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Abstract

This thesis explores shifts in Spanish cinematic expressions of the racialised (immigrant)
otherand considerthe impact of thdinancialcrisis(20082012)in these portrayals. It
argues that the crisis heightened anxieties over globalisatientity, and the standing
of Spain in the world. It posits that these concerns are expressed in Spamsithfilm
depictions oincreased precarity in sociegmbivalent portrayals afclusionof the

Latin American and Africammigrant in Spanis$ociety, and an articulation of power
connected to international intervention and supranational collaboration. These
cinematic trends contribute to redefinitions of the nation in terms of significance and
Europeanness, where tlpgeviousmarkers of wealth and opportunity lose relevance
against notions such asoperationand conviviality. The financial crisis has incited
discourses of solidarity that create points of affinity based on a shared precarious

experience.

The thesi®ngages wit theoretical work on Spanish film and social scietwesveal
trends in contemporary Spanish cinemaelation toresponses tdhe financial crisis

and globalisationt interrogateshow the selected Spanish films express nation through
the portrayalsof its community, displays of power and influence, or notions of
otherness that are challenged or encouragfeugh representationA selection of
fourteen films from the period 2008015 confornsthe case studies, which illuminate
changes in théepictilnsof the (immigrantptherand their contribution to notions of
nation. While the thesis underscores trends in Spanish fiction film arising fromia shift
anxieties derived from the financial crash (2@082), the period of study expantis

20052015to better identify the transformations.

This is the first study to illustrate a shift in anxieties from, on the one hand, the control

2F (0KS 02NRSNJ FYR {LIAyQa NBIFIRAYySaa G2 |
hand, concerns derived fromgloBali G A 2y > AY ONBF aAy3 LINBOI NA
the world. The thesis contributes to scholarship on Spanish and European cinema,

giving visibility tananyfilms underrepresented in academic work. The thesis manifests

that these films projectideas ¢fl G A2y GKI 0 NBFaaSNI { LI Ay Q:
as a global ally, construct Spain as a place of multicultueadisience, and present

globalisation as the cause of precarity.



Declaration

| declare that this thesis and the work presented aretmy ownNo portion of the
work referred to in the thesis has been submitted in support of an application for
another degree or qualificaticat any other university or institute of learninthis

thesis has been submitted alongside the completed LIMU declaration form.



Glossary

A

11-M:{ K2 NI "R N aNOWK ¢ @ LG NBFSNR (2 GKS RIGS
11t March 2004.

15MY { K2 N#i2 FF 2aNJ&sémdp LG NBFSNE G2 GKS TFTANAID
a consequence of the political responses and management of the crisis. The
demonstrations that started this day in Madrid continued for months and became
nationwide. The protests becarhe Y2 @SYSy iz It a2 (y26y | a o
ignited debates over austerity measures, precarity, the political parties, the Transition,

and unemployment, among others.

Cayucosmall fishing boat similar to a canoe. Often used by immigrants attempting to
cross from Mauritania to the Canary Islands.

ConvivenciaPeriod associated with a peaceful and enrichingxéstence of Muslims,
Christians and Jews in the Iberian Peninsula during medieval times. There are no exact
dates for this period, but it fallsithin the 8" and 13" centuries

CostumbrismArtistic and literary depiction of everyday custommanners, language,
and life. Popularised in Spain and Latin America in thed®ury, it still influences
cultural products nowadays.

Cultura de la Transicién (CT¢rm coined by journalist Guillem Martinez thders to

the behaviours and practices that emerged during the Transition from dictatorship to
democracy, such as thetion of consensus, the tacit pact of forgetting, a desire to
move forward without conflict, and a political transition agreed and defined by elites.

Guardia CiviLawenforcement fore founded in 1844. It is military in nature and
organisation, respondgnto both the Minister of Interior and the Minister of Defence.
While the Policia (Police) is in charge of urban areas, among other tasks, the Guardia
Civil patrols highways, borders, and rural areas.

HispanidadHispanieness. Term that emerges in thestidecades of the Twentieth
century and that is appropriated by the Franco regime to assert particular bonds with
Latin America and justify expansion in Africa. It emphasises Spanish ancestry,
Catholicism, and Spanish language as the identity markeisrthgtthe potential for a
new Empire under Franco. The term evolved after the dictatorship to become an
umbrella for Spanish and Latin American countries, eventually losing to other terms
such as Iberd\merican (iberoamericano).

HispanotropicalisomSpanistapproach to colonialism in Africa that legitimised it. It
consolidates ideas of a common historical past with Africa that expands to the period of
Convivencialt brings notions of Hispanidad as an encompassing identity based on
Spanish language and Cdtbigm.It disguises itself under gentle colonialism and the
sharing of what it is interpreted as superior culture and technological developments, for
the modernisation and improvement of the colonised territories.



ICAAInstituto de & Cinematografia y das Artes Audiovisuales (Institute of
Cinematography and Audiovisual Arisilependent institution ascribed to the
Secretary of @te for Culturejn chargeof developing and implementing film policies to
support the film industry.

INE Instituto Nacionhde EstadisticaN@tional Statistics Institutelhovernment agency
that collects datalaout the demography, society, and economy of Spain.

Maurofilia Attractiontowardsand appreciation the Moor, their culture, and
heritage.

Maurofobia Fear and regction of the Moor, their culture, and heritage.

Patera small fishing boawith a flat bottom. Often used by immigrants attempting to
cross from Morocco to mainland Spain.

PP¥ {LIyAakK O2yaSNBI GAGS LI NIe&x ath NIAR2

PSOESpanish labaNJ LJF NIie 2 &t F NIAR2 {20AlFtAadl hoN.
Labour Past)

ReconquistaReconquest. Period in Medieval Spairewsome of the Christian

Kingdoms started to coordinate efforts to expel the Arab and Berber communities in the
Iberian Peninsula. It reached a peak with the marriage of Ferdinand and Isabella, the
Catholic Monarchs, who united their Kingdoms and eventually led to the expulsion of
Arabs and Jews from the Iberian Peninsula.

Vox Spanish political parfpunded in 2038. Of farright ideology, the party was initially

of little significance because it did not have any seats in any local, regional or national
parliaments. However, it has continued to grow and currently has 52 seats in the
national congress.



Disclaimer

All translations are my own.

The stills used as examples in the figures have all been screaeddime. They

comply with the UK copyright laws on the use of film stills for education purposes and
can be included in the repository once the final wersf this thesis has been

approved.

Small sections from Chapter 3 hageentlybeenpublished irSuarez, M. F. (2021)

G¢KAA Aa y20 tIFINRA&S FyR GKS W2dz2NySe 2|
and the Portrayal of the Stfaharan Immigralky ¢ 62 { LI yAaK CAf Yac
B. and Jacob, F. (edsligrants' Perspectives, Migrants in Perspective: Human

Displacement in 21st Century FildinburghEdinburghUP, pp. 163185

Small sections from Chapteh&ve recently been publish@dSuarezM. F. (202)
GWwSO2FSNAY3I YSY2NES NBFaaSNIAYy3a 9dzNRLISI y
Hispanotropicalism iRalm Trees in the Sn¢2015) andNeckard H 1 Mp U ¢ G.y DS N.
and HaywardS.(eds.)Routledge Companion to European Cindraadon: Routleds

The total word count of the body of the thesis, including footnotel,, 6.
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Introduction

This thesis exploragepictions of nation in the period 20@®15 incinematic narratives

of the immigrant and racialisexdherin contemporary Spanish film. In their depiction of
othernessthese films illuminate the way in which Spaimiginedin relation to this
difference. The case studies provide important insights into how these portrayals have
evolved during this periogarticularlyconcerninghe impact of the financial crisis
(20082012) and related events, which affect themes, portrayals and narratives during
and afterthis period. The thesis suggests that the changes that these films portray help
us understand transfaations in notions of nation that emerge in response to the crisis

and the eventsurroundingt.

Much of the scholarship that engages with the portrayals of migrant and diasporic
characters in contemporary Spanish film assertsaliabughmany of these films

position the immigranas protagoniststhe filmseither speak more of Spain thantbie
immigrantother (Santaolalla, 2005; Iglesias Santos, 2013; Ballesteros, 2015) or present
a Eurocentric lens (Corbalan and Mayock, 2015; Pérez, 2015; Murray, 2018; Trifonova,
2020). Most of these studies focus on how these portrayals construct or challenge
notions ofothernessThose that approach the way that tbibernesconfigures

notions of Spain, study the poeisis periodThe works of Kinder (1993, 1997) and

Labanyi (2002) pay attention to how national identity is expressed through film, yet
having ben published before the period of analysis of this thesis, cannot consider more
recent transformationsZamora (2016) focuses on identity in the context of the

historical regions and the tensions tfzaitse from this cexistence of national

identities However,for that reason, he focuses on films that address this internal
plurality but not orthose engaging witthe figure of the immigrantRaquel Veg®uran
(2016) approaches immigration and identity in Spain, yet her film case studies do not go
beyond 2008 and the impact of the crisis in these portrayals is therefoeeldgssed.

Thus, there is not a comprehensive study evaluating thadtrof the financial crisen

the narratives and representation of the immigrattierand their function in depicting
notions of nationMy original contribution to knowledgmnsists oflevelopments in

the cinematic portrayals of the immigrant and atisedotherthat help us understand
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transformations in the way that Spain imagines itself. | argue that the financial crisis
becomes a transitional moment when ideas of Spain as a successful model of transition
to democracy are challenged. The finanaigicand the events that surrounded it saw
a shift in anxietiefrom thosederived from a sudden increase in immigration, evident
in the films of the previous perioth anxieties derived from the impact of globalisation

and an increase in precarity.

Theterm dnational identitg ondbines two abstract concepts, that of nation and that of
identity. Halland Du Gay1996, p4) assetk I Gt ARSYy GAGASa | NB GLJ N
Fl yil adséd FINBRY GKS yINNFYGAGAALF GA2YydaBT GKS
stories and performed. Indeed, for Hatld Du Gay1996, p.4), identiesare constantly
0SAYy3 LINPRdAzZOSR Ay I LINRPOSaa GKIFG O2y OSNY:
KIS 06SSYy NBLINBaSyiSR IyR K2g (KIFdinoSF N&
the narrativisation of the self to which Hall alludes above, it is precisely the presence of

the otherthat allows theselfto appear.Othernesss constructed through difference,

but this difference does not simply connote variation. Instead aHaIDu Gay1996)

note that this difference encompasses tension and power dynamics.

Exploring the filmic representations of the immigrant and raciatifest allows us to
unpack how the nation is articulated through ideas of difference and similarity, and
whether these portrayals construct the immigrant in different ways depending on their
origin.Representation happens irdscoursgHall,1992, p930 = (G KI 0 AazX @Al
2F GFE1AYy3 062dzi 2NJ NBLINBaSyiGAyIwer2YSiGKA
2LISNI 1Sa¢d ¢CKSNEF2NE>X | a OAy terfiguiehotheRA 3 02
othertalk about or represent ideas othernesembedded in power dynamics
Furthermore, thiothernesss constructed in opposition to ideassgifthat configue
cinematic visions of Spain. In the context of this theii@rnesemerges as ethnic and
racial differencearticulated through the body, language, customs, and origin of the
characters. In particular, the argument engages with theEumopearotherfrom Latin
America and Africa, noting how thethernesss further shaped by the colonial and
postcolonial hiries between these territories and Spain. In exploring filmic portrayals
and narratives of the Latin American and Afriotioer, this thesis provides an
understanding ohow Spain anethernessre articulated in film. Since a discourse
& LINE R dzO Sge thit ghapes p@rBeptions abdNJ O G A @92 p9d),Ifilmt £ =
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narratives of thether, as cinematic discourses, produce ideastloérnesghat shape

(or challenge) stereotypes and that, simultaneously, support particular notions of Spain.

Nation as a imagined community

This thesis is grounded in thencept of nation and the way it is represented in

contemporary Spanish filrhdraw onBenedict Andersori09]) to addressation and

the national. Thus, this thedikes as starting point notions médtion as a construct and
animagined communitthat islimitedandsovereignFor Anderson, the nation is an

imagined communitipecause its members do not require to know each other to

experience a sense of communion and comradeshigirtitedbecause\ i Kl & G FA Y
StlraidAao0s 02dzyRFNARSaz o0Se2yRILpRAKist AS 20
sovereigrbecause it aspires to freedom and sddtermination.However with the

impact of globalisation, aspects of this definition have become outdated. Thus, the

notions of thelimited, sovereigandimagined communititave been adapted and

modified through the thesis, as elaboratggbnfurther below.

Il YRSNE2Y Q& vedchttismKronadiffet@&hidntsAnthony Smith (1991) and

Paul James (2006) argue that the understanding of nation in tenmsgiedmight

be problematic because it cée read as an abstract construction and not real, an
argument that Hobsbawm ariRlanger (1992) makby equating imaginatiowith

invention. For Smith (1991), the risk of understanding nation as something not real can
be averted by emphasising the performance of national culturérenengagement

with the collective history within theommunity whereasdr Paul James (2006), the
apparent disconnection between the imagined and the real can be resolved through the
enactment of the nation in history, politics, or institutio@batterjee {991)questions

I Y RS NE& 2 y Qaf postdoBratvafofalismsakingasamodeli KS O02f 2y A & SN
natiomalisns. For Chatterjee, this positioning denies postcolonial nations the agpedicy
abilityto imagine themselves. Instead, Chatterjee argues that postcolonial nationalisms
emerge not through similarityut through difference and oppositiolm the context of

this thesis, both points are valid, as Spain+{poahco constructs national identity taking

15



asamodel other European countries but also consciously departs and opposes the

signifiers of the Francaisegime.

In thisthesis, the notion oimagined communityefers to thecollective

conceptualisation ch communityof belongingthe abstract awareness cdmmon

culture, historyor lived experiencbetweenmembers and their understanding of these

as acharacteristic of the community groupheimagined communitgf a nationdoes

not necessarily exist withits limits(e.g.,diasporic communitiesand not everyone

living within the boundaries of the nation migtéentify withor be included irthe

asseiated nationalmagined communityBelonging to thisnagined community

becomes a process of (re)cognitimetween individuals and the grouphis

understanding connects with Giddens (1991) andlthid andcontinuous construction

2F 2y SQapdit & Falehsir@D4) takes further to explaithe construction

of 02t ft SOGABS ARSYGAGASE 020S GKS fAYAGaA
oraNBaAaildlyOS ARSYGAGASa¢ o AGKASOvingkdne y I (A
oftheA 34 dzSa LINBASYGISR 6A0GK O KSlzy Nyt @I INS G | (0 A
acknowledging collectivand abstractdentification witha nation, Sgrense(2004)

differentiates between thécommunity of citizerssand theécommunity off Sy G A. Y Sy (i €
Thecommunity of citizens configured by the relationship between the naistate

and its citizengor examplethrough voting rights, tax collection, access to the health
servicesnationality requirementsgtc. The community of sentiment, in contrast,

emerges between the citizens through shared culture, languagtistory. While the
RAAGAYOGA2Y OFy ONRY3I FdzNIKSNJI ydzt yoSa 2
terminology ofimagined communitgnd considers simultanously both aspects of

community, noting the way in which governmental policies create notions of inclusion

and exclusion, and also how the relationships within the group challenge and negotiate

belonging to the community.

Another area of criticis®@ T | Yy RS N& 2 vy i the Ineauith gssuinedanhg]]
construction of nations or its emphasis a political organisatiothat does not always
apply to noAWestern communities (Stephens, 2013; Chatterjee, 1991). &18i#h)
guestionghe connections made in theorks of Anderson1991) and Gellner (1983)
between the creation of nations, on the one hand, and modernisation and

industrialisation on the other point thatChatterjee (1998, p.68) indicatdeat
16



GAYSOAGlIOof & A0GNHzZOGdINBEwag GKS g2N2 R OO DN
the context of this thesis, the emphasis on modernisation and political organisation
does not become problematic, with pedstancoist Spain building a new national

identity precisely on ideas of European modernity and democracy.

Despiteitslih G G A2y a3 ! y RS dEnBightuiunderdtiiiiing oM@ A R S a
Spanish film supporideas of natiorand functions as a structuring tool for the analysis
sections As prodicts of creativity, fiction flms engaging with Sgaidthe other

construct particular visions of Spain related to its territory, its societyrgéisation,

and the relationships between Spain and the places of origin othle¢ and, thus,

imaginel KS yIFGA2y® t I NI 2F (KAa GKSaraaQa | NH
within the supranational European context and the importance of modernity and
Europeanness in this constructon F2 NJ 6 KA OK | YRSNE 2 yama F2 Od

politics andhationalisms are relevant

While | engage with the work of Anderson concerning the core aspects of nation, that

is, the nation as amagined communitthat is alsdimited and sovereigntheir

adaptation andapplication to the case studies require funtindarification. | apply

Il YRSNE 2Y Qa oblimithdmmt @nlyyoxhie phgsjcal borders that define a

nation-state against other natiestates, but also to the metaphorical borders arising

from immigration policies and that produce the idea of iliggaFollowing Anderson

(1991), | usémagined communitgs an abstract construtdunded upon ideas of

national comradeship and fraternity, but stressing its constant negotiation through the
inclusion or exclusion of thaher. In the context of Spaindb not approach other

internal nationalisms, such as those of the historical regions, although | understand
{LIAYyQa yIFdA2ylf ARSyGAOde a 2yS AYyONSI| a,.
Part of thismagined communitis conceptualised in tersnof cultural affinity that

derives from a shared history, language or customs, which create more points of

similarity with the Latin Americanherthan with the Africammther. Concerninghe

sovereignl expand the focus from its original conception.eksdn (991, p.7)defines

Al Ay GSNXYa& 2F aFNBSR2Yé FTNRY GKS G KASNI |
political organisation and sedfganisation. | shape this ideasoivereigntyo include

notions of power as political influence beyond tiagion-state. Bauman (199&ffirms

that contemporary natiosstates have diminishing control derived from globalisation
17



and are turning to supraational configurations to maintain powen the global scene.

For Bauman, this has led to an emphasis on ggamnd order, as the areas where the

32 PSNYYSyild OFy Syl Ot oAarofsS LR2oSNI®P ¢ Kdza .
FAIAKGAYT ONRYS (GKNBFGSYAYy3d LIENEFR2R2YWIt al ¥S
governments to enact notions sbvereigntyand provide sme certainty (Bauman,

1998, p.118). The thesis explosesrereigntywithin this wider scope of power and

control enacted by the state. Particularly, in relation to the control of threats in the
VEGA2YyFE aLl OS I yR { LI Ay Ganal digadisStiors,ysuck azLINJ
membership in the European Union, the NATO, or #28.3 hus, to summarise,

I YRS NE& 2 ¥ Q an thés thgsip is formddibpan understanding oflimited as

physical and abstract boundaries that demarcate the nation andategaccess to it.

The notion ofmagined communitgmphasises the articulation of the nation in the

context of global mobilitymigration and citizenship, paying attention to notions of

inclusion and exclusion from thimagined communityFinallysovereigntyelates here

to how Spain is portrayed connected to ideas of control, influence and pelat¥dto

Europe and thglobalminority or Global North

Building the nation through the map, the census, and the museum.

These three notis of thelimited, the imagined communityand thesovereign

correlate to the three institutions of power for natigndzA ft RAy 3 RSFAY SR A
work (1991, p.163): the map, the census and the museum. Anderson uses these
concepts to discuss how they fagpted the construction of national identity in
postcolonial nations. However, their function as tools for natiaitding is also
applicable beyond this scope. Indeed, while Anderson (I8&d3es on these
postcolonial nations, he also acknowledges these tools were in the first place used
by the colonisers to both validate colonial rule and categorise peoples, events, and
territories. Thus, before thpostcolonial nations appropriated thetmreimagine
themselves, these tools helped colonising naitposition theotherin relation to the
perceivedself | attend here to the characteristics that apply to this thesis, departing
from the case studies analysed by Anderson, whose examples are specific to the

postcolonial context.
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For Anderson (1991ppl74179), the magixesthe territorial boundaries and becomes

a validation of territorial claims, alsstablishing important landmarks, paths,
landscapes, cities, or neighbours. The map assentrol of territories, locate

different peoples in partular geographical spaces, deprdutes, represerd

landscapes, or concedimportance to particular places. The census classifies the
imagined community in ethnic and racial categories presented as clear and delimited,
underscoring the groups who arelindB A Y SR & LI NIi 2FThéd KS yI GA
categoriesselected to bencluded and excluded from the census inform how the
nation-state imagines its population and @thers.The census provides a way to
categorise thetheras imagined by the natiestate, merging racial and ethnic

categories in some cases, further differentiating in others, or making certain groups
invisible by their absence from the choice list. Finally, the museum grants monuments,
artefacts, events, and historical figures notiohprestige and significance presented as
part of a national timeline, connecting the past and the present with a linear narrative
for the consumption of national and international visitors. These notions of the map,
census and museum group the case studresdeterminenow these concepts

contribute to the articulation of national identity in contemporary Spanish films about

the nonEuropearother.

In this thesis, | connect films of journeys to the concept ofithp, as they delimit
spaces of departure drarrival that create the boundary between Spain and the non
Europearother. | understand the census beyond the classificatrdistingof the

peoples in the natiorexploringhow the films on encounters between Spaniards and
the other might challenge #se categories by constructing or blurring differences
between the Spaniard and tlmther. The Spanish national census has been modified
throughout the decades to account for more variapdesl the proposal for the 2021
censusin Spain incorporates, for example, a range of categories such as nationality,
sex, place of birth, year of arrival, civil status, qualifications, or employment, among
others. This new census proposal relies funddally on administrative registers
instead of manualata collectionwhichmeans that formal registration in official
records is crucial for visibilitfhus, the contemporary census@cerned with the

total numbers of the population and their origincsthe profession, studies, and

1 https://www.ine.es/censos2021/censos2021 proyecto.pdf
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routines of its population. This consideration brings the notiaulbiral capitainto

the analysis, which | elaborate on later in this introduction. Finally, | approach the
notion of themuseumalongtwo different linesof enquiry to interrogate how they
project a national and supiraational shared history, notions of power, and value in
cooperation. The first part of this section explores filepgesentinghe Spanish
colonial past in Africa under Francoist rule. Tlosé explores films that portray Spain

fighting against the global threats of global criminal networks and terrorism.

These three concepts of the map, the census and the museum structure the case
studies. Chapter 3 focuses on films that narrativise joxgrnEheir focus on arrival to a
different country connects these films to the notimighe limitedand the map

through portrayals that define the territories aathphasise border crossingluding to
sovereigntyia immigration law<hapter 4 exploreidims about friendships and

romance between Spaniards and thteer. Their exploration obthernessand its

negotiation connect these films to notions of theaghed communityand the census,
where ethnicity andultural capitatreate points of affinitpr difference. Finally,

chapter 5 addesses displays of influence, power and significance in relation to ideas of
Europeanness and participation in globalisation processes. The display of these notions
in connection to both the historical past and the gmsconnecsto notions of the

museum and a negotiation sbvereigntyderived from globalisation. By engaging with
these concepts, the thesis establislhesvthese films imagine the nati@oncerningts
borders, territories, and neighbours (maps); itdtraultural society, its culture, and its
identity (census); and its history, its relationships with other countries, and its

projection of power and influence (museum)

Within these three structuring concepts of the map, the census and the museum,

notionsof precarity derived from globalisation, capitalism and consumption are also

approached in relation to how they challenge or support depictions of Spain as a place

of modernity and wealth. | refer to the notion of modernity in two interrelated ways.

