids
De verdad. Tu te has muerto, tio. Para que no te matase ahora el alcalde de Madrid, un
blanddn del PP, que no hubiera podido resistirte la mirada ni un segundo tan solo”
("Freaking out, Felix. Really. You died, man. So that the mayor of Madrid, a weak,
bland guy from the PP couldn't kill you. He wouldn't have been able to resist yeur sta
for even a second") ; Villena 23). The former mayor is mentioned at another point in the
novel as well. While Manzano's name is not mentioned, he is clearly referred:to her
"Madrid ahora es una ciudad sin alma, regida infinitamente por un alcalds palet
Madrid—aquel Madrid—ha muerto” ("Today Madrid is a city without a soul, governed
by a small-town mayor. Madrid—that Madrid—has died") ; Villena 226). Manzaso wa
a departure from former mayor Tierno Galvan, who sought to connect the politics of his
party, thePartido Socialista y Obrero Espafi@SOE; The Spanish Socialist Worker's
Party) with the youth culture of the 1980s. For many, Galvan's death in 1986 marked the
end of an era. In the following, Rafa describes how much the social and political
situation has changed since the 1980s:
Lo dicen todos—seamos exactos, casi todos—: vivimos tiempos muy sombrios y
la basura (real y moral) esta rebasando el mundo. Tiempos de terrible derecha
camuflada con democracia. Oscurisimos tiempos. Asi es que, al recordar,
inevitablemente, uno siente nostalgia. Sobre todo de aquellos dias dorados, tan
atras, que tu no sabias que lo eran. Cuando todo parecia abrirse. Ahora ocurre
exactamente al contrario. (Villena 205)
Everyone says it—well, to be exact, almost everyone—: we live in somber time,
and trash (real and moral) is overtaking the world. These are times of thie terri
right, camouflaged with democracy. Really dark times. And so itis that, in
remembering, inevitably one feels nostalgic. More than anything for thasengol

days, so far away now, that you didn't even know what they were. When
everything seemed to open up. Now the situation is completely the contrary.
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According to Rafa, the politics of the 1990s are a far cry from the 1980s, when the
transition to democracy was in process and it seemed that everything \wesrngegHe
realizes that, at the time, he did not appreciate the freedom he was affprdedeb
liberal politics. Rafa remarks at different moments that the Madrid of thevpadetter,
with a greater amount of freedom: "[...] este otro Madrid de mi vida feliz\gt ®ther
Madrid, when my life was happy") and "Madrid habia sido la libertad” ("Maddd ha
been freedom"Villena 48; 290). Paul Julian Smith comments on Rafa's concept of
freedom: "It is a freedom that, although lost, is wholly identified with the ¢8wiith
71). Rafa suggests that his life was once full of happiness and freedom, but tivege fee
have ceased to exist. Smith's assertion also fits in with his concept of the imonnect
between urban space and emotion. Rafa's comment reflects a great sensdgid farst
the tragic loss of free expression. Even the title of the ndbadyid ha muerto,
esplendor y caos de una ciudad feliz de los ochentggests that 1980s Madrid is dead.
Interestingly, the phrase itself, "Madrid ha muerto” is attributed tgdesManuel Pifa,
who would later die of AIDS (Smith 67).

From Rafa's perspective, it becomes evident that everything was békterpast,
even the cocaine: "[...] era buena, auténtica y no la basura cortada y asquertagd
a ser" ("it was good, authentic, not the disgusting, less pure trash thatriekder” ;
Villena 38). Television was also better "[...] la television [era] mas vadgydan
distinta a la tele mierda de ahora" "Television was more avant-garde, serdiffem
the shitty TV of today" ; Villena 139). Rafa is constantly faced with thigyehat the

things that he loved in the past do not survive. It seems that everything he talks about
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was more pure and more innovative, or at least, that is the way he remembersit. He i
clouded by his melancholic state, unable to let go of an idealized, romanticited pas
Later, Rafa talks about Andy Warhol's emblematic visit to Madrid, describimgdlNVas

"[...] aquella celebridad de la modernidad absoluta (es decir, me temo, de la mabtlernida

ya muerta) [...]" "(that celebrity from absolute modernity (which is g k&ear, from

the modernity that is now dead)” ; Villena 31). Again, there is a sense that what was
once alive and well is now mourned and lost forever. Rafa summarizes his ideas, which
could be related to the entire era of the Movida: "Eso les ocurre a las manzates-boni
decia el poeta—, que se deslucen y pudren en lo que pasa un suspiro” ("That's what
happens to the pretty apples—the poet said—the ripen and they rot in an instant" ;
Villena 31).

Rafa also exhibits other features of a melancholic, such as "[...] a profoundly
painful dejection, cessation of interest in the outside world, loss of the capacity,to love
inhibition of all activity, and a lowering of the self-regarding feelirgga tlegree that
finds utterance in self-reproaches and self-revilings, and culminateinsiotal
expectation of punishment” (Freud 244). These feelings are due to the factféhaafRa
incorporated the lost object into his own ego; he is paralyzed in his melancholia. Rafa
vacillates between narrating events in the past and reflecting upon thenhé&pnesent,
often in a self-deprecating manner, such as in the following passage:

¢, Como—me pregunto hoy—podiamos beber como esponjas y hablar y gastar

bromas y sobrevolarlo todo, entre tanta gente, compitiendo al fin, y con una

musica excesiva y brillantemente atronadora? Me lo pregunto—idiota de mi—

con voz de amargado y voz de viejo. Y esa voz (paternal y papista, lo supe
siempre) me es odiosa. (Villena 42).
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How—I ask myself today—could we drink like sponges and talk and tell jokes
and brush past it all, among so many people, competing in the end with excessive,
brilliantly deafening music? | ask myself—I'm such an idiot—with the voiae of
bitter person, the voice of an old man. And that voice (paternal and papist, |
always new that) is hateful to me.
Rafa's thought process is typical of a melancholic, which is disting