FirstY2 RSNy AGe a NIy3IAaAy3d FNRY GKS aliSOKy2f

organizatonand | Yy 3SYSy(G¢ OhNIAT X wnnnX LIPHp PO

Europe as places of modernity in contrast to the places of origin oftiee This

modernity isvisually portrayed through technological advancemestensiveurban

I NBlFazX yR LXIO0Sa 27F (NI yaaAd diquit daé&mnith y NB
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and itssociety of consumera/hich he associates with the new modernity of

globalisation, on¢hat emphasises individual consumption and pleasure. These notions

of modernity as technology and consumption are expressed through landscape and

place (imited), through the ability to participate in a consumptigniven society

(community, and as théools and technologies employed by the nation to assert

territorial control and participate in cooperative systems for the security of the nation
(sovereignty. Consumption and technology become markers of modernity in portrayals

of Spain, which are oftezontrasted through their absence or through limitations in the
portrayals of the lands of origin of ttherd Ly (KA & (GKSaArAaz L SyYL
YAY2NRGE&é¢ F2NJ GKS INRdzL) 2F O2dzyGUNRASa 27F (!
O2 dzy NSRSV G O2dzy ANAS&¢T FyR GKS GSNY
O2dzy i NAS& 2F0Sy INRPAzZLIBRaAdPSREFNIOGAA BZONRAS A& 2
G dzy RSNRS @St 2 UdbdgrthisQemnology,hs thesidintends to avoid a binary
distinction NorthSouth tha associates geographical position with shared socio

economic and political characteristics. It also avoids creating hierarchies under ideas of
GRSOSt2LIYSydé¢ GKIFIG O2NNBaALRYR (2 AYyRdza G NJ
LIN2EOS&daSad ¢KS 2dadS  2YFA yIRKNR G0eSENNMdzy6RES NB O2 NB a
I O02dzy it 2yte& F2NI wmg: 2F GKS LRLzE I GA2Yy |
LREAGAOFE YR SO2y2YAO LIRGESNI 6KAOK NBLINE:
those areas with the majority 6fKS g2 NI RQa LJ2LJdzf I GA2Y G6KAO
influencé ot aKoeé yYyR ! yYRNB2UGAS HampO®

The terms Europe, Europeanness and European Union might often appear to be used
almost synonymouslyhis apparent slippage is present not only in the film narratives

but also in much of the cited scholarship, armésponds to the amalgamation of these
signifiers during the Transition, when Spain saw EU membership as a decisive
confirmation of its Europeanness. Indeed, despite beargof Europe Spain had been
orientalised by other European countrigsring the 19' century, which saw it as

culturally closer to Africa than to Europe (Said 2002, Matérquez, 2008). This

perception of Spain as different from other European countriesewdsaced and
reinforceddury 3 CNJ yO2Qa NUzZ ST gKSYy 9dzNRLISIYy Ay’
as threatening to Spanish national identAiter the dictatorship, Spain set to reassert

its Europeannesgor which9 !  YSYOSNBEKALI 6SOIFIYS +y 2FFAO
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transformatian. Thus, he construction of aisible and recognisabkeuropean identity

becomes part of the construction 8panismationalidentity postFrancoDiscussing

nested identities in Spain, Medrano and Gutiérrez (2001, p.761) indicate that there is a
GLIRAS MBSt | A2y aKAL 0SG6SSy NBIA2YyLE YR
RSNAOSR FTNRY | LRAAGAGBS RSLAOGAZY 2F 9 dzNJ
RAAGAYOUADS RAYSyaAzy 2F {LBagRYIYD dzZNR YI5
impt ASR a2 0SS 2Ly (2 FT2NBAIAY AyTFfdsSyOoS:
(Medrano and Gutiérrez 2001, p.767). These became signifiers of Europeanness and

European belonging that were ratified with EU membershi

The thesis alsengagesvith notionsof a Smnish national identityyet it consciously
departs from discussions around internal nationalfssmsl the emerging cinema of the
historical region’ such as that of Catalunythe Basque Countrgr GaliciaThe issue

of a national identity is complicatéu Spain due to internal nationalisrm the regions
particularly irhistoricalregions with distinctive cultures and languagegh as those
mentioned aboveBalfour and Quiroga (200&halyse in detail the construction of

Spanish national identity after Franco, noting sighifiers and symbols were purged

G266 NRa | yS¢g ylraAaz2ylt ARSydAdGe OGKFGXZ K2,
Indeed, the authors indicatey the 2000s Spaiwas presenting itselfds Gy GA 2y 2-
Y I 0A 2y anatbnalstatg)2 @ NJ SOSy | ifidthelpdigherd T y I GA2Y

nationalisms of the historical regions (Balfour and Quiroga 2007, p.2). As a
consequence, they continue, definitions of nation and maficdentity are complex in
Spain. In the same way that Medrano and Gutiérrez (2001) identify nested identities
that encompass regional, national and European identities; Balfour and Quiroga (2007,
p. 197) point at the existence of dual patriotisms actlessTountry with particular

strength in the Basque Country and Catalunya, although not exclusive to these regions.
This thesis does not explore these other nationalisms or the tensions derived from this
co-existence. Instead, it focuses on the way in lwv&ipain is represented in these films
and how this representation constrggiarticular projections of Spain in response to

the other. While contemporary Spaacknowledges ancelebrateghe diversity and

plurality of its regionsthe selected films do n@mphasise these internal differences

2 SeeManzano Moren@ndPérez Garz6(2002 or Mar-Molineroand Smith(2020).
3 For Catalarinema, se D'Lugo(1991) andEpps(2012); for Basque inema, seavieg2009) and Stone and Rodrigu¢2015) for
Galician cinema, s&&démez Vifia@014).
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which become blurredndeedother vernacular languages and traditions afeen
absentfrom the narrativeswhich do not include, for example, Euskera or Castuo, as
vernacular languages of the spaces of Bilbadeati@madura. Similarlyraditionsand
customsappearing in most of the filn@ae not exclusive to the depicted regions and
can be found across the Iberian Peninssilech as the giant paper maché heads used in
festivitiesor the street chasing where parpants run away from a pretend bull.
Notwithstanding this, it is important to rethatnotions of Spain are complicated by
internal nationalismsAthoughthere are important filmmakmptraditions in these

historical regionsthis thesis is not approaching these other cinemas

Research Questions.

This thesisnterrogateshow the selected filmic narratives (20R615) construct
particular notionsupported by the portrayal of th&ther, and enquirieshe impact of

the financial crisis (2068012) and surrounding events on these portrayals and
narratives. Based on close analysis of the flms examined, | argue that the films that
engage with the figre of the Latin American and Africatter indicate transformations

in how Spain is imagined. The discussion provides an understanding of how the
portrayal of borders, communities, history, and power contributes to reiimigrc
notions of Europeanness asdpranational influence of Spain, notimgw this
Europeanness has been shaped since the crisis. In this thesis, the temsipreefers

to the period before the financial crisis (26B&12) was officially announced, that is, up
to the end of 2007Nevetheless it notes that although the crisis was not announced
until 2008, precarity had already increased in 2007 as part of the early stages that
would incite the financial crash and thus is reflected in some 2008 films that had been

produced a year eael.

The thesis analyses fourteen Spanish fiction films 20@5),the selectionof whichl
explain in the next section. Firstly, it explores the portrayals adttiexr and their
narratives in relation thowthey construct notions of Spain that derivem its
interaction and relationship with th&ther. It approaches how the filmsagine
particular dimensions of nation related to Europeanngksbal political significance,

modernity, multiculturalism, and globalisation. Secondly, it seeks to elstdidisvay
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that thesedepictionswere impacted by the financial crisis (2€21B8L2) and other
recentevents, which are further elaborated in Chapter 1, such as the debates
originated by the Law of Historical Memory (2007),atsterity protests of the 1H
(2011), the interrogation of the 197881 Transition that these protests fuelled, or the

ongoing cases of political corruption of the last decade.
Thus, the thesis approaches the following main questions across the chapters:

1. How is Spain imagined in centporary Spanish fiction film in relation to its
racialisedbthersand Europe?

2. How have the portrayals of nation been impacted by the realities of a financial
crisis that contradicted previously established notions of Spain as an emerging
economic power iad a land of opportunity?

3. How are the notions of thiimited, sovereigrandimagined communitipeing
shaped in film in the context of globalisatexross the 2002015 periodand

what do they convey about Spain

By answering these questions, the thesigeals that contemporary Spanish fictfdm

after the start of the crisis is articulating different signifiers or modifying the established
ones in connection to the notions of thmited, imagined, sovereign communityese

changes reshape notion$ mational identity that emerged from the Spanish Transition

to democracy (1974982), which at the time attached anchored Europeanness to EU
membership. The case studies identify an evolution from narratives that explore
Europeanness in connection to berdontrols, policies, modernity, and

multiculturalism; to narratives that emphasise the impact of globalisation with more

fluid mobility, global crime, increased vulnerability, and conviviality as a way to

minimise the impact of global threats and pregar\s the discussion reveals, these

narrative shifts are influenced by the financial crisis and the political context in which it

has evolved, such as the debates derived from the recuperation of historical memory,

the interrogation of the successes of theNd Yy aA G A2y FdzStf SR o6& (K
that the austerity measures incited, and an increased sense of dependence after the
European financial rescue. In response to this overlap of events, the flms made after

the start of the crisis show trendsthidlS A Y IA Y S { LI Ay Qa 9 dzNR LIS
membership, articulating a more global narrative of shared historical past,

supranational cooperation, and presenting precarity as a temporary condition of
24



globalisation that can be lessened through unity, fratgrand conviviality. The filmic

narratives and portrayals of the racialisgber offer opportunities to studjow Spain

is configured in relation to thigther. That is, where thetheris constructed as such, a

selfmust emerge in contrast. Thus, thegeff Ya O2y 2dz2NS GKS Reyl YA
relationship with thi®ther, the possibilities of their inclusion in the imagined

community, and projections of Spain as imagined through a fictionalised

Selection of Case Studies.

The thesis engages with egpsions of Spain as articulated in filmic narratives with the
otheror their homelands at its centre, using the start of the financial crisis as a key
turning point. The case studies comprise a selection of fourteen fiction films where the
figure of thisotheris prominent in the narrative, as either the main character or main

antagonist.

| chose the period 2008015 responding to different considerations. Expanding the
20082012 period of the crisis alloiar betteridentifying the evolution of these

narratives and accouimg for delays in production and distribution that might position

films outside this period. 2005 is also the ywhen Santaolalla (2005) and Castiello

(2005) published the most comprehensive academic monographs on the figure of the
otherin SpanisHilm, becoming foundational studies for what has become to be known

a4 GAYYAINI GA2Y OAYSYlF ¢ Ay {LIAYyS | GSN¥Y
relating to post1990s films with characteristics of social cinema, ethical aims, and a

focus on immigrant characters. Covering a decade from 2005, the range expands to

three years on either side of the financial crisis, providing imaisera broader

focus on the evolution within the case studies included.

| concentrate on the Latin Aerican and African racialisether,as these are the largest
groups of norEuropean immigration in Spain and those with more filmic presence in
contemporary Spanish film, points that are elaborated further in Chapters 1 and 2. Most
of the fiction films i®f dzZRSR Ay GKAa (KSaiaa Oly o6S OF
because they focus on narratives of immigration to Spain and aim to prompt the

audiences to challenge prejudice and sympathise with the experiences of the immigrant
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in SpainThis is the casaf Princesas/Princess@sedn de Aranoa, 2009}
kilometros/14 Kilometrg®©livares, 2007Querida Bamako/Dear Bamaiokeé, 2007),
Un novio para Yasmina/A Boyfriend for Yasi{@aadona, 2008Retorno a
Hansala/Return to Hansal&utiérrez, 2008)Amador (Ledn de Aranoa, 201@yelyn
(de Ocampo, 2012piamantes negros/Black Diamorfédécantud, 2014), andl

wl & 2kl I a §Arafj@aind de Nava, 2018)nclude in this categoidacran
enamorado/Scorpion in Log@@annou, 2013), although tle¢heris consciously not
characterised as an immigrant but a racialised Spatisnbecause of the colour of

their skin.

azald 2F GKS FTAftya fAaldSR | b&ase oftieBainist 42
smallbudgets, and limitedistribution in cinema. Elsaesser (2005) indicates that the

typical festival film is made with modest budgets and mostly unknown or amateur

actors, and they often compete on novelty and@ntema aspirationszilms created

with the intention to be distribted in festivals might also risk engaging inesatticism,

GKFG Aas aNBLINBaSyidAaAy3a @2dNBSEF (2 GKS h
(Elsaesser, 2019, p. 13). The narratives in these films, thus, might be influenced by the
perceived expectaiins of the festivalilm audiences, including not only those for whom
FGGdSYRAY3 | FSalAaoglrt Aa aly SadlrofAaKSR
journalists, distributors, sales agents, and jury members (de Valck 2007Ap.32).
Elsaessef2019, p.28alsonotes, films aimed at the festival circtéhd to portray

particular visions of the nation that answer to specific expectations of the film festival

audiences:

there is a tendency of films within the festival circuthether from

Asia,Africa or Europe to respond and to comply, by gestures that

' Y2dzy G (2 ISERNVIOADT PRyNBRCSYAMIf Yladeizy G K1
tendency to present to the world (of the festivals) a picture of the

ASEFI I yINNYGADS 2 Tatrepoduceaory I GA2Y 2 NJ
anticipates what one believes the other expects to see.

Tamara L. Falicov (2010, p. 7) indicates in this regard that the European funding system

Ay a2YS Ol asSa NBljdzSada FAEYYIFI{1SNE G2 OKI

inteNy I A2yt FdzyRSNE¢ FyR [[d2GSa htAJASNI

GLIFGNRYIF3IS 2F INGAAGAO ONBIOGAZ2Y Ay GKS O;
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08 yS202t2yArtAad GdAGdzZRSa Ay KAOXK | NI,
study, continues Falicov (2000), evidenced examples such as requesting locations that
were less green or the inclusion of round huts in order to evoke stereotypical

' TNAOFYYyS&das gKAOK F2NICIHEAO20 6HnAamnIE Lib
to commission the exotic on their terms, or to acquire a public relations tool for
governmental ministries of external (or foreign) affairs from which a lot of this
AYGSNYLFGA2y Lt RS@St2LIYSyd Tdzy RApBH), By yI G
situai A2y O2yySO0a G2 gKIFG aANREFY w2ad8 OHAMI
particular, the impact of Western tastes in the allocation of festival funding and the
LINBaddz2NE F2NJ FAEYYlF{SNAR (G2 aLINRRdzOS | dzi K:
0 KSANABRSER {2 NI 2 S AnitsNgy, thedse bfStg¥rébfpical tropes

around a nation or an ethnicity is put at the service of an assumed readability for

audiences of the global minority.

Not all films included here are festival films, howeVaeimmigration filmdPrincesses
(2005),Amador(2010) andscorpion in Loy2013) had commercial aspirations, stand
closer to the hegemonic national cinema, and obtained significantly more funding in
Spanish film grants. The case studies include also moreeramtly orientated films
that are not part of immigration cinema, suchNishabra paz para los malvados/No
Rest for the Wicke@rbizu, 2011)El NifidThe KidMonzén, 2014), oPalmeras en la
nieve/Palm Trees in the Sn@onzalez Molina, 2015)he intusion of these films
bringspoints of comparisowith immigrationfilms. Thiguxtapositioninforms
conclusions regardirthe extent to which the transformations noted in this thesis are
restricted to some types of films or are more widespread. The tinetisles, thus,

both immigration cinema films and nammigratiorrcinema films that have the figure

of the (immigrantptheras anessentiapart of the narrative.

One element that connestall the films selected, whether immigration cinema or not, is
belongingo hegemonic national cinema through funding. | turn to the ideanaima
of citizengStone201& LIJPHTNO & 2yS GKFG aAa LISNOSA
and responsibifi A S & ¢ ® 2DPRNJI2GO) tRis/chema of citizens

will be one of similarly close links betwegvernment and

filmmakers that are established and maintained (directly and
indirectly) by funding, educational strategies, investment in related
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infrastructure, policies, quotas, incentives such adaaeaks,
sponsored training and official campaigns that support and exploit the
soft power of homegrown films at festivals and awards ceremonies

All the films in the case studies can be considenegima otitizensThey have

received state funding and grants (Figure 1), and the majority have either received

awards in some of the most prestigious Spanish competitions or participated in national
film festivals with international projection, such as the Goyards, the International

Festival in Valladolid, or the International San Sebastian Film Festival (Figure 2). Those
that have not been validated in national competitions, sudieakan(Tapia, 2014),

have been showcased at international festivals abroddhee been part of exhibitions

of national culture with the support of the Instituto Cervantes, the official institution for

the promotion of Spanish language and culture abroad. Despite not being rewarded by

the Spanish hegemonic film cultures, like otfilens in the case studieNeckan

provides an excellent point of comparison vidm Trees in the Sn¢2015). Both

narratives are set in former Spanish colonies in Africa and follow a premise of self
discovery and identity that offer insights for thealission of memory structuring part

of Chaptel5. The filmdNo Rest for the Wick€@d011),The Kiq2014), and?alm Treem

the Snowobtainedsubstantiafilm subsidies and several Goya nominations, which
represents, in the wordsf TrianaToribio (2086, p.5),a 0 KS Y2 dzi KLJASOS T2
KS3aSY2yAO FAEY Odz ( dzNB ¢ ewpedefck df Botheali OSy G NJ
these four films have narratives where tht@eristhe main character or the main

antagonist, and they all address either recent histonyational anxieties of threats in

the Spanish space.
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State Funding

Paim Treesn e soow 2015) N ©.500.00000

Meckan [2014) :_ 371,000.00

he ko zore) | !500.000%0

Scorpion in Love (2013) _ 1,015,33.515 |
Black Diamonds (2013} _ 408,752 06 .

Hassan's Way (2013} . 72,000.00
Evelyn (2012) - 250,000.00 ; g
No rest for the Wicked {2011) _ 2,055,25:}.01:;
Amador (2010) _ 1,108,541 84 '

A Boyfriend for Yasmina (2008) | 383.171.37

Retun to Hansala (2008) [ 655498 30

Dear Bamako (2007) [ 243.000.00

14 Kilometres (2007) [N 42133188
princesses 2005) R 105721650

0.00 500,000.00  1,000,000.00 1,500,000.00 2,000,000.00 2,500,000.00

Figurel. Total received in state funding and grants. Compiled by the author based on data from ICAA, 2021 (Instituto
de Ciencias y Artes Audiovisuales).

29



14.00

12.00

10.00

8.00

4.00

200

0.00

18.00
15.00
14.00
12.00
10.00
8.00
6.00
4.00
2.00
0.00

Nominations (N)/Participation (P) and Awards [A)

II | I II | |
14 Kilometres Dear Bamako Retumto A Boyfriend Amador Mo Rest for
[2007) [ 2007) Hansala for Yasmina (2010} the Wicked
[20:0B) (2008) (2011)
0 I I [
Evelyn (2012) Hassan's Way Black Scompion in The Kid Neckan Palm Treesin
(2013) Diamonds  Love [{2013) (2014) (2014} the Snow
{2013) [2015)
m Goya (A) Actors Union [N) Actors Union [4)
m Valladolid IF (P/M) m Valladolid IF (&) W 5an Sebastian IF (P/N) m 5an Sebastian IF (4)

Figure2. Participation/Nominations and Wins in Film Festivals and National A®ardpiled by author from the

website of the Goya Awards, IMDb and Filmin.

Most of these films have been produced and directed bymimgmant Spanish

filmmakers, although I include two films by Spanish directors of African ancestry: Omer

Oké, whaco-directed Dear Bamakand Santiago Zannou, who directecbrpion in

Love Oké produceBear Bamakaifter leaving his post as Director of Immigration for

the Basque government, which he held between 2001 and 2006 and where he shaped a

new immigration plan. Therfilconnects with the aims of this post, presenting to the

native Spanish audiences a more plural range of voices and stories of African

immigration, and presenting to the undocumented immigrant some of the support

available on arrivalindthe difficulties elating to potential integration. These are
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objectives that guide the immigration initiatives that Oké endorsed during his post.

Indeed, in a 200mterview (Aierbi, 2005), Oké indicates that Spain needsnsitise

society through the education systemRan 1 KS YSRALF X y20 2yfé {2
LJdzo £ A O *@ddh YARFZ a2 (GKS AYYAINIyid OFy &S«
Sy Sye ¢ o Dedr Banakesbfconnectsvith the opposing category ttinema of
citizensthat is,cinema okentimenE 6 & 3JIAQBAY 3 a@2A0S (2 NB3IA
YIENBAYFfA&SR 3INRdzLJA aSS{ Ay 32018 ph.278RI,NI RS I |
suggest that it is more firmly positioned within tieema oftitizensbecause of its

direct links with theobjectives of the government, its pedagogical aims towards the

national audiences, and the hegemonic support of state funding and international
exhibition through the Instituto Cervantéhis hegemonic support also applies to

YLl y y 2 dz&carpioh név¥ & film based on the homonymous novel by Carlos

Bardem. This discussion supports the argument on the chantesairticulation of

nation, consideredo have beeroutdated representations of Spain just six years after

the novel's publicationand thedifferent anxieties that the film explores.

The racialisedtherin these films is usually an African or Latin American immigrant
travelling to or living in Spain. However, in the films with narratives located in the
former Spanish colonies in Africa, thikeris not on the moveand it is the Spaniard

who travels to the African space. Similarly, in some filmsithezis not categorised as
an immigrant in the narrative, but as a racialised Spantiedr, such as in the
abovementionedcorpion in LovEor this reason, | use the term immigrant only when
their characterisation links the characters with an experience of migration to Spain,
using the ternotherto refer to characters whose African or Latin American ancestry is
marked in the films through tture, customs or their body, but where their status does
not directly correspond to this migrant conditi@ither because it is undefined or

because it does not apply.

| organise the analysis and discussion of these films accordingderttnalpremise of
the narrative, whether it is a migrant journey, whether it displays relationships between
Spaniards and the (immigramther, or whether it positions Spain as a country of

influence and power through their relationship with titeerand the thre#s

4 Alltranslations are my own.
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associated to thisther.As previously mentioned, the case studies are structured in
three chapters inspired by the notions of the map, the census and the museum derived
from the work of Anderson (1991). They are groupaacerningvhether they portray

a journey to or from Spain (map), depict relationships between Spaniards asttiehe
(census), or evoke history and power (museum). The first group of case studies, on
journeys, include the film4 Kilometre$2007),Dear Bamak¢2007),Evelyn2012),

I I aal yQAE#?3),ahddack Diamond®013). The second group of films include
Princessef005),Return to Hansal@2008),A Boyfriend for Yasmiga008),Amador

(2010), andscorpion in LoM2013). Here, | discubsw they construct ideas of
inclusionand exclusion from the imagined community. The third group of films
comprisePalm Trees in the Sng2015),Neckan(2014),No Rest for the Wick€d011),
andThe Kiq2014). The structuring notion of the museum is expressed through the
depictions and narratives engaging with the historical past, the projections of power of
the nation, and the way that they articulate a position of Spain in the global order

through networks of influence and ideas of belonging.

| excluded from the case shes films made for TV release, sucklsamino de

+ NOU 2 Nk + [fPerézaeNGuamanA, P085) avidsala(2006), which approach
immigration and childhood. There are many other fiction films that could provide
further examples to support the argumentchuasAgua con Sal/Salted Wat@térez
Rosado, 2005Malas temporadas/Hard Tim@glartin Cuenca, 2005/ truco del
Manco/The Ondédanded TrickZannou, 2008)\aufragio/WreckagéAguilera, 2010kl
dios de madera/The Wooden Giblina Foix, 2010),a enta del paraiso/The Sale of
Paradis€Ruiz Barrachina, 2012) escondidas/Hidden Awg014) orTruman(Gay,
2015). The decisions to exclude them fromphienarycase studies were varied but
mostly connected to their availability and the range of exasiey provided
connected to the argument. Where they complement the discussion, specific examples

have been included.

Further concepts of analysis

The film analysis in the case studiesws ortheory in film studies and social sciences.

The main coceptual framework structuring the case studies corresponds to the notions
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of thelimited, imaginedndsovereign communityas introduced at the start of this

chapter. While | attempt to explore these concepts individually, their interconnection
makes somef these aspects overlap. | engage with notions of place to discuss
connotations of inclusion and exclusion derived from its portrayal. Through the

depictions of Spanish and n@panish landscapes, these films create or challenge
RATFSNBY OS 3K SONKiEg SSYR GKIK SOINB € = LI NI A Odzt | NI
modernity as well as of inclusion and exclusion within the Spanish space, whether at the
macrolevel of the largeimagined communitgr at the micrelevel of the family unit

and the closegroup netwaks.

When discussing notions of inclusion and exclusion thrplagie,! dzZ3S$SQa & mdbodp U
helps illuminate howhe films associate certain places with the Spaniard ootter

and how inclusion is symbolically portrayed by entering the places of orfeeaidte

notions ofnon-placeandanthropological placemphasise the mobility of thetherand

create or disrupt notions of inclusion in Sparssbiety. Augé (1995, p.34) definesn

places & (GKS aAyadlrttriAzya ySSRSR F2NJ G§KS |
322Ra¢d ¢KSasS LXIFOSasx !dAS dmbpppu O2y GAy
do not create identityror socialisethey areplaces of transit, places that are

GO2ryQIINdzZE £ € 2 6KSNB GKS NBfIFUGA2YAKALI 0SG6SS
and the space are often guided via signs and directions. These include, for example,
airports, roads, supermarkets, resorts, hospitals, motels, refugee camps, immigration
centres, bordercontrol gates, trains, cars, or shopping centres. The usengslacesn

these films underscosthe mobility of the individuals, notions of settlement and

integration, and their ability to participate in teeciety of consumer$he opposH,
anthropological placés ! dz3S omdppp = Llddpnv y2iSas> ONBI |
connected to a collective of identities, such as the family home. It also integrates earlier
meanings, in that it is connected to history (whether individual ceatole) and has
attachments to that particular social collective. These are places often associated with
society, nation, or culture (Augeé, B9.116), suclas churches, libraries, gathering

squares, theatres, commemorative monuments, schools, or pdrksuse of

anthropological places these films often relates to notions of inclusion and

participation in thamaginedSpanisttommunity However these are noentirely

33



opposing categoriess the individuals negotiate the space, they might transfonona

placeinto ananthropological placand vice versa.

Augé (1995) suggests thain-placesare a product of globalisation and
adzLISNXY2RSNYyAGes | O2yOSLIi Of 2&qghil @ NXBt I GS|
modernity where the individual seeks ngheasures through consumptiofRor

Bauman (2011), since the end of the Cold War and the expansion of capitalism, modern
societyhas beerdriven not by the production and trade of the goods needed in the

nation but byemphasisingndividualism. Bauman (2002011) indicates that this new
modernity leaves behinalheavy modernitybased on community and production) and
reaches diquid modernityfbased on individualism and consumption). Connecting
RANBOGt & gAlGK . I dzRNdsimerlsdtiBrRauman slajnts that thig 2 G A 2
liquid modernityhas transformed societies fronsaciety of producets asociety of
consumergBauman, 2007, pp.780), that is, from a society driven to cover the basic

living needs, to a society driven by individual pleaandeconsumption. The portrayal

of Spain as society of consumecr®ntributes to reasseirigideas of wealth and

modernity (iquid modernity that anchor Spain to Europe and the global minority, yet

this portrayalbecomes contested once the crisis stad®imerge. The ability of the

characters to participate in théociety of consumerseates notions of inclusion that

are also emphasised througbn-placesof consumption, such as retail shops, beauty

salons, or shopping centres. Those whonotengagen this consumption are

characterised alawed consumels G KIF G A& GLIS2LX S 1 O1Ay3
them the stretch the capacity of the consum@t NJ SG € o. I dzYl Yy Hnanp:
approaching the idea of thfeawed consumeithe analysis establisehowthis category
constructs notions of marginality and precarity in ithagined communityAs the crisis

slowly starts to impact life in Spanish society, the struggles @ibthed consumestart

to affect the regular Spaniard. | contend thatthis context, some of the films of the

crisis and its aftermath emphasise a shared precarity derived from globalisetitan

other films of the period underscore the precarity of the marginalisledrwith

narratives of exploitation where they becerfiguratively the object of consumption in

a system driven by greed.
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Concerninghe imagined communitythe portrayals of consumption not only configure
Spain as a nation participating in figeiid modernitybut they also become an activity
that creaes bonds in society. Through shacethsumption experiencethe films
express points of connection between the Spaniards andtties, and promote ideas
of good citizenship associated with a will to decrease the precarity atined

consumer

Anotherway in which consumption creates connections in the cinenma#igined
communitybetween the Spaniard and tl¢heris throughcultural capitalwhich also

becomes araluablecategory to establish how ethnicity and affinity are articulated.

According to Burdieu (1996)¢ultural capitals expressed in three different ways: as
embodiedaccents, dialects, traditionsnd knowledge passed through generations), as
objectified(housing in a particular area, brands, car model, etc.), amdt#sitionalised
(language certificates, degrees, documentation, etc.). The case studies show anxieties
over the compatibility othe cultural capitabf the other, particularly in relation to

European ideals of freedom, equality, and fraternity. In this context, thedifars

notions ofconvivialityto resolve these anxieties. Drawing on the notion of Spanish
Convivencia, that is, the Spanish medieval period wieeGatholic, Jeishand Muslim
population lived in apparent harmony, the work of Railroy (2004, 2006) resits this

idea under the terntonviviality which is concerned with the strategies that

multicultural communities use for a peacefuleastence. For Gilroy (2004xD,

convivialiyNE FSNAR (2 GiGKS LINRPOSaasSa 2F O2KFoAdGl
multiculture an ordinary feature of urbdnA ¥$é oHnnAnnsE LIDEAOSD® LYy (
GNI OAlf X fAYy3IdzAialdAO YR NBfAIA2dza RATFTFSNI
p.852). Instead, the divisions present in convivial communities are exemplified by Gilroy
GHnnp3 LIPn o yyle, ldisdre pietetericés SEanihgh garieniig and

OKAf ROFNBéS GKFG Aaz | Oinkxegardicl&sdinsieddlofi a S LJ
their cultural differenceConflict and difference are overcome in these multicultural

spacedi K NP dz3 K ¢ DiNiivé dagadtpambng Brdinary people, who manage
GK2aS GSyarzyaé¢d ODAfNRESE Hnncsz LIPcoLd

Finally, in connection with ideassufvereigntythe notionof symbolic capitdbrings
insights intchow notions of power and influence are expressed in these.filena
certain kind of capital (whether economic, cultural or socialt&racteristic of the
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KS3aASY2y A O 3NR dzL0 S23W G0ANG Gi2SEY Adl. SRIZNFRSA SdzZ My
transformed intasymbolic capitalwhich supports ideas of prestige, rsiigance, or
status;connecting wittY @ dza S 2 F | iy R@MNiBng Maasiobyoniodcd

capitalare expressed in the filngth regardto Europeanness, which is articulated in

terms of belonging to the European geographical space, EU membership, and the
European values of freedom, equality, and fraternity that Elsaesser (200% p2d at

the heart of European cinema. In a context wharmpgean membership was equated

to democracy, economic development, tolerance towards difference, and equal

standing in the EU, the financial crisis fuelled the interrogation of these apparent
3dz00Sa4aSad ¢KS FAYIFYOAlFf ObtbhomKandaa L2 &8 SR (|
increase in national unemployment amplified the anxieties tosiaelimmigrant

other. Additionally the conditions and negotiations of the European financial rescue
demonstrated a secondary position of Spain in theiEthis context, Spash film

responds to a diminished symbolic capital of Spain derived from the crisis and other
surrounding eventto reshape the signifiers of Europeanness and reimagine Spain.

Thus, the thesis explores how the shattering of Spain as a land of opportypatts

the portrayals of the border, the motivations of thiéherto travel to Spain, or concerns

over undocumented immigration. Furthermore, an increased precarity within the

imagined communitgreates points of similarity and contact articulated throtrgh

flawed consumeand conviviality Thisconvivialityis interconnected with the European

values of equality and fraternity, which are also expreassegmbolic capitahnd

power in the form of supranational collaboration between European nations. The
narratives of the past further assert this supranational European collaboration by
positioning them in a period before the EU was created, affirming links between Spain
YR O2NB 9! O2dzyidNAS& GKIFIG LINSOSRS 9 dzNEP LJ

Eurgeanness from its EU membership and anchoring further into the past.
Structure

Chapter 1 of this thesis provides a historical background of &paterninghotions of
nation-building, underscoring the events deriving from or surrounding the financial

crash (2008012). The chapter provides the historical background and contributes to

the argument that the crisis has brought aaréiculation of nation stilaking place,
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where contemporary Spanish film helps us understaowdnotions of national identity

are being reshaped.

In Chapter 2, | position the research within theoretical work on the cinematic portrayals
of migration and the specific Spanish film eomt| explore the differences in narratives
and portrayals of the Latin American and Africtrerin contemporary Spanish film

before the start of the crisis in order $et the background for the case studies. This
chapter underscores the research gap and highlights how even though scholarship on
films engaging with thethercontinue to be published, most of this work focuses on
narratives pre2008, which leaves unexpéml the impact of the crisis. The chapter also
suggests that current trends in the portrayals of dti@er show increasing interest in

the Africanotherand narratives taking place in the African continent. | propose that
these trends support notions of kaboration and global influence that articulate ideas

of symbolic capitahndsovereigntypostcrisis.

The remaining three chapters explore and discuss the fourteen films used as case
studies for close analysis. Chapteefbects onthe map anchowthese films delineate
boundaries and national spaces, construct ideas of nation and modernity through
depictions of place, and take the audiences through the steps of the journey with the
use of oascreen maps and signs. This chapter explores cinematic refagéses of
journeys to and from Spain, identifyingwthe symbolic capitabf Spain is initially
emphasised through theull factorof Spain, the hardship of the journey, and the role of
Jdzr NRAFY 2F C2NINB&aa 9 dzNP LISuninatd havdigub NI/
factordiminishes with the crisiat the same time that vulnerability increases,

particularlyof the marginalised and exploitetherin asociety of consumers

Chapter 4ecalb the notion of the census by constructing ideas o¢wtless and
emphasising cexistence in the same Spanish space. The films in this chapter engage
with encounters between the Spaniard and ttker, particularly irreferenceto
friendships and romance. The chapter highlights how ideas ahtgned commuity

are connected teultural capitabnd consumption, initiallgssociatingrecaritywith
marginalisation and expanding later this precarity toflémed consumet.suggest

that through thisflawed consumethe films after the start of the crisesho ideas of
support andconvivialitythat derive from the official discourses of unity and individual

responsibility that emerged during the financial crash.
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Finally, Chapter &choeghe notion of the museum by projectiparticularvisions of
the past and underscoring theymbolic capitabf the present. The films in this chapter
approach articulations aovereigntyhroughsymbolic powein films of the crisis and
its aftermath, which are presentedthin a revision of the colonial historical past in
Africa and a contemporary performance of supranational collaboration and power

against global threats.

Overall this thesis posits that filmic narratives of thther construct notions of Spain
connected to Europeanness and that these portraggterience a shift after the start

of the financial crisis. These changes offer different responses to national anxieties
connected tahe other, border control, multiculturalism, globalisation, and global crime
in the context of the financial crisis. T¢tady of these films bringsnew understanding

of howSpain is articulating notions of national identity through depictions afttier

and in response to the events deriving from the financial crisis.
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Chapter 1. Shaping the Nation. Historical cantex

G52y Qi GStf @2dz2NJ FIFIGKSN) 82dz KII S aSSy YS:
says Santos Trinidad (José Coronaddpihabra paz para los malvados/No Rest for the
Wicked(Urbizu, 2011). Once a decorated officer, Santos Trinidad is howanwsbid

who he was. Alone, corrupt, and tormented; Santos Trinidad refuses to be seen like this.
After shooting the Colombian staff in a nightclub, he steals the CCTV recording and
hunts down the last witness. In the darkness ofihliemptapartment, his weding

ring and a family photmform the viewethat life was not always like this. From glory

to embarrassment, the character of Santos Trinidad reflects a Spain that, once
celebrated for the apparent achievements of the Transition, is now facing amainter

crisis fuelled by the financial crash (2@8.2), corruption cases, and the interrogation

of the historical pastlst as in the film, this Spain must give way to a new and different
future. In a plot that reimagines the Madrid bombings of 2004, Sariaidad

manages to stop the terrorists just in time and changes the outcome, sacrificing himself
in the process. And it is in this way that Spain is trying to resolve its contradictions, its
figurative fall from grace, by reimagining the past and asggits own value in a

globalised world.

This chapter addresses the historical events that shape national identity in Spain,
particularly irregardto claims of its territory, expressions of identity, and assertion of
influence and power. It establishesnoections between these events ahdwthe

limited, sovereigandimagined communitis expressed through or affected by them.
The chapter emphasises that notions of Spain are intertwined with Europeanness after
the Transition and particularly during theentieth century In contrastjn the new
millennium this identity widens to incorporate a global identity that, although anchored
in Europe, also looks beyond it. The chapter underscores the importance of border
control at the turn othe millennium; the way that claims of territory are expressed in
termsof historical sovereignties; the pervasive notions of Hispanidad, Convivencia and
Hispanotropicalism in some of the relations between Spain and the homelands of the
immigrants; andhowthe events surrounding the financial crisis are impacting
expressionsfogpower and influence in the world. iSlkchapter aira to establish the

historical, social, and political foundations in which the films in the case studies have
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been produced and consumed. The following sections approach these historical events
and the elenents associated with them to connect them with the articulation of nation
in terms of thdimited, sovereigrandimagined communityas these are the concepts

that lead the analysis of the films.

Thelimited. Securing the Border.

One of the aspects m@led to the notion of théimitedin Anderson (1991) is that it

identifies the extension of the natiestate, its borders, its dominion. Since the

Schengen agreement (1995) established the free movement of people across European
countries, anxieties ovemgreasing immigration became part of the political agenda
(Agrela, 2002; Cebolla Boado and Gonzalez Ferrer, 200&)ortlees attracted

anxieties over their porositgand anyimmigration policies that attempted to

complement the law were reactive or addsed only entry and deportation (Lopez

Sala, 2009). The first approach for reducing illegal entry in Spain was to reinforce the
borders through the SIVE (Integrated System of External Surveillance), a security system
with reaktime monitoring of the Meditd NI Yy ST vy a2 NROOIFY YR [ |
The initial budget assigned to this system was 236 million {Sgaz2009), a figure

that highlights its importance in Spanish immigration policy. The SIVE uses a series of
radar sensors, londistance camexs and infrared technologyhich complement the
fortification of Spanish borders with Morocco through walls and wired fences along the
perimeter. Any shippproaching the Spanish coast can be quickly spotted and the
information immediately reachescontiol centre for potential interception (Cebolla
Boado and Gonzalez Ferrer, 2008, pf.32 Any undocumented immigrants

intercepted in this way were sent to immigration centres for potentipbdation.On

land, new fences were built around the Spanisksif Ceuta and Melilla in North
Africa.Several organisations heavily criticised the original tefurehe dangers dheir

razor wiresConsequentlynew fences were installed that prevented approach in great
numbers through a series of radar sensarg detection systems. It was not until very
recently (2019) that the last razor wire around the cities of Ceuta and Melilla was

dismantled.
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The system proved effective to deter crossing in the Mediterranegragaven

though the number of illegal craegs kept increasing, the statistics show a sudden

change between percentages entering through®@amary Islands vs the Gibraltar

Strait, from 75% 25% in 1999 to around 309%0 % almost ten years later (LogRala,

2009). This system worked in combioatwith other collaborative projects: one, the

Atlantis Project with Morocco, Mauritania, Senegal and Cape Marddwo, the

Seahorse Network between Spain, Portugal, Cape Verde, Mauritania, Morocco, Senegal,
Gambia and Guinea Bissau, which compleméetsurveillance with immediate direct
communication and the data sharing between the participant countries. The

combination of the Spanish SIVE alongside the collaborative Seahorse and the European
FRONTEX programs decreatiedal entry across the sowgin coast and established
severakepatriation agreements (Cebolla Boado and Gonzalez Ferrer, 2008Tpig6).
investment in border control signalled anxieties dherillegal entry from Africa and

the porosity of the Southern border. In reinforcing 8ganish and European borders,

Spain asserted its role as guardian of Fortress Europe and a national territoriality that

was understood as both Spanish and European.

The securitisation of the border was portrayed in the media as a reaction against the
sudden increase of irregular immigration, often under connotations of invasion. This

trope of invasion has been often associated in contemporary times with the Sub

Saharan African due to the constant repetition in the media of illegal e@mthe
AfricanSpainborder. Whilst the SIVE soon dissuaded entry across the Mediterranean
Sea, the flows simply shifted towards the Canary Islands and indirectly caused the 2006
GOFedzO2a¢ ONARaAA&AT NBFSNNAYy3IA G2 GKS avlff
numbers. Irthat year, nearly 40,000ndocumented immigrants arrivesh the islands

in this manner, with 1,628 arriving in one single weekend (Seoane Pérez, 2017, p.269).
Week after week, the news media brought attention to the arrival of the small fishing
boats and lhe increment in numbers. FRONTEX stepped in to help Spain deal with the
sudden numbers through a series of agreements for deportations or surveillance at the
point of origin. The measure had the intended resuit the following year the
immigrationarrik Y3 Ay a Ol €dz0O2 &d¢ KI RwithRNZBELAIGOR (2 ™
and just under 200 in 20J®odriguez2017) What this period cemented in the news

media waghe image of the African aminvader andhe image of théSpaniarcasa
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saviour. With thenews reporting on the rescue of these boats or the assistance

provided at the Spanish coasts, the image of the Spaniard in these news reports was
often that of aa NGO volunteer or professional of the health and rescue services,
working incessantly at theverwhelmed coasts of Spain. This image of a good

Samaritan has been continuously repeated in the news media, constructing an image of
the good Spaniard designed to contest perceptions of racism in Spain. The trope of the
rescuer has allowed Spain to couti@ance reports of xenophobiand, throughout

the years, this image has become prevalent in different narratives of rescue and
survival, more notably during the crisis of the cayucos in 2006 but also the refugee crisis
of 2015. The problematationof the AfricarSpanish border has encouraged narratives

of the dangers of the crossing on film, whereas the absence of a bwodsing with

Latin American immigration has encouraged narratives of vulnerability after having

reached Spain.

Thelimited. Territorial Claims and Conflict.

The relationship of Spain with Morocco is one full of tensions, where territorial claims
often resurface. The Spanish cities of Ceuta and Melikae coast of North Africa and
surrounded by Morocco, have often been a point@ntention. Melilla has been

Spanish since 149%hereas Ceuta became Spanish in 1668, h#ergunder

Portuga & diitlef1415. Gold (2000) indicates that the status of Ceuta and Melilla as
Spanish municipalities had already given these aitessngfulconnections to Europe,

but that since Spain acquired EU memberghig Europeanness is often very explicitly
stated.According to Gold (2000, p.xthis position has deriveid manyconflicts over

the sovereignty of the towns, with Morocco layatgim to Ceuta and Melilla since the
1950s. The issue is not resolved, and it is at the core of many other tensions between

Spain and Morocco.

hyS 2F (GKS Y2NB NBOSYd OGSNNAG2NRALFE AyOA
LaflyR / NJo&suiaced the tknsiah& ardurid £euta and Melilla. In the
summer of 2002, Moroccan soldiers landed on the small rocky island of Perejil, in the

Mediterranean Sea, and raised the Moroccan flag. Claimed by Spain and Morocco, the
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land has little strategic ge, but it symbolises other territories' clasminitial

diplomatic conversations did not have the desired effect and, in a show of military

power, Spain sent patrol boats, corvettes, a frigate, 400 ground troops,aaciradt,

over 14 helicopters andchaunconfirmed submarine tilve area (Gold, 2010Although

the conflict was carefully worded as a rettmrihe status quo, meaning a deserted

island, the troops on both sides interpreted the occupation as a challenge to

sovereignty, both raising theirogil N2 Qa Ff I 3 gKSYy Ay O2y GNP
note made byGold (2010) is the intervention of the US in the conflicicinvicted asa

mediator and was the first to announce the resolution. The position of the hattnd

border of Africa anduEope is seen by Gold (2010, p.96aaymbolic location when

the last thing that Washington wanted, barely ten months after the
events of 9/11, was a dispute between two of its allies that happened
to bridgethe cultural and religious divide between Christianity and
Islam and also happened to be located in a stiaddly sensitive

position on either side of the Western Mediterranean coastlines.

Two things were indirectly achieved in the resolution of this conflict. Related to its
national configuration, Spain projected a display of force that reasserted theolimits

the nation and its sovereignty, despite official allegations that there was no such claim.
Related to its international standing, the intervention of thecti8erred gynificance

G2 GKS O2yFftA00GZ FYR { L} AYyQa invdsibrAwhiciNE NI |
in the context of the concerns over the Europédrican border ratified Spain as a
guardian of Fortress Europe. Since entering the Schengen area, Spain had been under
pressure to improve the security of its borders and increase sureeilfystems

(Flesler, 2008; Agrela, 2002, Agrela and Dietz, 2005). With the new immigration bill in
2000 and the construction of the SIVE over the first eight years of the new millennium,
the Perejil Island incident enabled a media display of the rescavedable on the

border.

The cities of Ceuta and Melilla are not the only ones creating tensions over the
extension of the Spanish territory, as Gibraltar also is a contested territory, this time
claimed by Spain since it ceded it to Great Britain in kva3reaty of peaceDelValle

Galvez (208) reports for the Instituto Real El Cano that with mounting tensions since
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the change in governments in 262011, a diplomaticrisis in the summer of 2013
between Spain and the UK broke after Gibraltar createdrtificial reef in waters

claimed by Spain. Part of the countermeasures considered by the government included
G ONB S A Yy T 2 ND Athé Hontlery/iriotdér @ (prevent smudgling, money

fl dzy RSNRY A I y Rlel ¥Vdle Galdek, 20151 p0) bFifghdgxq they 3 €
forefront concerns over the role of Gibraltar in the border and moving beyond the
issues of fishing waters and environmental protection thatgeadaded the claims

over Gibraltar to date. In doing so, the porosity of the border imesonot just a

Spanish issue but a European one. Since then, numerous news reports echo these
anxieties with articles on the drug rings in Gibraltar, the use of this artificial reed in the
smuggling activities, or the role of British nationals livingbral&r in the narcotraffic,

networksreflected inThe Kid2015).

The area of the Strait and the waters in between are areas in which the control of the
border is expressed in terms of influence and power. In 2011 the Spanish government
published a reportEuropean Migration Network, 20)Lihwhich the Spanish measures

Ay O2yiNREfAY3 GKS 02NRSNI 6SNBE RSTFAYSR I ;
surveillance system, SIVE (Integrated External Surveillance System), was lauded as the
significantechnological advance in the aredso mentioninghe FRONTEX (European

Patrol Network) as contributing in lesser ways. The SEAHORSE Mediterranean project,
which shares redalme information between countries in the Mediterranean Sea, has

been praised aa Spanish initiative led by Spain. Despite the costs of all these projects,

the report emphasized Spanish management of the border. In 2012, after the US signed
an agreement with Morocco that provided it with the radar technology SeaVue to

control the Stait, Spain expressed concerns over the advantage of Morocco to patrol

the border. A year later, Spain acquirectr@wlesgplane anda helicopter that the news

medie® reported asad 02 dzy G SNB I f  yOS¢ 2F GKS az2NROOI Yy
the border,having better technology than Morocco allows Spain to acguirdolic

capitalin Europe by leading the initiatives of control and surveillance.

5 https://www.elconfidencialdigital.com/articulo/seguridad/EspdmicoptereEstrecheinmigracion
Marruecos/20130424010000068682.html
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Theimagined communityfEuropeanness PeBranco

Being part of the EEC (European Economic Community), lateictvould be

integrated into the European Union, had been an objective for Spain since its

conception in 1957Yetthe dictatorship made this aim impossible because the EEC

would only accept democratic countries. Although Franco opposed what he pdrceive

4 O2NNMHzLII Ay 3 9dzNR LISty @ thfeateSatiSpanisiKeXporss/ /| Q&
(Payne, 1987, p.528). As a result, Franco authorised an application for ECC membership
in 1962, which was rejectdmbcauset could not admit a nomlemocratic member

(Lépez Gémez, 2014, p.76). In the debates surrounding Spain's suitability to join the
European project laid guestionof whether Spain aligned with the European values.
MedranoandGutiérrez (2001, p.763) explain the ambivalence towards Europe in these

terms:

What the Franco regime could not do was praise the political virtues
of the European model or the modernity of its social and moral
practices, for these contradicted the dictatorial character of the
political regime and the conservative characterpzrssh

Catholicism. Thus, while the Franco regime contributed to the
idealization of Western Europe as a model of economic progress, it
stopped short of identifying with Western Europe's values and
political institutions.

For those opposing the Francaisbvement, Europe not only represented a chance to
better the economy but also ideasda#gmocracy and freedom. When the ECC offered a
LINEFSNBYGALFET GNIFRS F3INBSYSy(d ¢6AGK2dzi Fdz |
opponents as a way to instigate political mipa (Ortufio Anaya, 2@0p.31). After
Francadiedin 1975 and a month after the 1977 elections, Spain applied for full
membership with "the unanimous support of all political parties represented in the
Spanish Parliament" (Ortufio Anaya, 2001, p.39), becoming the first to do so (L6pez
GoOmez, 2014p84).Medrano and Gutiérrez (2001, p.768) indicate thia¢ messages
transmitted by the democratic opposition stressed that to be democratic meant to be
European and to be European meant to be open to foreign influence, to be modern,
and to be democratic”. Thuthe construction of this binary opposition between Franco
and Europe made European membership collide symbolically with ideas of democracy,
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modernity, and international relations. These three concepts are at the core of Spanish
perceptions of Europeanngsind play aessentiapart inhowthe contemporary

Spanish national identities are still being constructed. Configured after the French
Revolution, the European ideals of freedom, equality, and fraternity were set as goals in
democratic Spain. Full EU migership was an indicator of transformation: from an
antidemocratic, backwards, and isolated Spain to a democratic and modern country
with international standingindeed, European integration has been depicted in

favourabé terms that make being Europeadiatinctive dimension of Spain's national

identity (Medrano and Gutiérrez, 2001).

Joining the EEC in 1986 finally validated Spain as a democratic country, offered Spain
trading and financial advantages, and increased Spain's own perceived political value
(Medrano, 2003Medranoet al., 201Q. Although the worth attached to Europe in post
authoritarian regimes is not exclusieeSpain, Powell (2015, p.13) notes that the EU's
symbolism as a bastion of democracy was "greater in Spain than in Portugaloa, Gree
the other two southern European countries undergoing democratization at the time".
There were many reasons to get behind European membership and Europeanisation in
Spain. For example, Lopez Gomez (2014, p.86) indicates that it offered an end to the
international isolation that Spain had suffered, it dissuaded reactionary groups seeking
to either reestablish a dictatorial government or attain independence, and it promoted
financial growth. Europe also offered symbolic unification in a country stédlivy

the ghosts of the Civil War and, thus, a European identity could provide an anchor to
the fragmented Spanish identities. This combination of Europeanness and democratic
freedom reinforces the narrative of European membership as an achievement of

democratic Spain. At the same time, it connoted a rejection of the Francoist regime.

In the Transition from dictatorship to democracy, Spain went through a process of
reimagining itself after a complete renovation of the structures that configured the
nation-state. Payne (1985, p.25) affirms in this regard that Spain's densatiti
"constitutes a political transformation without any clear parallel or analogy in
twentieth-century systems" with a complete overhaul of "personnel, institutions, and
mechanism®f the regime itself, led by the head of state". Aguilar (2002, p.162) argues
that the main driving force of the Transition was "to avoid radicalisatipalitital and
social life". To do so, Spain ratified the Monarchy, established a bicameral péarliamen
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andabove all, institutionalised "tolerance, moderation and the obsessive search for
consensus” (Aguilar, 2002, p.166). In pinccess, Spain attempted to embrace all its
national diversity, creating federal regional governments of "comunidades au#dhom
(autonomous communities) with which it signed personalised agreements. A Spain
where regional differences had been neutralised during the Francoist regime was now
fragmenting its space into 17 federal communities, each with a regional government
and apursuit to recover their regional cultures and languages. In this context, ECC/EU
membership bonds all these regional communities and presents itself as the umbrella

under which they flourish.

This desire to project Europeanness and plurality has shapel ofi recent history.

The year 1992 is often considered the moment Spain cldineesliccesses of the
Transition and European membership fudlgd the year in which the branding of a new
Spain was established. The Barcelona Olympics, the V Centenamabfrathe

Americas (and subsequent colonisation), the Seville World Expo, and the inauguration
of the highspeed train service all collide that year. This combination of events projects
a Spain that is modern but also has a historical past connecpenvier, one that
showcases national artists but also attracts those of international staodieghat

exhibits its own successes but also offers a platform to other nations to display their
achievements. More than anything, the events communicated r@tba united Spain
that was inscribed firmly in Europe. As the Brtismposed song in the closing
OSNBY2ye& 2F GUKS hfteyvyLAaoOoa OlFftftSRE {LIAYy &

Friends).

Spain was being acclaimed internationally for the transfoomsiit had done in just ten

@SFNBR dzy RSNJ GKS a20AlftAald 3I208SNYYSyid o 2dz

often under the terms athe & { LI &/ A MIKOf S éandaMoldr&Sifrian|2018).

Heralded as a model of peaceful transition from dictatprelidemocracy initiated

from within, Spain received the last motivational push to complete the next step of EU

membership: the participation in the Schengen area and the single market. Having

signed the Schengen agreement in 1991, by 19p&in had madthe required

changes and abolished its borders alongside most of the signatories, getting ready

ahead of Italy, which had signed a year earlier. Indeed, The Financial Times survey of

{LIAY AY Hnnn RSAONAOGSR GKS O2diyljidd®i $R Xy
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Farrell, 20Q, pxvii). The desire to display similar ideas, which confer notions of
willingness and preparedness to meet European requirements, has pernwated

other events since: the constructionrmdw security systemen the external batters
(20002008), which implemented a statd-the-art highsecurity system in record time;
and the settlement plans for the financial rescue after the crisis (2012), which Spain is

on track to repay earlier.

Theimagined communitymmigration after Joining the EU.

Before entering the EU, ndfuropean immigration barely reached 1% of the total
population (Iglesias de Ussel et al., 2010, p.25). With the agreement of Schengen (1995)
and free movement between European countries, Sphamsnigration numbers

increased exponentially (fourfold by 20(@king politicians and public opinion by

surprise (Iglesias de Ussel et al., 2010; Agrela, 2002). Even though half of the
immigrationnumbersaround the mig90s were from either UK, GermamyPortugal

(Ortega Pérez, 2003), the concentration of #aumopean immigration in big urban

centres gave them more visibility. The finrstnigration bill LO 7/1985 (B.O.E., &p8et
somefundamentalights and freedoms for foreigners in Spain but wastijmbsiited to

work permits and legal entry. Something that it did establish, however, was a

preference for certain immigration. Particularly, this list explicitly declared preference

for immigration from some countries and territorjesd although in suidequent bills

this phrasing was removed, they retained a special status by havingifesrs in their
applications or different terms for applying for nationality. The list is not

straightforward. It includes some countries with which Spain has a hi$tory

colonialism, such as Spanish Latin America, the Philippines and Equatorial Guinea, yet it
excludes the Spanish Sahara and Moroccahvéiso experienced a colonial

relationship with Spain in recent history. It includes the Sephardic community, the
Hispanic Jew community who were expelled from Spain in the fitbesamtury, but it

R2Sa y20 AyOfdzZRS (GKS aY2NR&aO2aé¢s GKz2asS 2
and who were expelled at the start of the seventeenth century. It includes territories in
the Iberian Peninsula, such as Portugal, Andorra and Gibaaithalsahe old

Portuguese colonies in Latin America under the encompassing term "iberoamericanos”
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(IberoAmerican). The list underscores who is missing from this preferential treatment:
the North African. Indeed, Morocco is twice absent from this list, as it includes other
countries with a colonial relationship with Spain and also communities expelled from
Spain after the Reconquista.contrast, not only was the Sephardi community explicitl
mentioned in the 1985 bill and afterwards, but in 2015 the Spanish government offered
automatic citizenship to those who could prove a Sephardi connection, as means of
reparation for the expulsion of 149%owever no similar reparation has been

undertally F2NJ GKS aY2NRaO2aéxr (K2asS 2F ! NI o
Christianity, sometimes generations before the expulsion was enacted. On the one
hand, this absence is connected to the anxieties that the North African evokes. On the
other hand, | suggeshat the discourse of reparation and commemoration towards the
Sephardi community echoes European reparations and commemorations connected to
the Holocaust. Since Spain did not enter the Second World Wanyrtitsolic

reparation of thel492 expulsion of #nJews allows Spain to participate in a European

collective memory of forced diaspora and reparation.

The relationship between Spain and the Maghreb, particularly Morocco, is shaped by a
centurieslong history of colonial encounters and contemporary terial disputes. A
essentialvork forunderstanding this relationship is thedepth historical and cultural
studyThe Return of the Mod@Flesler, 2008), which offers a historic account of the

image of the "Moor" from their settlement in 711AD on theiRsula to the period of
Reconquest (Reconquista) and their subsequent expulsion in 1492, to the Spanish
history in the Protectorate of Morocco, to finallyrient contemporaryensions. Flesler
(2008) emphasises how the connotations associated with théenadMoor"

permeate, in particular, contemporary perceptions of Moroccan immigration. Despite
being the most prominent immigration group per country in the period of study,
Spanish immigration cinema has focused on portrayals of Latin American and Sub
Sdaran immigration, with very few films led by a Moroccan main character. Moreover,
despite being one of the smallest immigration groups;&altaran immigratiofitom

Mali and Senegal is overpresented in comparison. As an example, in 2005, when a
regulaisation process took place, attracting an increase in immigration, the number of
local registrations that year was 82,519 from Morocco, 3,278 from Mali, and 6,908 from

Senegal (Finotelli and Arango, 2011, p.58). For Santaolalla (2005), a reason fer-this ov
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representation is thaBubSaharan immigration in film provides further otherness

against which to relefine Spanishness, which Ldtity SNA Ol ya> Fa GKS &«
(Santaolalla, 2005) cannot provide. With the histoterasions and ambivalent

relationship with the North Moroccarhe SubSaharan representsraore apparent

notion ofothernes® ¢ KS & @1 f dz&guesBanthalala 20)35p8-6G0)
NEO2yOAf Sa GaiGKS yIFIGA2yQa RSaAaANB F2NJ AyaS:
processes with a desire to retain the comforting feeling of continuity offered by local

GNF RAGAZ2Y It Odzf G dz2NB¢

EU membership and a booming economy suddenly increasedSpanmigration in

the 1990s, witlseverafiims exploring narratives of integratbn KA 3 Kf A I K3 A y 3
prejudices and calling for tolerance. With the sensationalist media comparing arrivals by
sea to invasion, many films turned their gaze to Africafdncan characters to
counterbalance thenedia's stereotypeand incite a sympathetic response from the
audiences. Despite an increasing presence of the Afsitanin fiction films, these
narratives are mdiated mainlyy Spanish filmmakers, with thetable recent

exception of Santiago Zannou, a director of African ancestry. The portrayal of

immigration in film is further explored in the next chapter.

Theimagined communityHispanidad andultural capital

In the portrayals of the Latin Americather, notions of affinity and inclusion in the
imagined community NS 2 Fi Sy SELINB&aAaSR Ay-nés§N¥a 27
imagining connections based the affinity of culture, language and religion between
Spain and the old colonies of tiienmericas. Ramiro de Maez1931) defined

Hispanidad as "a community" that "is not geographical but spiritual”, emphasizing
notions of animaginedcommunitybonded by culture, particularly Catholicism and
Spanish language. In doing so, this narrative reinforces one of the four axes of the
colonidity of power rearticulated by Mignolo (2007, p.478), that is, the control of
knowledge and subjectivity, by attaching value to the culture of the coloniser in
detriment to the value of indigenous cultures. For Mignolo (Mignolo and Ennis, 2001;
Mignolo, 2A7), the emphasis on tle territories’ cultural and linguistic band

continued a colonial subjugation that disguises itself as modemitye early
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twentieth century, Spanish philosophers such as Miguel de Unamuno had already
arguedthat the Spanish rten of Hispanidad captured a latent colonial spirit. In

contrast, Ramiro de Maetzin 1934 asserted that it incorporated indigenous peoples
Ayi2 G/ KNRARaAGALFY OAGDABINALF GA2YE O6w20SNLAZ |

The 1992 festivities on the centenary of #reival ofColumbus to the Americas

encapsulate tensions over the ideas subjacent in Hispanidad. Rodriguez (2011)

describes how the initial proposal for the commemoratioasiwA G f SR a+ [/ Sy (i ¢
GKS 5A8020SNE 2F | YSNRAOI £33 4&ADKY @BdEK DS NJ;
G662 62NI Ratd ¢tKS aSEAOlY &dz33SadAzy 41 &
on the arrival of the colonisers and constructed notions of cultural exchange. The story

of a legacy allows Spain to imagine an authoritative postiwarts Latin America after

the independence of the old colonies. Particularly, after th@sof f SR a5Aal ad$S
Py e O0F2NI mydyovs gKSy { LI Ay f 2ad-Andican f I ad
g1 NE Iy S@Syid GKI G YInefpéawerinkHe wSly, Recaznga { LI A
national humiliation and was considered proof of its inferior status among the new

global powers. In this context, Hispanidad allows a narrative of fraternity that also

positions Spain as the source of this identity, engabonds with Spanish Latin America

andmaintaining Spain in a somehow authoritative role.

The establishment of the Instituto Cervantes as the official Spanish institution
promoting Spanish language and culture abroad has often extehdéacus from the
cultures of Spain to the cultures of the Sparsiphaking countries, particularlyregard

to the promotion of authors and flmmakers abroad, taking an authoritative role in the
validation and promotion of some Latin American production. Furthermorié 2046,

the Instituto was the only official international institution that provided certificates
verifying Spanish language ability. It was not until 2016 that official exams were de
centralised to include the particular language variations of the Spgpoglen in some

Latin American countries. However, the dismissal of indigenous cultures and languages
within the configuration of Hispanidad works in dissonance with the emphasis on
cultural and linguistic variety in the Iberian Peninsula. Hispanidad Bpadssh Latin
America and Spain under notions of a shared Spanish language, Catholicism, culture and
history. That is, it delineates anagined communitynder notions otultural capital

that maintain colonial links under ideas of shared identity. Dhiemof shared history
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as a bond that creates fraternity also permeates some of the narratives of the African
AYYAINI yi GKNRdzZAK y2GA2ya 2F o/ 2y PA DSy ORnl
NEfFOIA2YEAKALI Ada SELINB&ASR hichyltuin$iNddext2 ¥ &l .

section.

Theimagined communityConvivencia and Hispanotropicalism

As mentioned earlier, the settlement of Berber and Arab communities in Spain is a
historical event that continugl 2 K dzy & { LI Ay Q& KA GMidadl&NA O f
Ages was an array of different kingdoms and lacked any sense of national unity. Yet,
after the 10" century, notions of fraternity started to be built around Christianity, and

the idea of reconquest as a holy war started to take shape. Thisrlivediween

G/ KNAaGAFYy&aéd YR GadzafAYaéeg FaaSNISR | NIF
unity among the Christian Kingdoms. As Flesler (2008,-pp)a®tes, notions of

conflict between the Spanish Christian and African Muslim were not construndted u

the 10" Century, when the Muslim invasion started to be depicted as a scourge to
remove the Christian Visigoths kings ruling at the time, and justified reconquest as a
holy war in which the Spanish Kings were the true embodiment of Christian Falees.
Moor, a pejorative term that unified all the Arab and Berber communities settled in
Spain, is constructed in this period in opposition to an ideal of virtuous Christianity
associated with setfontrol, morality and loyalty. The depictions of the Moadthie

chronicles of the timgresent them as tricksters, violent, malicious, and

hypersexualised (Flesler, 2008, pp7A3, setting the stereotypes associated with
maurofobia(fear of the Moor). As the Reconquest continued to gain territories, this

fear ofthe Moor coexisted with its counterpartaurofilia(attraction towards the

Moor), an orientalist position that Zaderenko (2003, p.163) identifies as becoming more
prevalent during the final stages of the reconquest to provide narrative contrast against
the character of the overambitious, lustful, or vengeful Christian lord that the narrative
condemned. According to Flesler (2008), these stereotypes have survived through
history in the collective memory, colliding in the image of the contemporary North
African individual, also pejoratively named Moor in contemporary colloquial language.

The layering of the historical Moor with the contemporary North African confers the
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peoples from this area, particularly Moroccans, with meanings of violence, mistrust, or
bSGNF &+t RSNAGSR FTNRBY LRaAdAz2ya 2F aYl dz2NB
RAALI I @& RSNAQJ&Rimpdd@ntyio niot¥ heczhhBt e dtefebtyped
associated witlthe historical Moor have survived through the centuries, are now

embodied in the North African, and are linked to Muslim identity.

While the reconquest created a narrative of holy war that divided the battles for the
territory between the two defined grqs of Christians and Moors, the study of the
Middle Ages has also produced the notiol€ohvivencigColiving), a period when
Christian, Jew and Muslim population supposedly lived in apparent harmony. The
notion of Convivenci@merges from the works oferico Castro and Menéndez Pidal
during the second half of the 2@entury. Exemplified in the unofficial School of
Translators of Toledo of the®2nd 13" centuiies the cultural and knowledge

exchange happening in n this period is often used asraadaf a successful diwing
between cultures. However, the concept is problematic, as discussed at length in Glick
(1979) or Wolf (2009), because it assumes peaceful coexistence and equality, obscuring
the violence and repression suffered by the ArabJewl communities a couple of
centuries laterHowever the notions of tolerance and @xistence that the term

evokes continue to have ramificatiomshow Spain imagines its relationship with the

other, a point to which | will return later.

The contempaary Moroccan immigrant has one of the lowest percentades
acceptance in Spain, while Latin American immigration has one of the highest-for non
Europearimmigration (Igartda et al2007, p.203). Attitude®ward Moroccan

immigration worsened after the P@ terrorist attacks in Madrid-(esler, 200Bdue to
having been facilitated by a pAd--Qaeda Moroccan cell in Spain. The historical
anxieties regarding the Moroccan and the lack of support for their integration explain
the absence of Morocco in the It preferred countries in the 1985 immigration bill or

the contemporary advantages for obtaining Spanish nationality.

The elusive period @onvivencig not located in a particular year range and the

scholars usually just refer to the Middle Age yeagisating the end o€onvivenciavith

the end of the reconquest and the unification of the Spanish Kingdoms. This medieval
LISNA2R FYR {LIAYyQa IFINIAOdZ FdA2y 2F Al RNJ

recent past. FoFlesler (2008), the prejizk experienced by North Africans in Spain is
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anchored in notions of invasion and treachery derived from the conquest of Spain,

while for MartinMarquez (2008)the Spanish colonisation of Africa is influenced by

notions of this medieval Convivencia. Wisatnportant to underscore is that the

F NOAOdzZE  GA2ya 2F {LIAYyQa ylFaAz2ylf ARSY(A
resolve the tensions derived from experiencing eight centuries of Muslim past and, at

the same time, asserting a continuous Qfaislineage and tradition, a process that

Martinlat NJj dz§T 6nHnnyo GSNXY& GRA&Z2NASYy Gl GA2YyE
edition ofOrientalism Spain presents a case that makes postcolonial theaiienging

to apply, since it is a country thads been orientalised by the rest of Europe for

centuries but that it also orientalises the Africather. Edward Said (2002) notes this
ambivalence in the Spanish introduction and laments not having knowledge of the

Spanish Muslim past before completihgstwork, pointing at the notion @onvivencia

as one that offers possibilities of resolution in (post)colonial encounters. While

historically contested and thus problematignvivencidas found its way in the

scholarship as an aspirational model oftrultural coexistence. Not onityis recalled

by Said (2002) as an avenue to resolve (post)colonial conflict, but the term is also

revisited by Gilroy (2004, 2006) to inform the ideadafviviality that is, the strategies

used in multicultural communities to ensure a peaceftll\dog. The discourse of
Convivenciacontinues to permeate national discourses in Spain, both in the political

domain and in the cultural productions, where it has beenevsythonymousvith

G2t SN yOS¢ I yR 27F7T S Ndacism adalhshthiefaafebidtHdd RA & O
the 2004 terrorist attacks of Madrid incited.2 Y @A @Sy OA L | YR DAf NR & ¢
conviviality become important points of reference in the dsdies that reveal trends

in howthe North African characters are portrayed after the attacks of 2004.

In contrast to this emphasis on-egistence in the North African colonies, Equatorial

Guinea was approached with a project of Hispanidad and wheas akrived from
Hispanotropicalism were more acute than in North Africa. Elaborated by Nerin (1998)

and explored in much depth in the work of Masffidrquez (2008), the term
Hispanotropicalism reconciles the apparent contradiction expressed by Saidq2002)

an orientalised and orientalising Spain. It reflects Spanish efforts to construct Spanish
O2t 2y AL fAAY Ay 2LIRaAGA2Y (2 20KSNJ 9 dz2NR LJ
AaSYaroAftAlGeéd O6bSNAYI mMbdhpy I Lidmn Ocontaktl G &I
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with the Africarotherin medieval times. According to this idea, Spanish colonialism
presents itself as benevolent, rooted not in greed but in a mission to civilise and

educate. The concept is very problemadiaddzii (G KA a y20A2FNRTFahAGD.
permeates contemporary cultural productions, such daim Trees in the Snow

(2015), part of the case studies.

SovereigntyNeighbourly relations during Francoist Spain

As noted further above, Spain enteredrafoundnational identity crisiafter losingall
non-African colonies in 1898. Having lost the war against the US in the emancipation of
Cuba, Puerto Rico and the Philippines, the year marked the end of Spain's imperial
pursuits and the ratification of the USasemerging global poweSpain's

philosophers and intellectuals entered a debate over the position of Spain in the world
YR GKS NBlFazya F2NJ AGa RSOfAyS> SyOl L dz
problema de Espafia). Whereas thinkers such as Ortega y Gasset defendptétecom
Europearsationof Spain, others like Unamuno saw reinforcing Spanishness as a

solution, and others like Ganivet saw in the African expansion the potential to renew
{LFAyQa 3Ft20lf &adlddzad ! Kdzy RNBER #&afue NA f |
of Europe, its relationships with Africa, and the search for a path towards a renewed

global significance is still present.

Franco had raised in the ranks through his actions in the first Rif Wars in Morocco
(19091910 and 19211926), after whichon the day of the civil war uprising, he took
leadership of the Army of Africa, an infantry of Moroccan and Spanish soldiers, and
marched to Spain. At the start of Francoist rule, SpelshEquatorial Guinea, Western
Sahara, the Spanish Protectorate ofrbtwo, Sidi Ifni, and a few minor outposts and
islands. In films produced during the dictatorship, trends of Convivencia appeared in the
North African narratives, reimagining the medieval period when Jews, Moors and
Christians lived in supposed harmongpain. In narratives set in S8hharan

territories, attitudes derived from Hispanotropicalism were more prevalent, alluding to
the supposedly innate Spanish competence to colonize African territories, based on the

legacy of AAndalus and a previous hisgoof colonsation Franco had used the colonial
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YNNI GAGPSE (G2 NBadzaOAGlI OGS ARSEFa 2F SYLAN
GAOUK FAfYa GKFIG aOStSoONIX¥GSR GKS 3INBlIGySa:
Spanishness was constructed against ReN® O Yy LJ2 LJdzf F G A2y Ay LI
G2 NBFFFANY | aSyasS 2F adzZZASNRA2NRGe YR G
2014, p.67).

The othering of the African in this period differed between the colonies, as Martin

Marquez (2008) and AgkxCabré (2017, 2018) carefully describe. In Equatorial Guinea,

the learning of Spanish and the conversion to Catholicism were at the forefront of

colonial rule. In contrast, in Morocdbe Spaniards were encouraged to learn Arabic

and the presence of thchurch was to provide services to the Spanish colonizers, not to
indoctrinate (MartinMarquez, 2008, p.280). Waithe Protectorate invoked

brotherhood narrativeslerived from its cooperation in winning the Civil Y¥aquatorial

Guinea was twice otheredgainst Spain and North Africa. After the pacification of
a2NRPOO2 AY MPHTI AY {LIAYZI I YyINN¥GAGBS 2
2F GKS aKFNBR ! yRIFfdAAlFIY LI aid NBO2@BSNBR
Cabré, 2018p8). After the Civil War, the bonds between Morocco and the Nationalists,
winners of the Civil War, would invoke narratives of Convivencia. In contrast, for Okenve
Martinez (2016, p.53), Equatorial Guinea was not constructed in terms of proximity, but

difference:

Equatorial Guinea, hence, became the other Africa, the one that Spain
could not be linked to; the one that could highlight the adequacy of
Spanish culture; the one that could offer a new frontier in which to
expand Spanish Civilizatibiispanidad, een if Equatorial Guinea was

too small to redeem Spain.

The expansion into the African territory offered ways to heal the humiliation of the
G5A&lAa0GSNI 2F Mydpyéd CAINIKSNNY¥Y2NBZI o6& |f A3
occupy and colonize Afriday’ (G KS yAYySGSSYGK OSyGdz2NBEX { LJ
Y6IEGA2YyQa WgKAGSYSEaaQ FyR AGAa YSYOSNRKALI |
Marquez, 2008, p.50). However, and despite the official discourses, Sierra (2002, p.395)
and Flesler (2008, pp.7/B) indicate that by the enlisting of Moroccan troops by Franco

during the Civil War, the stereotypes of Moroccan men assoaciatbdreachery and
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violence were reinforced in Spain, as it was to this faction that all kind of atrocities were
attributed. Degite this, the Francoist regime sought to renc®notions of

brotherhood and Gnvivencia, under the assumption that the relative peace on the
Spanish sideompared to the French Protectoratesa reflection of Moroccan loyalty
towards Spain (Payne, 20[1B87] p.45). After Morocco obtained independence from
France in 1956, the revolts turned to the Spanish, side Franco saw no other choice

but to withdraw from Morocco.

The colorsationof Equatorial Guinea is not too dissimilar, although with a marile

painful withdrawal process. A Spanish colony since the Treaty of el Pardo (1778) with
Portugal, the final territory was agreed in the Treaty of Paris (1900) with France, where
Spain was tteep the isle of Fernando Po (Bioko) and the area of Rioifviine

mainland area. With forceldbour programs and exploitative hiring systems based on
advancements, the conditions in the colonies weresimgificanty different from the

human trade system (MartiMarquez, 2008, p.280). Francoist Spain became more
involved in the control of the regiphut with the admission of Spain into the UN in

1955, Spain was confronted about its colonies (Campos, 2003, p.97) and shorily after
withdrew from MoroccoHowever thewithdrawal process1 Equatorial Guinea was

slow and marked by different attempts to continue to control the territory in alternative
arrangements. Franco invoked Hispanidad in the territories as &rgdlglachieved

through the imposition of Spanish language and Catholicism. The Francoistfiesgime
LINE ARSR (GKS t20Ffta ¢AGK {LIyAaK OAGAT Sy
Spanish province. Disagreements with the UN around these attempts to hold onto
power forced a referendum in 1968nd the people of Equatorial Guinea would win

independence five years later.

Thus, the discourse of Convivencia permeated the Spanish Protectorate of Morocco
(19121956) but not the colony of Equatorial Guinea (:8988). Instead, Equatorial
Guinea was part of a project of Hispanidad, for which sstaow churches were

established to impose Catholicism and the Spanish language. In both, but more acute in
Equatorial Guinea, Hispanotropicalism asserted the superiority of the Spaniard towards
the locals in both territories, but also towards other Eurapealonisers who, under

this view, lacked the sensibility and understanding of Spain towards the Athean

What the intersection of Convivencia, Hispanotropicalism and Hispanidad shows is that
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these articulations express tlaltural capitabf Spanik language and Catholicism,
evoke a historical tolerance for Abrahamic religions, and establishes a Spanish
exceptionalism that presents conquest in the old terms of civilising drive, instead of

neoliberal greed.

The abandonment of Spanish Saharain M¥5NJ SR (G KS f2aa 27F { LJ
African colony, which i®t discussed hefeWhen Franco withdrew from the African

colonies, the Regime censored news about the difficult processes that some of these
territories were experiencingostindependence, but also critical or historical accounts

of any events occurring during the Spanish colonial period (Arazandi, 2014; Arbaiza,
HAHAO® CNIyO2 LINROfIFAYSR GKIFIG GKS O02f2yAl
scrutinyof human rights viations (MartineSaez, 2016, p.27). In the Transition,
RSALIAGS Iy 2LIRNIdzyAdGe G2 AYyGSNNRIFGS (K.
(pact of forgetting) that the Culture of the Transition promoted led to a historical

amnesia over the Africanlomies.Neverthelessand as Jo Labanyi (2001. p.41)

predicted, the interrogation of the civil war and the past in the early 2000s eventually
GdzNYy SR (GKS Gl daSyaaz2y y2whicashoublnail®e 6K G { |
underestimated but also to what it As done (and continues to do in the Aédzeral

2NRSND St aSgKSNBE Ay (KS g2NIRédP bSOSNIUKS
happening in documentary filrand MartinezS4ez (2016) and Aixelabré (2018)

conclude that in contemporary Spalrete is still a lack of knowledge regarding the

history of the African colonies overall. This is also a criticism applicable to portrayals of
African colonisation in Spanish film, with notable scholarly criticisegandto the

amnesia of Spanish film &aldress the African colonial past (Labanyi, 2001; Santaolalla,
2002; Elena, 2010; Bayre and Valencisia@e, 2014). Although the recuperation of

the memory of Francoist Spain and the Transition started to be addressed more widely
and critically with the ew millennium, the recuperation of collective memory of the

African colonies has been a more recent phenomenon, which is explored later in the
thesis. In the context of contemporary notionsoVereigntyconstructed in film, the

history of the African colonies allow Spain to liken itself to the UK, Germany, and France

in a history of a shared colonial past, rooting international cooperation before EU

membership and presenting Spain as part of the coregearopowers. Yet, as in this

6 For a succinct but detailed aect of the history of Western Sahara, see Mundy (208t&phan & Mundy (2006
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past, current fictiorfilm narratives of colonial Africa continue to recall notions of
Convivencia and Hispanotropicalism, asserting a Spanish exceptionalsmiaélity

that aim to challenge claims of racism and prejuthcepain.

SovereigntySeeking a Role in the International Stage

In the Transition and the first years of democracy under the PSOE (Spanish Labour
Party), notions of influence in the world were associatgd being part of the EU, the
Schengen areand the common market. Towards the new millennium, these horizons

of power and influence are widened towards the global. In the early 2000s, the Spanish
media showcased Spain as an emerging power, often quoting George W. Bush, who in
2001 referred to Spaias the eighth industrialised world power. Spain, which saw itself

in the symbolic borderlands of global importance, would take this comment as support

for joining some of the most influential political global orgatiors, such as the-&

and the G20, al of which include the top seven industrialised powers. With the 2003
Azores Summit, where the negotiations on the invasion of Iraq took place, Spain

asserted a position of influence and fraternity with two of the global powers, the US and
the UK. The Azes summit carried meanings in the news of having reached the small
circle of global power, and pictures of President Jose Maria Aznar alongside Tony Blair
and George Bush inundated the Spanish screens. At home, in the words of former
president José Marid Ay  NE a9 & LJ 31 @I o06ASyé¢ O6{ LI AYy A
bite reassured the population that all the rapid transformations taking place in the

country during his government (192604) were effective and that Spain was going in

the right direction If the socialist governments before him (198®6) had emphasised
Europeanness as the pillars of a new modern, democratic and liberal Spain, during
I'TYFNDRa 3F20SNYYSyid GKS RA&aO2dzNBES OSYSy (S|
its European targetand it was now moving towards being a global player through

alliances with the US and the UK. $ybolic capitahat this summit provided to

Spain is echoed in interviews with the former president, who in a 2017 intérview

RSOf I NBR (KIHMR adS &i ASA §iBdaEBNiaikikgapoutihsse ! T 2 N
A 0KS &adzyYYAd a KAa alfftAaSaes AyOf dzRAy3

< o

7 https://www.lavanguardia.com/politica/20170405/421477079167 mzmuncamejor-foto-azores.html
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'{é¢> YR alF 3INBIG O2dzyiNER a GKS ! yAGSR
guestionedregarding the legimacy of its aims and as a potential link to the 2004
attacks in Madrid, the meeting represented global political significance in the Spanish

press

. 20K GKS wnno !'T2NBa {dzyyYaAid FyR S@Sy (KS
(Madrid) contributed tdhis perception of worldwide recognition by putting Spain in

the international news. Despite the tragic consequences, being a targeQakAha

meant that Spain was being perceived as one of the countries that were leading
international invasionsdoweve, the responsetothe attack2 a é ! T y I NR& LI f
the elections after their insistence that the Basque separatists had planned the attack
instead of AQaeda. By trying to locate the culpability within the national instead of the
global, the goverment aimed to disrupt the voices that interpreted the attack as a

NEBadzZ G 2F !'TylFrNRa AYyiSNBSyiliA2ya -Qaéday IaAR:
YR dzLJO2YAy3a St SOGAz2ya GKIG Y2YGKZ 11 yI N
party led by Joséuis Rodriguez Zapatero (268@d11). Among his first actions, Zapatero
withdrew the troops that Aznar had sent to Iraq, aligning with other European

countries. With the prevention of terrorism being a primary discourse in many countries

of the global minoty postpk MM 3 %I LI 6 SNR Q& 3I20SNYYSyYyd a
| AGAE AT FGA2YE O0F&ASR 2y AYOUSNYyFGA2ylf O22]
be ratified in 2015 as the United Nations Alliance of Civilization (UNAOC). In this way,
Spain sought a role this network by initiating the proposal. However, Spain has not

fully reached its ambitions in the global netwstlte, since its aspirations of joining

either the G7 or G20 have not materialised. Although it was invited as a guest to the

G20 in 2M@8, intending to acquire a permanent role potentiatlye impact of the

financial crisis in Spain threatened this possibility and, to date, Spain is the only country

that is a permanent guest in the summits.

The national discourses had associatéti the Francoist regime (1938975) the

obstacles to economic prosperity and fair political representation. When the impact of
the crisis became evident, the mirage of economic prosperity was also apparent.
Despite numerous unpopular austerity measures, Spairidhapply for a European
financial rescue. The weaker position of Spain diminished any notion of equality among
all European countries, particularly in relation to the core European countries of
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Germany and France. The unsuccessful negotiations througpeEaver fisheries

between Spain and Morocco confirmed that Spain had no preferential treatment. The
construction of Spain as a land of opportunity and a role model of economic recovery
could not be maintained, but neither did the assumption that EU meshigehad

equated Spain to other core European countries or that membership meant a privileged
position in negotiations with nemember states. With unemployment reaching over

25% of the general working population and over 50% for youth unemployment, the
narratives of economic migrants risking their lives to reach Spain started to diminish.
Europe might haveontinuedto claim its status as a rich superstate, but with so many
Spaniards emigrating to Europe, narratives about Spain as a land of opportoaityebe
contradictory. Indeed, significam number of Spanish films turned to the portrayal of
Spanish emigration, a theme that had been reignited with films sudgh &sanco, 14
pesetas/Crossing the Bordéglesias, 2006) d&l tren de la memoria/Train bfemory

(Pérez and Arribas, 2006), and that continueBdn appéti{Pinillos, 2010)spansi!

(Iglesias, 2010En tierra extrafia/ln a Foreign Lai@bllain, 2014 Rerdiendo el

norte/Off Cours€2015) orJulia 1s{2017), among others. In this conteSpain is

shaping notions afovereigntythrough ideas of influence and cooperation at the
supranational level, accepting the financial crisis as a consequence of the processes of
globalisation and the greed of capitalism, locating the blame on the fiharstitutions

and corrupt professionals.

Sovereigntyn Global Times. Reacting to Global Threats.

With the turn ofthe millennium, in the context of more acute globalisation and an
increasingnternational emphasis on securitisation, Spain has turned to achieving a
symbolic capitalithin the new network state, emphasizing connections with the US

and EuropeBauman (2004,.7) notes that the globalisation processes have increased
concerns over security, overpopulationy R ¢ G KS Sa il ofadda KYSy i 2
O2YyRAUGAZ2Y&E D 2A0K Iy 1dAYSYGiSR FStaNJ 2F
20100, governments are expted to manage the situation by increasing border

control and national security. Van Houtum and Pijpers (2006, 2007) compare the EU to

a gated community or defended neighbourhood, guarded by surveillance technology
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and personnel to protect those inside this context, the fluid borddvetweenSpain

and Africa becomes a concern and key area for reinforcefoe8pain and Europe.

¢tKS y2GA2y 2F aAftftS3aAFt SyiNBRé KIFIa O2y Tl
the first 1985 immigration law, howevyehe political debates have associated illegality
almostexclusively with African immigration, making this a concern in every policy that
followed.lnla 2 TFSGGSQa ¢ 20NIRIA golvan my2sl LidkoS OLINBE &4 Sy O
that the law was meantto Bdzf | 6 S o6dzi GKIFG 2F NI OALf AT S
taken this role as guardian of the Fortress Europe in the South as a main responsibility is
evident ecauseconsiderable efforts have been made towards reinforcing the fences

and increasing the nitiry presence.

This increase in security systems has beqoaneof thenational agenda not only

because of the growth of immigration and the EU pressures that it incited, but also
because of Ay SRl Qa o062YoAy3a 27F al RM@tiRachesbusH nnn d
Gaz22NE Ay GKS Oafiofcdlides ih ébStempordryBpayh iwith xha y

North Moroccan. Foexample, the media emphasised that material related to the

Crusades and Andalus had been found among the possessions of the Moroccans
implicated in the attack (Rogoz&wvltar, 2007, p.875), while official institutions

concerned with national security highlighted connections between the terrorist activity

and the jihadisQ RS a A NB -Andalushib it df thevislamic world. The

Internaional Security Studies Group at the University of Granada lists in its public
database any references to Spain that have been found in the jihadi propaganda,

starting with a 1994 letter by Osama Bin Laden, in which he implores Allah to aid him to
restorea dzZaf AY LINARS | yR K2y2dz2NE ONAY3IAYy 3T dzy A
AH Yy REFfdzaé @ {AyOS GKI G Swydadsihad bden récdetdeld 6pS NJ ™
to 2019. The connections between the Spanish medieval past and contemporary Spain,
however form part also of more hegemonic Spanish discourses, such as the one given

by former President Jose Maria Aznar, wh20idd during decture at Georgetown

University declaretthat:

{ LI Ay Qa LINRaéda 8nd tensolisiniid nof begin with the
Iraq crisis. It is necessary to go back (...) to the beginning of the 8th
century, when Spain was invaded by the Moors and refused to

8 https://www.arabnews.com/node/255651
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become another part of the Islamic world, launching a long battle to
recover its identity.

However, Aznar is nalone in hese discoursesand Howell and Lind (2010, p.286)

declare that the media and politicians have constructed Muslims and Islam as complicit

in terrorism, only challenged by civil society responses, particularly from Muslim
organisations. The authors note h@pain has responded to terrorism in ways different
FTNRBY GKS !'{ I'yYyR GKS !Y®d 126Stt YR [AYR
exceptionalism of Spain in this regard demonstrates the possibility of a different

response to terrorism that preserves the spaEea NJ O2f f SOUGA BS | OGA2Y
importance of discourses on-existence and tolerance, alongsitie lack of any

extraordinary counteterrorism measures.

Castells (2014) p.321) declares that contemporary natistates are undermined by

globalisatiorand have become increasingly powerless, and in particular

by the globalization of core economic activities, by the globalization of
media and electronic communication, by the globalization of crime,

by the globalization of social protest, and by the dlahtion of
insurgency in the form of transborder terrorism.

In this context, government actions in these areas contribute to expressions of
contemporarysovereigntyIn setting the goal of becoming a core member of #20G

or G7, Spain aims to minimise the effects of financial globalisation, becoming an active
part in the decisions affecting the global economfregarding the control of global

crime, collaborationvith other supranational and international agencidausled as

the most effective way to prevent and fight against global crime, such as drug
trafficking, terrorism, or the trafficking of human beings. The Action Plans and Spanish
National Drug Strategs of the new millennium all focus on cooperation, both internally
and internationally, to guarantee the success of reducing drugs in the country.
Suggesting further cooperation between the EU and Latin Am&niasius (2012)

indicates that the coordinain and data sharing between EU countries has been

paramount to reduingthe impact of global crime and drug smuggling. In being seen
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acting effectively against global crime, Spain displays notiensabfable partner

against these global threats.

Soveeignty.The interrogation of the Transition, the-bj and the Recuperation
of Historical Memory.

Recent scholarship has explored the identity crisis of Spain in relation to the
interrogation of what has become known as Culture of the Transition (Gfig,legacy

of the consensus and reconciliation aims that drove the Spanish Transition. Some
scholars have looked at the influence of the financial crisis and thaletérity
spontaneous 1/ movement as triggers that brought this interrogation to thélju
spheres, underscoring the fragmentation of the hegemonic discourse of unity and
consensus that the CT had constructed (Martinez, 2012; Snyder, 2015; Moreno
Caballud, 2014, 2015; Carretero Miramar and Bradd, 2019). Other work has
interrogated this culire of consensus in cultural products and people, paying attention
to expressions of natiebuilding but also resistance and disapproval emerging from
these narratives (Sanchez, 2012; Tridnabio, 2019; Miguéle€arballeira, 2016;
Wheeler, 2016; Martir£020). While the interrogation of the Transition has brought to
light the inefficiencies of the political transition and the weaknesses of the economic
transformations, the European membership has not been contested. Although there is
criticism towards paicular policies and actions, belonging to Europe and its apparatus

still holds value in Spain.

NeartheturnotheYA f f SYyAdzyYS yIF NNJF GA@Sa GKFG SELX
prominent and set filmic trends aroutite recovery of collective memory aad
KAaG2NROFf LI ad GKIFIG KFR 0SSy aAt SyOSR 4.
films approached the Spanish Civil War and the repression of the Francoist forces, with
particular emphasis on the sacrifices of women and the suffering of childoénasy
Carmelal(Saura, 1990},ibertarias/Freedomfighte(dranda, 1996)Tierra y

Libertad/Land and Freedofinoach, 19959 f S & LAYl T 2 RSt RAIOf 2k
(del Toro, 20019 f f F 0 SNAY (02 RSf (deClordz?@&Last1By Qa [ | 0 ¢
rosas/the 13 RosdMartinezLazaro, 2007)of I Y dz2 SNJ RSt | y I NJj dzA a (

wife (Marie Noelle and Peter Sehr, 2008series of heated debates in the media
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followed the foundation of the ARMH (Association for the Recovery of Historical
aSY2NRBO AY HnnnI GKAOK AYyFTfidzsSYyOSR (GKS 32
acknowledgement with the Law of Historical Memory of 200&.Law of Historical

Memory of 2@7, which sought to acknowledge the victims of Francoist Spain, brought
heated political and public debates about reopening the wounds of the past, the tacit

Gt Ot2 RS hft@AR2¢ ot Ol 2F C2NRSGGAYy3L 2
the future and not the past, or the transfer of power and those who had been involved.

The consensus of the Transition was brought once again to the public debate, reaching
the international stage when Spanish judge Baltasar Garzén, who had previously made
internatioral headlines by taking higdnofile cases such as those against Pinochet or

Videla under international law, opened the first case to investigate crimes of the civil

war and the Francoist regime. This action was followed by a lawsuit against Garzén
himself,claimingthat he had no right to investigate these crimes as they were

protected by the amnesty law of 1977. The close scrutiny of Garzén led in 2012 to a
lawsuit against irregular wiretapping that has barred Garzon from practising law until

2023, effectvely putting an end to the open case over the crimes of the Francoist

regime.

In 2009, just when it seemed that the only goal that the Transition had fully met was the
democracy, a series of corruption cases involving top politicians and the Royal Crown
emerged in the news media, taking centre stage for almost a decade, while the
reactions to the Law of Historical Memory of 2007 brought questions into the politics of
consensus that the Transition had heraldEdis Law of Historical Memory has been
recently reviewed, with a new Democratic Memory Act proposed towards the end of
2020 and currently inthe approval stage. This new law seeks to includevised

account of the Civil War and the Francoist regime in the school textdbals aims

to void the convictions of Francoist courts and suggests institutional support for
exhuminghe victims for DNA matching with surviving relatives. Finally, it eliminates the
Francisco Franco Foundation, cancels nobility titles granted betweefl 28988grants
citizenship to children born from exile, and removes Francoist symbols. What these
proposals manifest is the contemporary debates over recovering historical memory and
the way they are associatedth discovering the truth about the past, acknowledging

the suffering of the victims, and making symbolic reparations. These points are echoed
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in many of the films postrisis, particularly those set in the colonial p&sttion film is
recovering this memory through a lens that still relies on Hispanotropicalism and
Convivencia, and more significantly, the narratives advocate for an acknowledgémen

the past rather than reparations.

Within this background, the financial crisis (2Q082) brought a deep dissatisfaction

with the main political parties and their actions during this period, such as the initial

denial of the crisis followed by tigatisterity measures, employment policies that

allowed for easy dismissals and redundancies, or financial rescues that favoured the
banking system but left the individuals in precarious positions; all in an attempt to

prevent a European bailout that evenliyacould not be avoided. The increased

precarity in society led in 2011 to the spontaneous protests of thd {for 15th of

May), also called thedignadoqoutraged) movement. This movement mobilised

thousands of people in main squarpsotesting ausrity measures and bank bailouts.
Characterised by siihs, urban camps, and walking rallies, the movement captured

much of the news medmattention. The most significant visible change derived from

the protests was the loss of trustthe main politicaparties and the subsequent

formation of new ones. Campaigning first against corruption and the culture of the

CNI YyaArAdA2yT G662 YIAY LINIASAE SYSNHSR TNRB
I Iyés LRLz Aad € STaO | -ygR). AthirdzRdinRarty, ¥dx, 6 G/ A 1
I LIS NBR AYy Hnanmo F2ff2gAy3a GKAA IFSYSNI € |
right party with antimmigrant and xenophobic views. The surge of theidgt has

been sudden and somehow unexpected in Spain. Adthemall rightving parties had

acquired some support in previous years, they had failed to enter the regional or

national parliaments until December 2018, when Vox won 12 seats in the Andalusian
regional parliament. Research emphasises the slow growidfhtfving parties in Spain

in relation to other European countries and links this circumstance to Spanish history

and nationaldentity, particularhconcerninghe fear of bringing back righiting

sentiments associateith CNJ y 02 Qa A RSIPf & LI A NMIQy I 2 NI A O xdzb
European belonging had offered for almost half a century resistance to the anti

immigration voices of the farght (Arango, 2013, p.10; Encarnacion, 2004, p, B6@)

until the end of 2018n0 rightwing antiimmigration politichparty had won any seats.

Encarnacion (2004) infers that the absence of a direcirantigration narrative in the
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political manifestos was due to its association with fascism, the discrediting of the
extreme right after Franco, a preference for modenaétical parties, and the fact that
most immigration in Spain comes from Europe. Arango (2013) points ihstieed

value of the immigrant as a perceived necessity for financial growth, a requirement of
the labour market and a sign of modernkowever the fact that this political group

has grown in support speaks of latent xenophobic sentiments in current society.

The financial crisis, thus, brought with it an intensification of a crisis of national identity
that had been building up and shaped newj@gctons ofsymbolic capitalWith a

national identity builin the first decades after the Francoist regime on notions of a
quick financial recovery, a peaceful political transition, and becoming part of the EU
with all that it entailed, the 2008012 perod emphasized the cracks in this identity.

The European financial rescue was final evidence that the Spanish economy was not
that strong, whereas the corruption cases involving the main political parties brought
doubts over the success of this transitaod the silence that the consensus

encouraged.

Thesymbolic capitahat the achievements of the new democracy had enactasl w
fragmented during the period of the financial crisis and led to its reassessment and
reconstruction. While financial stabilitadiproven fragile, the official discourses have
positioned it in the context of a global crisis that has impacted all the countries of the
global minority. Furthermore, it is presented as a temporary anomaly that can be solved
through solidarity and indidual responsibility. If the corruption cases have incited in

the media further mistrust in the political system and the narratives of the Transition,
the narratives of Spanish film offer a purge of corruption led by regular Spaniards, while
at the same tira making it a consequence of globalisation and the greed of capitalism.
However, as one of the objectives of the Transition and democracy, EU membership
does not fall within the confines of this interrogation and is reinforced through the core
notions ofEuropeanness: freedom, equality and fraternity. In this context, the
multitudinous protests of the 181° speak of the political freedom of Spain and the
determination of its population to achieve fair and honest political representation. The
protests, thus, reflect the freedom that the democracy brought even if enacted against

the political configuration theemerged posfFranco. Indeed, the Spanish national

9 Also those against gendered violence or the indults to those implicated in the Catalan referendum.
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television (RTVEgported® recentlythe results of a European Social Survey that
asserted that Spain is the European country with more participation in protests, more

than duplicating the Eopean averge of 7.5% to 19.7%.

To conclude, this chapter connects historical and recent events to the articulation of
nation, making connections with the construction of national identity-postco, the
configuration oSymbolic capitatoncerningts position inEurope, andiowthe

signifiers of wealthmodernity, and stability became questionable in the context of the
crisis. The construction othernessand affinity in relation to the Latin American and
Africanotherhas beenmpacted bynotions of Hispanidad;onvivencia and
Hispanotropicalism that derive from colonial encounters with Latin America and Africa.
These concepts contribute not only to constructions of the-Boropearother, but

also of a Spanish exceptionalism, within Europe, that reassertsrén&gropean

notions of freedom, equality and fraternity, at a time when Europe itself presents a
narrative of decline in this regard. Finally, it sets the impact of the crisis in connection
not just to a financial crisis, but to a crisis of identity dfterinterrogation of the

successes of the democracy pésanco.

This chapter posstthat the articulation of Spanish identity since the establishment of
democracy is closely connected to Europeanness, and that the articulation of this
Europeanness hdmen impacted in the period of the financial crisis (20082). By
setting the ground of the history and events surrounding European membership and
the relationship of Spain with the Latin American and Afodaer, the chapter lays the
background upon hich the films are produced and opens the interrogation of how
Spain is configured with and against ttiserin film, at the same that it situates key
concepts in the context of the recent sogiolitical and historical events. To fully
evaluate the chages in this portrayal of the Latin American and Afrathar, the next
chapter focuses on the portrayals in Spanish filrR20@5, after which the case studies
discuss the evolution of these portrayals in the context of redefining national identity in

Spanish film before, during and after the crisis.

10 https://www.rtve.es/noticia/20210602/espanaesituacomo-potenciamundiatmanifestaciones/2097585.shtml
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Chapter 2. The Latin American and Afrigtlaerin Spanish film
pre-crisis.Scholarship and context.

This chapter reviews scholarship on films depicting immigrant experiences and on films
where the figure of the racialisedheris acrucialpart of the narrative. It positions this
thesis within this scholarship, setting the terminology and establidmngetps in the

existing literature. Approaching scholarship on European and Spanish cinema
preoccupied with immigration and tlegher, the chapter acknowledges the issues
surrounding the terminology employed to refer to these films and specifies the terms
used in this thesis. The chapter highlights trends in narratives and portrayals of the Latin
American and Africapther since the inauguration of what has becoknewnas

Spanish immigration cinema.

Immigration Cinema and Spanish Film

The study of cinemby and about immigrants has increased considerably in the last two
decades. From earlier depictions of tither, to the cinema made by second or third
generation filmmakers, scholarship has approached ideas of reception in the host
country, questionsfdbelonging, and hybrid identities. The definitions surrounding the
cinema made by or about migrant identities are varied and address different but often
interrelated categories. Some scholars explore the particularities of the cinema made by
filmmakers wth hybrid identities derived from a diasporic, migrant or exilic condition.
Others, expand their scoéso b include any cinema that explores themes relating to
migration, diaspora and exile. This thesis sits within the latter due to the limited number

of filmmakers in Spain of migrant or diasporic identity.

An important landmark imigrant and diasporic fimstudya | F YAR bl FAO& Q3
Accented Cinemaaficy employaccentto symbolically refer to the distinguishable
characteristics of the cinema oha by diasporic and postcolonial filmmakers in a host
country. For Naficg200L, p.22F (G KSaS FAEYYIF {SNBRQ 62N] Aa
GR2dzoft S O2yalOAzdzaySaaé¢ GKFG €SFR G2 | LI |
produced are shapedby$h A Y GSNI OldA2ya GF(1Ay3 LI OS 06

69



GKSe@ | OljdzANBe Ay (GUKS K2ad O2dzydNER yR ail
By rearticulating W.E.B B2 A(R986)Y 2 1 A2y 2F GR2dzof S 02y aOA:
identity defined bythe conflict between the identification with the coloniser and the
colonised, Naficy encapsulates the tensions inherent in this double cinematic identity.

. 2NNR gAYy 3 T NP Y1981 nbtikr ofichronotdpd whdl contévad it as a

signifier that encapsulates both space and time, N&#@91, p.152)ndicates that

Gol 800SYiSR FAfYa SyO2RS> SYo2ReéX YR AY!
certain privileged chronotopesdhlink the inherited spaegéme of the homeland to

the constructedspacé A YS 2F (KS SEAfS IyR RAI &LJ2 NI ¢
filmmakerare positioned in a hybrid space where cultures of the host country and a
pre-diasporic homeland conflate tonstruct the hybrid self. In this sense, the

filmmaker is transformed by what anthropologist Fernando Qréi&4 denominated
transculturation a twoway process of exchange where culture is transformed through

a series of negotiations and strugglesamen two (or more) different cultures.

5SOFRS& fIGUGSNE YR AY NBalLkRyasS G2 ¢KI O K.
Orientalism(1978), Homi K. Bhabha (1994, p.4) would articulate a similar notion of

cultural hybridity as the result of entertainiigRA F F SNBY OS gA G K2dzi |y
AYLI2ASR KASNI NOKe ¢ digd spa&Ea 21 GyA | aiAAYYGIS NEBRISAYUUAAL
0SG6SSy FTAESR A Péwednnesdisrooted ig hyridityh but ikdbes A y
not conflate with Spanish notions of mestizajhjch at its root relates to the racial

mixing of Indigenous peoples and Spaniards in the New World. In this respect, Shirley A.
¢CFGS ownnpI LWbccO Of FNATFASE . KFEoKIFQa LA
same as creolisation amnestizaje butthat the hybridity to which this third space refers

Ad 2yS G6KSNB yIFINNIGADPSE 2F WgKSNB &2dz ||
FNE F0Q Ay 2NRSNJI F2N) ySg ARSYGATFTAOIGAZ2Y A
diasporic cinema approlachis sense of hybridity as a pivotal element. However, other
definitions have arisen to address the cinema that, while intersecting on some themes

and aims, is not a product of migrant and diasporic flmmakers, such as the majority of

the films in the cse studies. In the context of this thesis, this hybridity is discussed
regarding howhe films establish notianof negotiation of hybridity in alignment with
perceived Europeacultural capitalSave some exceptions, the majority of the Spanish

fiction fims engaging with migrant and diasporic identities have been written and

directed by Spanish filmmakers who do not share this lived experience and who, thus,
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do not present this hybridity themselves. Where notions of hybridity and third space

happen, thesare often imagined through a Eurocentric lens.

Another exemplar study of the cinema made by filmmakers of diasporic and migrant
identities is Laura Marks, whia her workThe Skin of Filii2000) also engages with
aspects of ifbetweenness thatarisef®® | RA I AL NA O O2YyRAGAZ2Y O
GAradzZ t AGee adzZ33aSada I 1AYR 2F aSyazNRrlft
distinctive way that migrant and diasporic flmmakers perceive and reproduce the
world, paying attention to sensorigldzk t AGAS&ad ¢KS [aa20AF A2y
immigrant characters in Spanish immigration cinema speaks of the influence of
European diasporic film in Spanish immigration cinema, in terms of its themes,
portrayals, and usual stylistic convensoi&ngaging with the postcolonial condition,
Shohat and Stam (1994) also explore notions of hybridity and syncretism. However, this
thesis agrees with Berghahn and Stenberg (2010, p.36) in that their framework might be
insufficientfor scholarship workingn exilic and diasporic identities in general, as not all
YAINI yi LRLIA FdAz2ya INBE FNBY 9dz2NRBLISQa 2f |
(2005)approaches hybridity in the context of national identity and encompasses films
by seconegenerationmigr Y i YR RAFALRZNRAO FALYYIl {SNR ¢
200dzLdr yOe¢s gKSNB (KSaS FAEYYF{1SNER SYo02R
negotiating their place in the hosting nation and the homeland of their ance$tuss
categorisatiot f A Ay & ¢ A WisushbnhertianOdicceated lcieBawill Higbee
OGHNANTYX HAmMNnO | faz2 SELX 2NBa y2GA2ya tAy1S
identity but with a focus on the postcolonial contexia{nly French), which informs the
interactions between nationainema, the transnational and cultural identity in a
GOAYSYlI 2F CENYyAAIRNBSYOEKRa andnifgsithel 2 F
relationship between the filmmaker and the context of production, instead of being
articulated as a subcategory andhiit the limits of diaspora and migration. Developing
his ideas around the transnational and the postcolonial, Highee and Hwee Lim (2010,
p.18) argue that the theorisation of the transnational in the cinema of transvergence
should be neither descriptive nprescriptive, but a critical one that

does not ghettoize transnational filmmaking in interstitial and

marginal spaces but rather interrogates how these filmmaking

activities negotiate with the national on all levefsom cultural
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policy to financial sources, from the multiculturalism okedéfiice to
K2¢g AU NBO2YyFTAIdzZNBa GKS ylraAaz2yQa AYIl 3

This claim is important because it cautions against the study of this kind of film within
the limits of the marginal positions that the filmmakers might occupy and instead
encourages readings thieanscend them and explore dialogical procesRes. Stone
(2018)articulates the notions afinema of citizenandcinema of sentimenn relation

to the way that the films in a nation align with or differ from the hegemonic film
cultures and the way thyeexpress the nation. Tlsenema of citizenStone, 2018,

p.270) have

close links between the government and filmmakers that are
established and maintainddirectly and indirectly) by funding,
educational strategies, investment in relateftastructure policies,
quotas, incentives such as faveaks, sponsored training and official
campaigns that support and exploit the soft power of homegrown
films at festivals and awardsremonies.

This approach has informed the selection of the case studiel tlas #lms included in

this thesis participate in many of these characteristics ciftena of sentimenin

contrast, express resistance and is fluid in relation to the identity articulated within the
hegemonic channels of the state. It often articusatearginalised identities and looks
outwards towards independent screenings and international film festivals. While many
of the films included in this thesis engage with marginalised identities and areaimed
film-festival audiences, they express thesasawithin the hegemonic film cultures and
seek to transform the national audiences through sympathy and figuratively contact
with the other. Moreover, their inclusion in the screenings of the Instituto Cervantes
and Spanish embassies abroad, make themesgmtative of an image of Spain aligned

with the state.

Some scholars expand the scope of study of films of migrant and diasporic identities to

include also similar films made by national filmmakers who do not share this lived

experience, an approach ging this thesis. One such scholar is Yosefa Loshitzky (2010),

pgK2 O2yaoOAz2dzate Sy3alr3asSa gAGK FTAftya O2yanl

RSYy2YAylFiSa FTAfYa 2F (GKS aYAY2NAR(G&é RA&O2

Strangers on Scre¢®010, p.D) analysestherness & & NS LINR RdzOSR 68& 9
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OAYSYlF |a LINIG 2F GKS O2yiGAySyidQa &idNHAa3d
purpose, Loshitzky groups films about immigration tinree categories by narrative:

journeys of hope, promised land, and secgetieration cinema. The first grouping

RSIfa 6AGK aGKS YAINI 02NEB 22dzNySeé FNRY
a2YSGiAYSa ol O]l K2YSé 06 2aKAh Gship éxperiengedr n = LJ
by the migrants and occasionally their death in the process. The second group,

promised land, focuses on the narratives of the migrant in the host country, often
RSIfAY3a 6AGK A&daadzsSa 2F ala NI Olbroviz YA&OS:
SELX 2A0FGA2yé O[2aKAGT 1@ wamns LdmMpOX Gl
migrant and the host country, often dealing with questions of discrimination. Finally,

the third group engages with cinema made by or portraying segendration

immigrants (and beyond), whose themesially revolvé N2 dzy R ¢ Ay (0 SANI { A 3
GFAAAYALT I GAZWERE ARAIEMINAISENT VA 2y € o[ 2aKAGI
Yy20Ay3 GKIG FfdK2dzZ3K [ 2aKAGT | & nitedadl OA & A 2
the imagined communityby exploring journeys, interaction with the host society, and

the notions of memory and belongirgpshitzky does not approach these notions

directly. My research intersects work by Loshitzky and Anderson to address how the

portrayal of he othercontributes towards the articulation of the nation.

The same year that Loshitzky publiskedeening Strangef2010) Daniela Berghahn

and Claudia Sternberg publishedropean Cinema in Moti¢2010), an essential edited
collection born out ofie AHR&F dzy RSR LY GSNY I GA2y L+t wS&aSIk N
S5AF&LIR2NRO [/ AYSYlF AY [ 2y(SYLR2NI NEB 9 dzNP LISE
G2 0KA& (1AYR 2F OAYSYl & aYAINI YOG YR R,
deliberately ambiguou® include ay films about migration and diasporet only

those made by filmmakers connected to these identiBesghahn carries this

terminologyto her 2013 volume oRarFlung Families in Filib.is also the approach of
Ponzanesi (2011), who simplifiesthetéf@ & YA INI yi OAYSYlI é3X |y
LJPHNUE ¢gK2 2dzZAGATASAE AG Fa I RSaAANB (2 A
L2 fAGAOFE GG OKYSYyldéod ! LIINRPIFOKAY3I 620K
(2010 RSYy2YAYyLl G4§Sa& A (theradssiGhéma)RISolina BalNeStRds2H15)5 h
OFffta Ad AGLYYAIANIYd /AYySYFEZ |yR DdzZAR2 w.
YAIANI YOG OAYySYlF¢s arayrtftay3a GKFraG AG aSyol
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regardless of the cultural backgrounddafectors, scriptwriters, producers, cast, or

LR GSYGuAlLf GASGSNEBED LYy { LI AYyZ OGKAWhoAd (K:
dzaSa GKS GSNXY daOAYyS RS AYYAINIOAsyé O6LYY.
G/ AyS RS hiNBR mMm®.&WithhahsimkaSchitifgSriaiion/Che/na Castiello
GHnnpv NBFSNE Ay GKS alryYS @SINJ G2 aOAyS |
encompass any films concerned with migration narratives and characters, where the
LINBLI2aA0A2Y GRS¢ YSB8EWacK2aAKI&KSAaAA Al YROSEO
dzaS 2F GAYYAINIyYyGaQ OAYySYlF¢ o0SOFdzaS Ada
madebyA YYAIANI yiad LyadSrFRT L GF{1S {Fydl2ftl¢
to refer to any films that engage wiigsues related to the migrant condition of the

othert YR TAf Ya YOIRFSHNE (A2FO2FRE YYIF]1SNERET F2¢
08 .SNEKIFIKY FTYR {GSNYoSNH® | 26SOSNE L dza:
LINEFSNNBR (GSNY Ay (A0O)Dbechukefthe thgsR exElud&s am S NH |
the analysis films about the emigration or return of Spaniards, in order to focus the
analysis on the portrayal of tlieherand the national space (colonial or otherwise, as a
destination, point of departure, or diving spacet KS G KS&aA a SYLX 2&3
2T O2ft2yAlf GKSYSaé¢ IyR aO2ft2yAlLf FAEYE |
films that address colonial narratives, following the terminology used by Isabel

Santaolalla (2005) and Alberto El€¢2@10).

Spanish Immigration Cinema: Scholarship and Key Texts

Studies around immigration cinema in Spain proliferated with the start of the
YATESYyAdzYs gA0K &ASOSNIf Y2y 23INF LK&osl LIS
GhiNRa&aéyY 9 énehclhddlpamdl cénteipordarigo05)¢ KS ah i KSNB &Y
Ethnicity and Race in Contemporary Spanish C)risrmdandmark study that continues

to be referenced to this day. The work engages with notionthefnessand

immigration in Spanish cinema sinisearigins, encompassing over twenty decades of
production. Her monograph offers andepth historical and analytical study that
SyO2YLJ) aasSa ¥F2dzNJ Ol atteEZghEhcS Roma peblled) @ a d A y
GljdzA y O SthexES Y ENRAOF Y YR !aAly AYoharANI GA2Yy 0.
09F&aGSNY 9dzNBLISFY A YOheENIOI A 20yAvy> ! YWSRNAGCK S/

74



{FydF2tFttlIQa Sy3alFaASYSyd séstriakralisgeaadi O2f 2 y A |
philosophical texts on globalisation connect her work with international scholarship and
positions Spanish Immigration Cinema within a wider European context. In the same

year, journalist Eduardo Moyano (2005) published a monograph on migaaiib
cinemaemphasising 20 A2y a8 2F YSY2NRI Y20AtAGRT | yF
establish connections between the Spanish migrant past and contemporary immigration

in Spain, paying attention to mobility within the Spanish borders and portrayhés of
internalother.2 KA f ad az2eély2Qa ¢2NJ] f1F01a adNpry3
enriched with interviews and personal encounters with filmmakers. A further volume by
Chema Castiello that same year explores three thematic narratives in immigration

cinema: journey, rejection, and convivengih & G O2SEA &GSy 0S¢0 ¢ KS
AYGSNBRSOG ¢6A0GK [2aKAGT1@8Qa FANRG Gg2 OF (!
GKS OFGS3I2NE 2F YAINrYyd FYR RAFALEWAO TFA
absence of voices from immigrant and secgederation filmmakers is a gap lamented

by Castiello (2005) and Santaolalla (2005) at the time. Wes¢foundational works

highlighth & GKS FAEf YYFI {SNAQ O2yaOAz2dza eRSAANE
immigrant condition and expose racism in Spain. For example, Castiello (2005) indicates
that the Spanish directors of immigration cinema openly declare their intention to make
films that denounce reality and demand changes, understanding their films as a
GiSaltAY2yeé YR Gaz20Altf NBTFESOUlA2yée 2F {|
scholars have found limitations in the 198005 immigration films, noting that many

I NB OSy i NBR | NP dzy Rthef, add hoyse suciNdsound b lizkyS NK2a G |
experiences, that is, that they are more about Spain than about the immigrant (Flesler,
2004; Santaolalla, 2005; Gordilltvarez 2007; Davie2006;Peralta Garcia, 2016; Van

Liew, 2019). This aspect is a crucial point in this thesis, which interrogatebevha

elements of this Spain that are constructed through the otherwhether the films

after the start of the crisis change focus and challenge this approach, and how these
elements are related to notions of national identity through a dialogue wEhS\NE 2 Y Q &
(1991) work. In examining pedtisis films, the analysis in this thesis demonsgrate
transformations in the way that Spain is portrayed in relation toothisrthat derive

from changes in the social, historical, and political context
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An important point that derives from the portrayals and narratives made in some of the
films in immigration cinema is that while these films emerge from intentions to critique
and challenge prejudice and stereotyping, they contribute to the construction and
reprodudion of stereotypes. Santaolalla (2005) explores issuethefnessn Spanish

film up to the early years of the new millennium and concludes that, overall, the figure

of the immigrant in Spanish film is treated with benevolence and sympathy, both by the
narrative and the cinematography. However, she also reminds the reader that even
though some films might have been driven by these sympathetic motivations, once the
filmic text is circulating, they can be interpreted and appropriated in ways that promote
A AONAYAY Il G2NE RAALIRAAGAZYyad ad Fylfeara
posits, for instance, that the repetition of narratives around African immigration in the
O2yGSEG 2F AffS83If SYyiNE | YR KIENRSKSINSON]
sympathy for theotheris inspired by witnessing the suffering of the immigrant, instead

of by realities that motivate the migratory experience.

The limitations derived from using tropes in films for social criticism are also briefly
addressed P Iglesias Santos (2013), Pérez (2015) and P&ailtaz2016). However,

these scholars approadither documentary films or films przisis in their anays,

leaving a gajn scholarship on latdilms® C2 NJ SE | YLJX $B13)chafeS a A | &
exdores the portrayal of Muslim women in literature and film, concluding that even

though the films include humanitarian commitment and social criticism, there is a trend

for what she callbuenismoor buenrollisma & 3 222R8R& ¢ | GOGAGdzZRSV T &
overemphasies passivity and victimisation. In a similar argument, Pérez (2015,-pp.219
HHNU RSY2YAYlI(0Sa (RAGYRAYRYZ2FNRENSERE 8Ol
AYyGSylGiazyaég 2F GKS FAEYYIF{SNRZ odzi |faz
fundamentaly, the failures of the films regarding ethical accountability of Western

yS2ft A6 SNt LINF OGAOS&ar adKS Ne2G Ol dzaSa 2°
al GNAE 2F GKS aSRAGSNNI y-&) addredselit’asi £ f 8 = t
GF YOADYSBlyii2PDAa2 O Ats poten@alNth rdide Qiateess afoat bk

lives of undocumented immigration but their struggle to escape stereotypes.

Considering the conclusions established by Peralta (2016) and Péreza(ilitHe

power dynamic betweethe global minority and the global majority, it is valuable to

explore whether these narratives continue to be prevalent after the financial crisis
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NEZSIEtSR {LIAYQa LIR22N SO2y2Yeé YR FAYIl yO,.
thesis suggest, thiempact of the financial crisis shapes some of the filmic narratives

towards convivial spaces where the tensions in the community are not rooted in ethnic

or religious differences bun attitudes towards consumption, Europeanness, and

financial restrain. d fully comprehend how these narratives have evolved and how

these changes reconfigure notions of Spain foflewingsections explore the origins of

{LI Ay Qa AYYAIANIGA2Y OAYSY!l lothéthalfliSwe®2 y (i S°
The discussion @ganised in two sets, each following a chronological order. First, |

discuss films featuring the Africather, after which | explore films on the Latin

Americamother.

The Africarotherin Immigration Cinema pr2005

The film that is often lauded as the inauguration of Spanish immigration cinea®a is

cartas de Alou/Letters from Al@drmendariz, 1990), although as Alberto Elena points

out (2005a, p.57; 2005b,109), it was by no means the first film to include inratign

narratives or immigrant characters, but the film that would define and inaugurate
immigration cinema aggenre, with clear directorial aims of inspiring understanding

towards theotherand exposing prejudice in SpaintHa leadingcharacter role,

Senegalese Alou (Mulie Jarju) travels around Spain looking for work, encountering
prejudice but also finding networks of support and friendship. The film, Santaolalla
SHnnps LIOMHMO O2y Of dzRIS DA axiy d2.J Y& alK RIANIOZ
made it popular with institutions and education settings working onracist values.

Van Liew (2019, pp.262c o0 o NAy 3Ia | dGSyGAz2y (2 K2g (F
immediate period after the acceptance of Spain in the Common European Market

(1986)) UGUAYS gKSY (KSNB 4l a aAyONBIlI aAy3a LINBE
changing laws to accommodate what for Spain is a newer phenomenon than for many

y 2 NI KSNY 9 dzNPLeieis ffom Qia(daga) Wds Snaréled! prestigious

accolades, includintgvo Goya and the Concha de Oro at the San Sebastian International
Film Festival, some of the most prestigious Spanish awards. Burkhart (2010, p.153)
AYRAOI Sa GKI how&pafish sogigtythas deambr loetidr ge§ dot dealt)

with the integation of immigrants and with different forms of discrimination,

s



Ay aidAldzi A 2 ¥y NdvertBeldsAni BaSidsli2012,$ £46) declares that the

FAEY A& | ayz2ialofS SEOSLIIA2YE Ay (GKS L2 NJ
immigrant is tle film's central subje¢ctsomething that would only become more

common in the late 2000s. The ethical aims of the film to denounce racism and

prejudice in Spanish society went beyond production or distribution. Armendariz

donated exhibition rights to SO8dismo (SOS Racism) with the condition that the
association had representatives present during the screenings in order to open a Q&A

with audience members afterwards (Santaolalla, 2005, p.121). Most of the academic
works on the film highlight the humanerpayal and positive representation of the

character and his struggles to integrate into Spanish society. Santaolalla (2005, p.121)
NEFSNAE (2 AlG a aSEOSLIIAZ2YINEORYR ,RA&ADSdz
andVan Liew (2019, p.260) ligtsi F2NJ Ada adG2yS 2F ANBI G Ko
RA DS NEilEDIEER2 wWAY3IE& OoHnmMcX LIPHO AYRAOIF(Sa
g tdzSa 2F GKS [/ 2dzyOAft 2F 9dzNRLISQa FALY F
GaliNBy3IGKSYy Kde2l NN DG & ¥ RNIYOZ i A Odzt G dzNJ €
p.9 in Rings, 2016, p.2), noting how it aligns with notions of Europeanness. However,
many of these scholars also bring attention toabgeringof Alou through an

exoticisation of his body (Santaol&@@02, 2005, 2010; Ballesteros, 2001, 2005; lan

Davies, 2006; Burkhart, 2010; Rings, 2016). Being the first film to directly address

African immigration and the problems that arose from a difficult integrdtieters

from Alou(1990) set the model for g of the films that followed.

As scholars on Spanish film recafiivatalyear for immigration cinema is 1996, when
Imanol Uribe and Carlos Saura spearheaded this kind of new cinema with the release of
the filmsBwana/Bwang1996) andlaxi/Tax{(1996) respectively. Alongside four other
released! in that same year, these films put narratives of immigration at the centre of

the filmmaking industry. Many important monographs and studies on immigration
cinema explore the history and portrayals in imntigrafilms of the 90s and early

2000s? noting two key themes in this period. First, the critical interrogation of Spain as

11En la puta calle/Hitting BottogEnrique Gabriel, 1998Ylenos que cero/Less than ZgEonesto Telleria, 1996),
Susanna/Susanr{@ntonio Chavarrias, 1996) anal sal de la vidgeugenio Martin, 1996)here is no official

GNI yatlraAazy 2F GKA&a tlLad FAEY GAGEST gKAOK YSIya £ AGSN
2T [ATFTSE

12 See for example: Santaolalla (2002, 2005, 2010), Cag2@lis), Gordillo Alvarez (2007), Gordillo (20M@varro

Garcia (2009Ballesteros (2001, 2005, 2006, 2015), Marti@arazo (2005Rodriguez (2011), Elena (2005a, 2005c),

Davies (2006 Flesler (2008Elena and Manti Moran(2016), and VegBuran (206).
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a welcoming host country. Second, the portrayal of immigrants as the repbeg

and the difficulties they suffer to reach Spain or find acceptance in the host country.

These themes encourage audiences to reflect on their own positianspyring

compassionate attitudes and promotisgcietal change. For Guido Rings (2016, p.158),
AYYAANI GA2y FAEYAa 2F GKS pnad a2LISNIGS €I |
traditional intercultural framework that follows an agenda of enhanced peaceful

coexist/ OS> Ydzi dzZl £ NI a LIS O (iHbweleyiRsedséntiabo iocfeR A y (i S
that while these are trends, the films usually ascribegbidyimmigration cinema are

by no means homogeneouwsnd there are differences according to the origin of the
immigrant. Most of these narratives focus on Sdtharan immigrants, with a notable

absence of Moroccan immigrantsgrominentroles. For Daniela Flesler (2008), this

absence is connected to national anxieties over the North Afiten particularly the
Moroccanotherz RdzS (G2 aA3aYyAFASNE 2F GKS YSRASOI
Spain with notions of invasion and treachery. Her monograph makes a compelling case
and has become a landmark study, exploring a variety of examples, from history to

politics, totraditional national festivities and cultural products.

For many scholars, the portrayals of the Afrigtdrerin the first immigration films of

the 90s address the migratory experience ofdtteerto highlight prejudice and racism

in Spain. This is tlwase, for example, Bwana(Uribe, 1996) Taxi(Saura, 19965aid
(Soler, 1998RonienteSetting(Gutiérrez, 2002) dbalvajes/Savagéslolinero, 2001).
Death marks the ending 8usanngdChavarrias, 1996), a film with an eponymous
protagonist whose mmantic involvements with a married Spanish man and a Moroccan
immigrant lead to a tragic ending that constructs notions of danger arourathbe

Less concerned with the Spanish family or its interactions witbtties, llegal/lllegal

(Villar, 2003) apaches violence and death deriving from human trafficking practices.
With a more comedic tone, uncommon in these narratives, but following other national
traditions of picaresque genreBs| traje/The Su{Rodriguez, 2002) explores

stereotyping anabjecified capitathrough the changes in treatment that the

protagonist experiences after being gifted an expensive suit. The films included as pre
crisis examples in this theslg, Kilometre$2007) andDear Bamak¢2007), explore the
journey anchardships bthe SubSaharan immigrants in their pursuit to reach and

settle in EuropeSeveral themes rutlirough many of these narratives. Firstly, the
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immigrant's undocumented status and illegal emtryemphasised and often made

part of the main narrative, whether by depicting entryplayera, or focusing on

vulnerable conditions derived from their irregular status. Second, death or the risk of
death surrounds thether, particularly in the context of ¢hdangerous journey or

violent racism experienced in Spain. Third, for the most part, integration in the Spanish
space is truncated by death, expulsion or violence and made impossible. Through such
portrayals, these films construct the Afrigatherin postions of danger and

vulnerability. In many of these films, the African immigrants risk their lives to reach
Spain, which often disappoirtteem for not being the richwelcoming country they
envisioned. These films configure Spain as attractive to imroigdue to its position

within Europe and the availability of jobs, even if these jobs are unskilled and offer no
protection. The hardships experienced by immigrants in the films, while underscoring
the prejudice and the obstacles they encounter, alsphasise this desirability of Spain
since theotherendures thento reach or remain in Spain. Decontextualised from the
root issues that motivate the migrant experience at origin, often reduced to economic
migration but left in a vague and abstract contéxése films evoke thpull factorof

Spain instead of fully integrating the living experiences of migration. Once in Spain, the
films focus on the prejudice present in Spanish society and tensions arising from the
encounters with the Spaniards. The namesi explore these interactions in terms of
conflict, which tend to produce transformations in the Spaniards, making them in this
way the complex characters in the film and reducingotherto a discursive tool that

calls for change from the Spaniard awer and, indirectly, the Spanish audiences.

The scholarship often differentiates portrayals of the-Sabaran and the North African

otherz | £ fdzRAY3 (G2 GKS O2ffdzaAizy 2F GKS YSR
African, particularly those fromtel I KNB o6 ® ¢ KS { LI yAaK {SNY
its use, is a pejorative noun that underscores these historical connections. For

Santaolalla (2005, pi80-133), SukSaharan characters have carried three types of
connotations. First, in relation to a seksed body, where the black body constitutes

visual or sexual pleasure, a characteristic that also appears in Latin American characters
of African ancestry. Second, as part of marginal and criminal worlds. And third, as a

victim of racism. Iglesias San{@613) refers to the ovetepresentation of Suaharan

immigrants on screen as a sign of the anxieties that this more \dilel@messncites in
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Spain. Moreover, Iglesias Santos (2013) suggests that tieaBaban represent the
otherin all their povely, being the ones who need more protection and who are mostly
undocumented. The problems that arise with this interpretation are many, alsbit
representshe white saviour narratives that permeate narratives of-Salkaran

immigration to Spain and themogenisation of Suaharan Africa.

North African characters are underrepresented in Spanish cinema despite being the
most prominent immigrant group in Spain of African origin, an issue already noted by
Santaolalla in the earlier immigration films (@alalla, 2002, 2005). Whilst Spanish film

has portrayed North African characters since its early years, particularly during Francoist
Spain, after the death of Franco (1975), Morocco has often been used as a landscape or
backdrop for action genres, sometf that Santaolalla (2005) concludes that continued

in contemporary cinema, at least during the 90s, where the immigrant from the

Maghreb appears mostly in secondary roles and, when interracial relationships are
included in the narrative, these turn tatgredy and deny full inclusion in tineagined
community Those of the Maghreb, Santaolalla (2005, ppl4) continues, are often
portrayed in either impossible romantic encounters with the Spanish women or as a
mischief of great wisdomHowever it is worth noting that these portrayals are also
remnants of Spanish literary traditions and not exclusive to contemporary film. In the
films addressed in this thesis, successful relationships with potential for romance are
depicted between Moroccan women anda8jsh men, while a Moroccan man becomes

the main character of a narrative of personal achievement, ndtiegefore, a change

in trends orleadingcharacter roles and the possibilities of inclusion.

Castiello (2005) does not fully differentiate in higlgton portrayals of immigration
between North African or StBaharan characters, addressing instead differences by
gender. For Castiello (2005), African men in films up to the early 2000s are regularly
characterised asingle ma, in need of work, isolateandotheredthrough culture and
language, often portrayed as naive and illiterate. The same author concludes that, in
contrast, women from the Maghreb are usually portrayeggardto keeping

traditions and in opposition to notions of freedom, secatarand tolerance. Peralta
(2016) focuses on the St$ahararother, but it does so within the scope of

documentary film. However, a point in common with research on fiction film and noted
by Peralta (2016) is a fixation the entry bypateraand undocumered status.
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in Europe after the 2004 terrorist attacks. Covering many of thediboassed by
Santaolalla (2005) a decade earlallesteros also underscores the importance in
these films of border crossing apdteras Similar conclusions are reached by Barbara
Zecchi(2013) and Cristina Martin€zarazo (2013) in the edited collectiomagenes del
Otro'3 (Iglesias Santos, 2013). Zec2bil@ confirms the stereotyping of earlier
immigration cinema around illegality and criminality but affirms that the cinema made
by women filmmakers at the turn tife millenniumopenedavenues to more
multicultural spaces of negotiation. Martir€arazo (201)3also notes an
oversimplification in the films in her analysis (altqisis), indicating that they
dehumanise the immigrant with outlined personalities. ¥es,is a characteristic

applicable to immigrant characters of both Africa and Latin Ameri¢he author

The scholarship highlights the lack of complexity in characters and narratives, which for
the most partare instruments for the transformation of the Spaniard. The depictions of
the African immigrant in the prerisisfilms often expresswith narratives of illegal
bordercrossing, Spanish anxieties over the control of the external border. The African
immigrant is almost exclusively associatéith economic migration and unskilled

labour, often characterised Ipoverty, illegality, or ilgracy. When romance or sexual
attraction is hintedht, the body of the African immigrant is exoticisaud

miscegenation is disallowed in the narrative through tragedy or deportation. Scholars
allude tohowin most of these filmghe encounter with thestheris a device that calls

for transformations in Spanish society. idiere, these films configure notions of an
imagined community where the presence of the other creates tensions that need to be

resolved within the context of European notiongqbality, freedomand fraternity.

The Latin Americamtherin Immigration Cinema pr2005

Havingdiscussed the portrayals of the Afriaather, | turnto the Latin Americanother.

Latin American immigration on Spanish screens is not a recent phenoraedanany

13Images of the Other.
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regime (19361975). Marina Diaz Lépez (2005) and Alberto Elenagpégplore in the

same collection the characterisation of Latin Americans in Spanish cindntaaovit

chapters that together cover the period 19891 np ® 5 NI T [ 5 LIST Qa 62 N
OAYSYl dzyiAf GKS SyR 2F CNIyO02Qa NBIAYS:
between 1975 and 2005. The chapters highlight the desire for a national hoeityge
RdAdZNAY3I CNIyO2Qa NBIAYS GKIFG é6Fa LINRYS (2
cultures were positioned within an exoticizing atiteringlens. For Diaz Lopez (2005),

the myth ofHispanidador the notion of a common Hispanic identity, runeplg in the

films of Francoist Spain in the shape of a supranational identity that connects all
Spaniskspeaking America and Spain. This shared identity offers possibilities of inclusion
into theimaginedSpanislcommunityand makes Latin American immigoatfar more

accepted than that from other neBuropean origins. Indeed, Santaolalla (2005)

I LILINR I OKS&a GKS addzRe 2F [FdAY ! YSNRAOLY A
othet = dzy RSNEO2NAY3I (GKS &AKINBR KAaU2NB 0Si

prevalence of stereotypes that convey paternalistic attitudes of the Spaniards.

The notion oHispanidacemphasises the sharedltural capitabetween Spain and

Latin Americaand it was an element often highlighted in Francoist films, where
common culture was employed to underscore affinity and similarity, such as the use of
bullfighting for characters and narratives connected to Mexico or of football for
Argentina. Diaz L6p€2005) finds trends that exoticise the Latin American woman, an
element that Santaolalla (2005, pp.1¥YB6) also emphasises, particularly in relation to
the figure of Caribbean women of African ancestry, who are often inserted in comedies
and positionedgainst backdrops of sun, beach, sex, dance and fun. Often, the
character's origitiypifies its characterisation and blurs any differences between

peoples from the same country. However, certain countries do become more visible in
film, such as Argentin®&exico and Cubamainy due to thepostindependence
migrationand asylum applications from or to Spain. Elena @Qf/%113114) notes

how among all Latin American characters, Argentineans became a prominent figure in
Spanish cinema after Franco, influed by thesignificam number of Argentinean exiles
who went to Spain during the military dictatorship in Argentina (11983). Due to the

repression and violence suffered under General Videla, many Argentinean artists,
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filmmakers and professiorsarrived in Spain while the country was reconfiguring its
identity as a democracy. For Elena (2)08his event changed the Spanish
cinematographic landscape aodened opportunities for Argentinean actors, who had
only had the choice of either portraying exati@racters or hidintheir origins and

accent to portray Spanish roles. Despite this, Elena concludes, it is precisely the
Argentinean dictatorship that would typify Argentinean characters on the Spanish
screens of this period, connecting their characterd narratives to exile and political
turmoil. This trend continued until the new millenniurhen the figure of the

economic migrant started to overlap and displace that of the Argentinean exile. A
criticalpoint that emerges from this is thatpnsequetly, the Argentinean immigrant is
rarely framed within the confines of immigration cinema, havinegdpted the increase

of economic migration pogfuropean membership, a characteristic also applicable to
the Mexican immigrant. The flows of immigrationveegén Spain, Mexico and Argentina
before the 1990s create a tradition of Argentinean and Mexican characters rooted not
in portrayals of economic migration batportrayals of political emigration. As a
consequence, the characters elude some of the stepastyonnected with economic
migration, such as illiteracy and poverty, with many Argentinean and Mexican
characters portrayed as highly skilled professionals, often working in the arts. Towards
the end of the millenniunthis staredto changeand AlbertoElena (200& p.116)

indicates that profiles of exitgve way taarratives of economic migration in films such
asMartin HachdAristarain, 1997),ugares commes/Common Grour(@ristarain,

2002) andRoma/RoméAristarain, 2004). However, in depictiagif. American

characters, immigration cinema has been more preoccupied with those from Cuba, the
Caribbean islands, and the Andean countries, which construct a collective blurred image
of the Latin American immigramt most contemporary films portrayingtln American

immigration.

For Santaolalla (2005) and Castiello (2005), the porsraf/aatin American characters

and cultures by Spanish directors are still anchored in many stereotypes informed by

ideas of Hispanidad. In this regard, Santaolalla (2005, p.175; 2007, p.145) goes a step
FAdz2NOKSNJ YR AYRAOI(GSa GKFG Ylye 2F GKS 7,
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also finds reductive stereotypes and concludes that Latin American characters are often
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portrayed as happy and dynamic people, sometimes in romantic relationships with
Spaniards, in situations or dialogues that emphasize sexual tropes, very well integrated
who shareacommon culture with Spaiflowever he also notes that these characters

rarely portray significant differences derived from their countries of origim oféy

showcasing variety egardto music, food or alcohol. Yet, Corbalan (2) B4gues

OKFG /aGAStEEt2Qa oHnnpO ylrfeara Aa 2@JSN]
happy portrayals of Latin American immigration derive from paternaligticlas and

not from positive constructions. Thus, Latin Amermidwersare perceived as
GAYRADARdIzr & K2 R2 y2i LRasS I GKNBFG G2
0SOlFdzaS (KS&@ INB aAf SyOSRZI 0 XUba®AM2004S O dzi !
p.84). For Corbalan (2044 when in conflict, the Latin Americatiher must disappear

to achieve social harmony, as in the deportatioBnra puta calle/Hitting Bottom

(Gabriel, 1996), or the voluntary departure$-iares de otro mundotersfrom

Another WorldBollain, 1999¥Agua con Sal/Water with S@Rerez Rosado, 200&i)d
PrincessesThe portrayal of Latin American immigration as joyful is a characteristic also
highlighted by Van Liew (2019), who analyses a series of flm20p3@nd notes that

Cuban characters, in particular, are not only exoticised but linked to notions of an

Gl dziKSYyGAOAGee GKIFIO A& O2NNBf I O0SR G2 2LL
{FLyGr2t Lttt onnnpIZ Lldmy MY LONRYISIO G@BA WK 4
is associated with a slow pace of life, but also where Cuba emerges as a rebel and a
survivor against US influence. This is a point that for Santaolalla (2005) offers Spain

satisfaction and indirect revenge for the humiliatidho i KS a5A &l aiSNJ 2 F

Many filmsemploy this exoticisation of the Caribbean and Cuther. Films such as

Un asunto privado/A Private Affédrias, 1995) dros hijos del viento/Children of the
Wind(Merinero, 1995) reproduce some of the stereotypeked with Cuban

immigration in relation to the erotic body and sexual appe@iesas que dejé en la
Habana/Things | Left in Havaf@dutiérrez Aragon, 1997) attempts to subvert these
GNRBLISE YR Ay Of dzRwaeness if$hesd sidradidypast BeNBE Q & St ¥
expectations they construct. However, the film also anchors the Cuban migrants to the
notions of authenticity discussed by Santaal®ta Johnson (2019, p.286), it evoées

longing for stability of place and identity, a palpable nostalgianf@land nation
LISNOSAGSR | &4 02 KS NByadds tegidkionsJdhdcanginald £ Sy | 6 |
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networksto these portrayalssuch as in the filni$adie hablara de nosotras cuando
hayamosmuero b 2 6 2 R& 2 Af f { LISI | (DBFYanes 199&tifoy 2 S QI
limpio/Once and For AMora, 1996)9 f + Nb2f RSt LISYyAGSyidiSk¢K
(Borrell, 1999)or S2 NJ AYLI2aAof S® AvdzS LIzSRS Tl &€ N
go wrong?ABlanco ad Sempran, 2001). Criminality is also discussed by Santaolalla

(2005) in her analysis Bh la puta calle/Hitting Bottofi996), a film in which the

Cuban character teaches the Spaniard guile activities to survive in Mroirgs. de otro
mundo/Flowersrbm Another Worl@Bollain, 1999) became a landmébk that is

often lauded for opening the door to many other women directors, but also for the

narrative about immigrant women, since the main characters in immigration cinema

had been men up to this pdinThe different stories and resolutions for each of its

characters present a Spain whetberingemerges layered and intersects with

ethnicity andgender, the rural/urban spaces, and the acceptance or resistance towards
patriarchal structures. The filnl@ws for the negotiation of identities and, whilst it

presents discrimination, struggles and violence, it also gives the women agency to

accept or escape the future that is configuring ahead of them. If much of the

immigration cinema in the 90s focusestba difficulties of integration in Spaiflowers

offers potential for an intercultural Spain poviding an ending of successful

miscegenation and blended families amdphasising parallels between the Spanish

characters and the immigranthers.

The aalyss of precrisisfilms, with some exceptions, present a series of tropes that
portray Latin American immigrati@oncerningnotions ofHispanidadand cultural
similarities that, however, retain thesthernessThisothernesssoften expressed with

an exoticisation of the Latin American bodffected by notions of race, particularly in
characters of the Caribbean regi¢ttowever, it is essential to notieat the portrayal of
immigration from Latin America is not homogeneous and that different clesistats
appear depending on the country of origin they represent. This thesis looks at the
common points of intersection among these portrayals to identify the common trends
that emerge around the figure of the Latin Amerio#imer within Spanish film, wbh
inevitably groups together peoples of very different cultures and histories. However,

the case studiemquire whether the characterisation of the Latin American immigrant
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is constructed attending to the immigrant's originfat encompassgunder the same

signifiers very distant origins.

What this section underscores is how the historical ties with certain countries articulate
notions ofHispanidadhat are layered not only with the commounltural capitabf

language and religion, but alsbared experience of immigration and political

oppression, as in the case of immigration from the Southern Cone, or exoticism derived
from an imperial gaze, as in the case of immigration from the Caribbean. These are
stereotypes that continue to be prevatan contemporary Spanish film, although

Andean characters have acquired more scrg@sence after the start of the financial
crisis, a point that | connect in the case studies to notions of-epdern land that

accentuate the increased precarity oblghlisation.

Expressions of the Nation in Film.

TheimaginedSpanistcommunityhas been a point of discussion in Labanyi (2002), a
particularly enlightening collection on the construction of Spanish identity at the turn of

the millennium. In this volumeéi K S | dzil K2 N& SELJX 2 N8B LJ dzNJ £ A
Odzt 1dzNBa 2F {LIAYyeES F@2ARAYy3 Slidzad GdAy3a {LJ
creating a mosaic of cultures within the Spanish space. Looking at more contemporary
cultural products, the work ofauel VegdDuran (2016) interrogates diversity and

migrant identity in Spain, noting the solidarity arising from a shared immigrant

experience between the recent histories of Spain, Latin America, and Africa; yet also
underscoring the construction of ill@igy in the mediatised bordearossings across the
coastlines. VegBuran approaches notions of historical memmgcerningSpain as an
emigrant country, dealing with the tensions and solutions that emerge in the

encounters between Spaniards and feurgeanswithin this context. With an analysis

of diverse cultural production, such as novels, films, or art exhibitionsDiega

(2016) asserts that Spain can no longer be understood without also addressing the role
and impact of contemporary immigratioi/hile very relevant to the argument of this

thesis, Vegduran only mentions the financial crisis as a reason for Spanish migration

and the film examples analysed in égezZNY y Q& @2f dzvYS R2 y20 32

also the case of the foundational WweiThe Return of the MogFlesler, 2008) and
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DisorientationgMartin Marquez, 2008), which address itientity constructiorn
Spain through the Africasther, but since they are publications prasis, thislement

IS outside their scope.

Addressing glitical and historical debates over national identity, Angel Smith and Clare
Mar-Molinero @020 [1996] indicate that nationhood in Spain is in tension with the
diverse expressions of nation from the Spanish regions, some of which were a historical
Kingdan themselves and, in some cases, have a different language and cultural
production. This tension with regional identities is at the heart of many scholarships on
Spanish natiouilding in the 20 and 2 centuries Junco (2002, p.35) contests that
the regional nationalisms had lost weight at the turnhemillennium, anchored in
what he sees as a success of the Transition:

¢KS GNIyairdAiazy (2 RSY2ONI O& F FiGSNJ CNI

the present parliamentary democracy is stable. Spain is gaioring

ground as an international power, it is a respected member of the

European Union and NATO, and pride in Spanish identity seems to be

growing. Spain is no longer an underdeveloped country, and

specifically Madrid is no longer the underdeveloped regioare the

political center is located, confronted with two industrialized
peripheral areas.

However, these sentiments crumble under the impact of the crisis, as this thesis
explores, and a decade lat&lufiez Seixas (2013, p.195) asserts that Spaicésamain
concerned with the integrity of the nation, for which it uses the Spanish language as
device of unity and inclusivity, not without resistance from the historical regions. In the
films explored in this thesige SpanisHhanguagelsobecomesan element of shared

identity that allows inclusion in thenagined community

' YRNBA %I Y2Nl} 6HnmcXE LJpcO LINRLRaSa GKIFG
GSNE LI NLAOdz  NJ F2NIY 2F Ay Of dzaA OSstaggl G A2y
and the decentragiationof Spain posE NI y 02 @ %I Y2N} oO6HAamMc I Libc
than a weakening or dissolution of national sentiment, on the whole Spanish cinematic
discourse seems to represent a belated but determined push towards nhation

fONYI GA2YEéED | 26 SOSNE %I Y2NI Qa 62NJ] SELX 2 NX
the end ofthe millennium thus, his argument is limited to the construction of nation
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postFranco and does not consider the crisis as a pivotal moment in the deconstruction
and reconstruction of this national identitdowever the inclusive national identity in
Spanish cinema is a point that continues to be relevant. Indeed, in the context of the
(very heated) debates over the Catalan referendum for independence (2014)xthe bo
office hitOcho apellidos vascos / Spanish Afgfli4) embraced a plural Spain that
resonated with the audiences. This diversity is connected to notions of European
OAYSYlF (GKIG AyGSNBESOG Ay &a2YS-LYRRASHAEE 64
2015), where the territories crossed here are those of the regional autonomous
communities instead of the different European countries. A few years earlier, in 2011,
the Catalan filniPa Negre / Black Bre§20010) became the first film in a regional
languagdo win the hegemonic Goya for best film, best direction and ancingn

awards, a point that Nuria TriafT@ribio 016) notesaboutthe emergence of film
industries in Catalunya and the Basque country. Thus, in more recent contemporary
films, this natonal identity is not only plural, but it becomes so from within the
hegemonic discourses of the nation, and not simply in parallel. This emphasis on a plural
Spain where diversity can be ndivisive presents itself as an alternative to the regional
nationalisms that the crisis reigniteshdaligns with a cinematic decentralisation of
production and filmic locationslarratives in the new millennium explore minor urban
centres and regions, whereas earlier Immigration Cinemaferate most partset

either in the main Spanish urban spaces, in the specific regions where the migrant is
often concentrated, or in the particular regions where a news story had emerged. In
doing so, the films of the new millennium assert a diverse Spain that also includes the
immigrantother. For exampld]egal/lllegal2003) takes placen the coast of Galicid
Boyfriend for Yasmin@008) takes place in a small town in ExtremaduraEaet/n

(2012) takes the narrative to a border town near Portudalvever this is not a

complete shift, and the big global cities are still a point of encounters in multicultural
societies where tensions arise, such ashe OneéHanded Trick2008) orBiutiful

(2010), or where they can be resolved, such @nador(2010) orTruman(2015). Oe

key point that these debates underscore is the significance of the Spanish language as
hegemonicultural capitain the context of national identity. Additionally, it is

important to note that the tensions between the regional identities and a Spanish
national identity are resolved in contemporary film by incorporating them into the

hegemonic discourse, that is, by making diversity and plurality a quality of Spanishness.
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While not new, | contest tham ithe context of the crisisliscourses of diversignd

plurality are further emphasised in cinema. Firstly, as a response that challenges the
prejudice of the recent fanght voices and their antmmigrant discourses. Secondly, as

part of the portrayals of a Spain impacted by globalisation, which aasedpeoples’

mobility. Thirdly, to support ideas obnvivialityas anessentiapart of contemporary

Spain. And finally, as a wayirtoite ideas of unity in the context of diverse plurality,
whichworlsA y NXalLlRkyasS (2 GKS RSolFdSa 2@0SNI /I
territorial fragmentation, or the recuperation of historical memory and the threat of

internal disputes that itaised. A plural Spain serves as a counterpoint to discourses of
0KS a¢g2 {LIAYya¢d IYyR GKS AYKSNByld O2y Tt A

Inregardto depictions of Spain concerning its territory, and thus connected to

l YRSNE2Y Q& dlimithdpan essefit@iii ANy RW aOK2f | NA KAL) A
Spanish Spaces: Landscape, Space and Place in Contemporary Spani€0CRjture

Davies (2012) approaches space and place in film and literature to discuss identity
through the interactions with the geogrlay and the subjectivities they explore.
wSTEtSOlAYy3a 2y GKS NRtS 2F LXIFOS Ay GKS O:
(2012) volume concludes that these depictions are also plural and diverse, and that the
interaction of the characters with th@nematic landscape expresses subjectivities

around nationHowever all the case studies are p2@07, and as a consequendbe

impact of the financial crisis in these portrayals is outside its skboffe same year,

Nathan Richardson (2012) explorke teconfiguration of Spanish identity through
manipulated space, that iyrough buildings, manufactured borders, or fabricated

bridges made in the reconfiguration of Spain in the 19%®0s. Approaching not just

the Spanish territory, but the liquid bodary of the sea into consideration, Fiona Noble
(2018) explores the connections betwdéie sea and migration in Spanish cinema,

concluding that the seascape is a device that underscores the (in)visibility of

immigration in Spain, particularly in relatito the use opateracrossing and

drownings. Also approaching border crossing and the sea, DebraMastanhon and

Victoria L. Ketz (2016) discuss the figure of the African immigrant in a variety of

narrative, digital and visual texts, underscoringgbtential of many of these cultural

LINE RdzOG & (2 ONBI S HowavarksivitiRothérkdee®S¢ Ay (K
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scholarship, their study of fiction film does not go beyond 2808 thus the impact of

the financial crash is also outside its remit.

Deqctions of Africa territories are also common in films of colonial themes, which

have been widely explored by EleB@q1, 2002, 200512010 2014 and Labanyi

(2001) These contemporary incursions into the past depict a broach range of events
and momentsn history, of which the colonial themes are a minoktgweveras Elena
(2010) pointout, documentary filnalready showed increasing inter@sthe

(post)colonial histories of African territories under Spanish rule. Cinematic depictions of
the recentpast have attracted a wide range of scholarship in recent times, particularly

in relation to the interrogation of the culture of transitiandthe recovery of historical
memory. Labanyi (2000, 2002, 2008, 2009) also approaches issues of memory and past
iy KSNJ 62N I LI NI A O dz speitfess a shadovFo? thewpast, &s iha y 3
return of the represseith history. Labany(001)foresaw already the tensions between
historical amnesia and the ubiquitous spectres of the past that would lehd to
interrogation of the transition, the revision of the past, and the rediscovery of collective
memory that was about to come. For Labanyi (2008), the recovery of historical memory
taking place in recent years is a process not as much of rememberinigréwtiting

the Transition and the histories that it supported. For this reason, most of the
scholarship discussing historical memory and the shared past address the civil war, the
Francoist regime, or the Transition. This is also the approach of JuzsG&ikez

(2010), who discusses cinema and television in Spain and Italy across three themes:
memory, civil war and terrorism. Lorraine Ryan (2014) connects memory and territory
in fiction narrative, with a focus drow affect and memory give meaning toeses,

such as in monuments or places of memory, a point that connects with -Sargign
(2016)concerninghe places of memory linked to-Ahdalus, as well as the way that it

is often excluded from hegemonic discourses of national identity due to its association
GAOUK GKS wSO2yljdzSaid IyR GKS Ga22NE® hiKS]
political debate around historical memory in Spain and the interrogation of the

cultures of the Transition are Resina (20@@&xdus and Resina (200Bhyd (2008),

Labanyi (2009), Tamarit Sumalla (2011), or Druliolle (20&&%e authorsote the
contemporary importane of revisioning the events surrounding the Civil War, the

dictatorship, and the Transition. Focused on Spanish film, the works of Labanyi (2000),

91



Amago (2013), Marsh (2015), and Legott (2015) explmnrediscourses around

historical memory permeate contgrarary Spanish film, while Davies (2019) argues
that some scholars might be too focused on finding these connections, particularly in
their readings o$pecificgenres such as the Gothic, which in itself often references the

past and its spectrality.

Whatthis section underlines is the prevalence of analysis of filmersise on

scholarship on Spanish immigration cinema, which leaves underexplored the potential
impact of the financial crisis and surrounding events in the narratives and portrayals of
the (immigrant)other. This chapter reviews the scholarship and underscores the gaps,
positioning my research within the wider scholarship and indicating where it advances
knowledge. It determines the common themes and connotations attached to the
portrayals ¢ Latin American and African immigration in film-prisis, as a way to

establish the context for the case studies of this thesis and underscore the evolution of
some of these portrayals. In looking at scholarship concerning films from the period of
studyof this thesis (2002015), the chapter notes that most of the scholarship explore
films before the crisj@and there are few publications attendingrt@mny of the films

explored in this thesis pe&008. This is a consequence of the decline in immagrati
cinema in Spanish film, partly due to changes in production and funding, partly because
of a shift in the concerns and anxieties of the period, which are shaped by the impact of
the crisis and its aftermath. Significantly, this is the first compreleessidy to address
transformations in portrayals and narratives of the (immigratht@r after the start of

the financial crisis, illuminating trends in themes and portrayals that emphasise the
impact of globalisation, offeonvivialityand cooperation asodels for a successful-co

existence, and display Spain as a valuable partner against the threats of globalisation.
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Chapter 3. Journeys of Hope, Disappointment, and Despair.

GL KIFIR KSINR Ylyeée a0G2NRASa avagsdadoughitkey o S| €
were exaggerations, aimed to provoke aye2 g L 1Yy 2 ¢ 4144y BoubsAlE {1 NX
the protagonist oDear Bamak@Oké and Llorente2007) after reaching Spain. Tl

of Spain as prosperouscountry and its identification with Europe permeate many of

0 KS T Achisérais chap®r examines how cinema represemhigrant journeys

to and from Spain, and the extentudichthese films affirm or challenge notions of
Spainasamodernand®w f G K& f I yR 2F 2LILR2NIdzyAidies K2
Europe, and how they configure spaces as representative of modernity and

globalisation. It examines the ways in which Spasconstructed and portrayed as a
Promised Land before the start dtcrisis, noting an evolution in the portrayals of the
journey, the modes of travel, or how the documented or undocumented status of the
AYYAINI YyG AYLI OGla GKSAN tA@GSad ¢KS OAySY]
I a0 KSNB ¢ ( KN&tdedakd alifal, @ssiuctBdgrpoimsSof difference and
similarity through theniseenscene® LYy R2AYy 3 &a23 (GKSaS FAfYa
(LI yAaK yFEidA2y¢ a4 I RAAONBGS a2@0SNBAIAY

this ideal.

The cae studies in this chapter demarcate Spain through depictions of the spaces of
origin and departure, the journey, and the border. They attach meaning to the
landscapes, towns, and roads the immigrant crosses, inviting readings of Spain in
relation to modenity, Europeanness, and globalisation. Focusing on thelidims
kilometros/14 Kilometrg®©livares, 2007Querida Bamako/Dear Bamaioké and
Llorente 2007)9 f wl € 2 Kk | KAfagjd ayidd@ Ncovd, Z201Bvelyrn(de Ocampo,
2012), anddiamantes negro®lack Diamond@lcantud 2013), this chapter suggests
that the financial crisis (2088 1 MH 0 & K| LJISR { LJ- A y €béneckiorid I A y | {
Europe, its role as guardian of the Southern border, and how it has been impacted by
globalisation. | positiat films precrisis construct a Spanish identity anchored to
notions of itself as a land of opportunity, a dominant player in the defence of Fortress

Europe, and an example of modernity through its technological or financial progress.

14 Moussa iMQuerida Bamako/Dear Bamaf@D07), 01:25:54901:26:03.
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These notions are allenged in films released after the start of the crisis, where Spain is
articulatedconcerningncreased precarity, the permeability of the border, and

modernity as consumption, in the context of globalisation.

90K2AYy3 ! YyRSNAE2Y Qa edpogedio fix bdthdajiedayfidR K2 ¢ A U
GSNNRAG2NASaAE (GKS FAfYa RAaOdzaaSR Ay UGUKAA
and thesouthern Europeaborder. The securdationof the southern coastline and the

border controls at the airports in many of thegm$ capture the dimension of the

limited (Anderson, 1991), that is, how Spain imagines its territorial domain, discerning
between the imagined national (and supranational) territoaesl, the homelands of
non-European immigrants. As with the map, thebad trace the paths between

depicted spaces, locating at the same time the urban centres, landforms, boundaries,

and transport hubs such as airports. Yet, many of these films also give visibility to places
often omitted from conventional maps, such asigefe and immigrant camps, nomadic
settlements, and clandestine routes. The border is construagedterritorial boundary
encompassing the nation amternallyin points of entrance such as controls at

airports. National immigration policies appear asibes to overcome, invisible borders

that constructdivisions between Spanish citizens and the-8panistother, as well as

among norSpanish immigrants, whose nationalityther impactsthe requirements for

entry and stay. Since becoming a member efEaropean Union and the Schengen
FNBIFS YIye 2F {LI AyQa A YYA I Ndurdge's owbary i NP |
different historical and postcolonial relationships between Spain and countries in Latin

America or Africa influence the expeditiorvisfas and work permits.

The case studies explore two lines of enquiry, one connected to the notions of the

02NRSNE G6KAOK RSTFAYSA (KS ylFiA2yQa LIK&aA

separated by it and how they are constructed. First, the disrusgamines portrayals

of the border as either a barrier to overcome or as an accessible porous space. This

approach informs a discussion on constructions of Spain as a Promised Land in the early

years of the period of study, where bordgpssing becaméne ultimate challenge, and

the illegal entry of immigrasbecame of national concern. After the crisis impacts

Spain, these borders and timmmigrant statudecome less relevant in the narratives,

and thepull of Spain as a country of immigration is misgd. Second, the analysis

SELX 2NBa {LIAyQa aaz2z0Al A2y 6A0GK Y2RSNY.
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This analysis argues that grasis films construct Spain as a wealthy, developed, and
safe European country, in contrast to depictions efithmigrants' homelanslas poor,
undeveloped, and precarious. This section argues that while notions of technological
progress and development continue to permeate portrayals of the films of the crisis,
Fd3aSNIA2ya o2dzi { LI AyQa oS|I f Gddinlthgmsi KS

of the crisis and its aftermath.

The work of Bauman (2000) is relevant in considering how filmic representations of
modernity construct or blur differences between the countries of departure and arrival.
For Bauman (2000), a new stage aidernity (iquid modernity has replaced the

modernity of industrialisatiorhéavyor solid modernity While the old modernity
encouraged production through technological developments and collective labour to
fulfil basic needs, this nelquid modernityencourages consumption and the constant
pursuit of individual pleasure that is never completely gratified. Tiqug] modernity

has created aociety of consumedgsiven by the fulfilment of desires, instead of the
fulfilment of basic needs of trsociey of producerspreoccupied instead with providing
enough to cover food, accommodation, or bills. When individuals cannot engage in the
constant cycle of consumption of teeciety of consumerthey are recategorized as

flawed consumeroften further maginalised through increasing debt and exclusion

from places of leisure, consumption, and pleasure. The significance of these ideas to the
analysis derives from their potential to unveil how the places of the journey construct
ideas of modernity and the estit to which they create or blur distinctions between

Spain and other depicted territories. Employing the concegigquflandheavy

modernityand the societies they sustain, the chapter argues thatpses films
SYLKEIFaAasS { L} Ay Qrier doehdtha dohteastsgaingt the O2 y & dz
AYYAINIYyGAQ K2YSflyRa (GKNRdAK aédvyoz2fa 27
are challenged after the financial crisis began, with portrayals of Spain as a struggling
society of consume(srflawed,to adaptBa¥ I y Q& GSNXY 03X KA @K KI &
land of opportunity, and where greed increases the vulnerability of the most

marginalised.

Analysis of the spaces of the journey also reveals how they are represented as
dangerous or pleasant, as an isolatingallective experience, and how arrival at the
destination is either constructed as a reward for the pain endured along the journey, or
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as a place of further exclusion. | argue that some of these portrayals of the hardships of
the journey incite audience/spathy through what | labelraeritocracy of painthat is,

through centring the suffering of immigrants in their efforts to reach or settle in Spain,
where becoming part of thimagined communitis presented as the reward for this
suffering. ThenarraiS&a 2F LI AY |yR K2LIS YI1S G4KS AY
imagined communitg type of reward for their exceptionalism as resilient survivors of

the journey.

This chapter analyses five films whose protagogistnomic migrantsinitiate

journeys toor from Spain, seeking to improve their impoverished liMesse films

follow some of the trends @fccented cinemhy approaching the immigrant journey as

Gl YIF 22N GKSYI A O U .Koldevefhéy abhdsdrifekl@dérbthe n n M =
cinema of tizensthanthe cinema of sentimer(Stone 2018 because o$tate support

andthe role ofhegemonic institutions in either their production, distribution, or

exhibition While most films start with journeys into Spain; a a I y QG@L3) &rdcks a
reverse journey of return incited by the financial crisis. As with many other immigration
films, these films had limited box office success but have enjoyed acclaim at film
festivals, exhibitions, and school curricula. The state funding, hegemonic awards, or
exhibitions in official Spanish institutions connect these films withitteena of citizens
(Stone 2018 despite their focus on marginalised groups and thefébtival stéus of

many of these films. Among the cultural circuits, these films are still being featured long
after their release at numerous screenings organised by the Instituto Cervantes, the
official and institutional Spanish centte promotethe language andutture of Spain.

These films are screened abroad to project images of Spain and Spanishness. To provide
an example of the many locations and dates of screenings, the Instituto Cervantes has
screenedl4 Kilometre$2007) in London (2009), Manila (2009), idtn(2011), Lisbon
(2012) and Toulouse (202Dear Bamak@2007) in Brasilia (2009); aal y Qa 2 | &
(2013) in New York (2016), Pekin (2017), Sydney (2018) and Manchester£261i/9);
(2012) in Berlin (2014), Casablanca (2014) and Dublin (2018teakBiamonds

(2013) in Bremen (2016), Chicago (2018) and Krakowia (2019). What this sample of
locations and dates sh@pin combination with the place of exhibition, is the

importance of immigration cinema in representations of Spanishness beyond its

borders,which it regularly features in many of the 86 centres of this Spanish institution.
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Some of these films have been approached regularly by scholarship, although most
remain undesresearched14 Kilometress analysed in the wok Zecchi2013),

Deveny (202), Pérez (2015), Ballesteros (2015) and Peralta (201&)¢ecbuBamako

has received less attention and is often addressed in comparidgnkddometresas in

the work of Peralta (2016) and Pérez (20Pg)yalta offers a more positiexaluation of

the films as successfully depicting the realities of the journey, whereas Pérez argues
that although the films portray the harsh realities of some African countries, they do so
without acknowledging the factors that produce thdml & a | y lfas beénlaralysed
by Berger (2016) and Teixeira (2016), who note the sensibility of the film towards its
protagonist and the characteristics of a journey of return incited by the financial crash
of 20082012. The more recent filmEyelyrandBlack Diamods, have received little
attention in academic scholarship, with some worlesniy concerned with the
exploitative practices depicted in the narratives. Tarré (2016) and 2e662017)
examine human trafficking and sex worEirelynwhile BarbereGonzéez (2014),

Reyes Torres (2017), and Rondon (2019) explore themes of fraudulent recruitment in

sport inBlack Diamonds.

The analysis explores how these films construct notions of the border and the
relationships between the spaces divided by it, thdiesyeen Spain and the

immigrants' homelansl The first element of the analysis considerdithged

dimension of the nation as expressed through its cinematic borders, paying attention to
how the spaces separated by this border are imagined. In partitutoks at what

kind of meanings are conveyed through the landscape, landmarks, buildings, roads, and
markings usually depicted in maps. By approaching these notions around a theme of
depictions of space, this chapter interrogates the way in which Bpaiagined as

limited, how the borders of the nation are imagined within the Schengen area, and how
NELINBaSyal dAz2ya 2F GKS GSNNRAG2NRASa G S|

modernity and Europeanness.

This chapter is organisedarthree sectionsFor the similarity and overlap in some of

the themes, some of these films am@mparedio each other. First, | approadd
Kilometreg2007) andDear Bamak@2007) as prerisis films. Second, | discliss a a | y Qa
Way(2013) as a journey of return to the homeland in the context of the financial crisis.
Although this film was released in 2013, it had been four years in development, having
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started filming in 2011, hence my decision to discuss it as a film of the mdisiefare
Evelyrn(2012), which | approach alongsi8lkack Diamond&013) in the final section,
focusing on the increased vulnerability of immigrants and concerns over global crime
emerging during the crisis and its aftermath as pabroéder concerns atwut the

impact of globalisation.

14 kildmetros/14 Kilometré&erardo Olivares, 2007) aQaierida Bamako/Dear
Bamako(Omer Oké&nd TxarlyLlorente 2007)
The hardships of the journey to the land of opportunity.

14 Kilometress a film written and direed by Gerardo Olivares. Winner of the Best Film
award at the Seminci Valladolid Festival, the film is a favourite of festival circuits, school
curricula, and exhibitions. Its title underscores the short distance between Spain and
Africa at the Strait of Gialtar, which contrasts with the long and difficult journey

depicted in the film. The title conveys territorial closeness, but also difference, since
spatial measurements can only be taken between points that are apart, points that are
not the same. Theli follows the journey to Spain by brothers Buba and Mukela from
Niger, and Violeta, a young woman from Nfadly meet 14 Kilometrespens in their
homelands, with Mukela convincing a reluctant Buba to attempt to become a footballer
in Europe, while Vieta travels to escape an arranged marriage with an older man who
abused her as a child. The three characters meet at a stop near the Sahara and continue
the journey together. However, they become lost in the desad Mukela dies. Buba

and Violeta are rescued by a group of Tuareg people and spend some time recovering
with them before continuing the journey. They are separated at a border canrbl

Violeta disappears from the narrative until file's last ten nmutes when they

reunite and cross the strait from Africa to Spain. The film closes with the pair running
along a Spanish beach after a member of the Guardia Civil (the Spanish police force in
charge of border controls and intarban areas) pretends ntd see them and lets

them go.

Dear Bamakaas released the same yearlasKilometresThe film was directed by
Omer Oké, former Director of Immigration in Euskadi, and Txarly Llorente, a Basque

assistant director. Omer Oké is a filmmaker born in Bermimationalised Spanish.
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With a degree in communication and an institutional postiérelopingnew

immigration policies in Euskadi, Oké aims for a pedagogical discourse around the
different realities of emigration from Africa to Europe. This film altembétween a
fictional scripted narrative and a series of testimonies in a tallead format. The

fictional narrative follows Moussa, a farmer and family man from Burkina Faso who
decides to emigrate to financially support his family after their farscstart to die
because of droughtdn his journey, he meets Justin and Khady, with whom he
continues until the point of crossing near the Strait, where they separate to take a
different route into Spain. Khady and Justin become romantically involvesth@nd
becomes pregnant. Despite the risk, she chooses to swim across the strait, while Justin
attempts to jump the fences near Melilla, and Moussa jopat@racrossing. They all
reach Spain and hope for the future permesttee final scenes. Justin reugstin

Madrid with Khady after months of absence, their child already a toddler, and Moussa
in Bilbao daydreams about his own family reunion. The testimonies are interweaved
between the sequences of the fiction film, where African immigrants in Europe talk
individually to the camera about their experiences of the journey, usually interwoven
with the stage in the journey represented by the fictionalised part. Positioned among
these other voices of the documentgrgrt, Mouss® &  &dcdmBne among many.

For example, the intervieweespeak about emigrating to seek financial support for their
families, escaping war and conflict, being subjected to political persecution, suffering
from the impact of natural disasters and environmental issues, or forced imigasid

exile. The analysis in this thesis focuses only on the fictionalised part of the film, that is,

azdzaal Qa 22dNySeéo

20K FAEfYA RSLIAOG | KINR yR f2y3 22d2NYy S
where the journey and its dangers are treratve's focal pointThese films align with
GKIFEG [2aKAGT 1@ 6HAamMAnY Lldmp0y GSN¥& G22dzNY!
By portraying the hardships endured by refugees and migrants on
their way to the Promised Land (the host country in Europe), the films

of this genre chathge and subvert contemporary media and public
discourse on migrants which dehumanizes and criminalizes them.
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However, by constructing the destination as a Promised Land, many of these films
contribute to dualist ideas of, on the one hand, dangeran&podi & 2F (G KS AYY
homelands, and, on the other hand, safety and weaitBpain and Europe. These

portrayals oversimplify the different realities of these countries and make arrival in

Spain the reward for the hardships encountered. On the jouDent, Bamakmffers a

more complex and varied portrayal of its realities, whil&ilometresffers a restricted

depiction of the motivations to migrate and the pull of Spain.

Yet, it isl4 Kilometreshat has attractedhe most popularity and recogniticas a film

of immigration cinema, as evidenced by its constant appearance in educational
resources, the screenings of cultural institutions, and events organised by NGOs. As the
analysis suggests4 Kilometrebecomes problematic when addressing the maoibvres

G2 NBIFIOK 9dzNRPLIJS 2NJ LRGSYGAlf aztdziazya :
as one homogeneous territory suffering from underdevelopment, massive emigration

of the young labour force, and lack of investment. In conttzesty Bamakoffers a

broader range of motivations for the journey, underscoring the unequal distribution of
wealth between the global minority (the wealthier countpeisnariy positioned in the
Western and North areas of the globe) and the global majority (the ledthwe

countries often encompassed under terms such as developing countries or global
south). These two films configure notions of Spain (and Europe) that are juxtaposed
against thammigrants' homelarg] demarcating these with binaries such as

modern/underdeveloped, wealthy/poor, or safe/dangerous.

Looking ahow space and place are constructed in these films, crossing the border into
Spain is imagined as the solution to the problems of the immiguaiete the border

stands for the ultimate obstacle (although not the last), and the arrival is the reward.

These two 2007 films configurenaeritocracy of paimhere African immigrants earn

their places in Spain through the suffering endured in their jouame their

exceptional survival. Significantly, however, these films often refer to the destination as
GOdzNR LIS T y20 2dzalG a{ LI Ayeés NBEFIIGAGAAAY 3
SYLKIaAaAy3a { LI AYyQa Lz f | & orists@octMELIE I y O
journey despite the difficulties, these narratives echo the desirability of Spain and its

G tdz2S Fa | fFyR 27F 2LJJ2 Kindalickapigedsa a KI LAy 3
legitimised form of capital connected to wealth and EU member$hgourney's

100



difficultiesare expressed through the African landscape, the threats to personal safety,
and the crossing of the Strait as a moment of rebirth. | address each of these in the

followingparagraphs.

In Dear Bamakgathe opening sequence reminds the audience of the dangers of
Mediterranean crossing, with scenes of chaospatara pointof-view shots

submerging under the water, and finally its remnants in the morning by the beach
(Figure 3). As Moussa starts tonaée his journey in a voieaver over the shipwreck,

the audience is left to wonder if this is a posthumous narrasind the film retells the
events until his deatilhe chaos that ensues is heightened by the editing and the water
sounds, with shots abpily and intermittently cutting to black and silencing everything
but the soundtrack. The grainy film stock echoes documentary film and suggests
authenticity in the scene, while the sound of the sea accompanies underwater shots

and alludes to drowning. Aift the credits, the morning spoils are revealed on the

0SFOKY | Ff2FGAy3 ftAFS2101S0 yR az2zdaAaal Q

followed by the bodies of two immigrants gently washed by the waves. However, as the
audience discovers in the thirdnpaf the film when the flashback finally meets this

point in the story, Moussa is assisted on the beach and continues the journey through
Spain. After this scene, the narrative engages with the situation in the immigration
centres, the support of the NG@sdthe policies around deportation. The film is novel

in its portrayal of these centres and its commentary abousystem's inefficiencies

The sea, thus, opens the film and reminds the viewer of the potential outcome of these
journeys before itturnd 2 a 2 dza & fe@udd hi$ motivatiors toftrdvel. When the
narrative finally reaches the event of the opening scene and it is revealed that Moussa
has survived, this arrival in Spain suggests notions of rebirth associated with reaching

this land of pportunity.
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Figure3. DearBamako(2007). Opening sequence. [01:55]

The crossing from Africa to Spain is configured in both films as a risky activity that,
however, is worth doing because of the promises and hopes it offdréKifometres

Buba and Violeta cross the Strait ipadera but the border patrols are alertexf their

arrival and approach the coast. In the end, instead of arresting them, the Guardia Civil
whofindsthem simply disappears (Fig@he @ ! 1jdzSaGA 2y NBYIl Aya d.
Yy2gKED 2 KAES S R2 y 2dior Bupazed Vibletd, Wenow K S F dzi
they are nown irregular conditionn Spain and therefore, their integratianll beless

than straightforward.
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Figure4. 14 Kilometre$2007).Guardia civil finding Buba and Viol¢td:30:41]

While some scholars (Ballesteros, 2015; Ze26tB) have read this ending as a

LI2AAGAGS 2dzi02YS GKFG YSGFLK2NAOIf & | LILI

encapsulated in the Guardia Civil, PEREAD) sees it as a utopian and unrealistic
ending. For Pérez (2015, p.25), the officer stands for the model Spanish aitd éme
FAEY adza3asSaita G2 GKS dzZRASyOSa GKIFG | &
same mercy as this fictional a#r, the casualties of migratory movements to Europe
might vanish, and we would all live in a hagpy dzO1 & Y dzf G A Odzf G dzNJ f
manifests a desire for the erasure of the border control or, at least, a caring response.
In the aftermath of theragedy in Ceuta (2005) and the express deportation
agreements (2005), the film provides a border officer who quite literally gets out of
their way and leaves the immigrants on Spanish soil. What Santaolalla (2005), Zecchi
(2013 or Pérez (2015) do not teis that this is not the only act of kindness that the
characters have experienced at the border. On the other side and on their way to the

patera Buba begs a smuggler to let Violeta join, even though she does not have enough

15 After weeks being harassed by the Moroccan police in a nearby immigrant camp, a group of people waiting to cross
the fence separating Morocco from Ceuta decided to attempt the jump collectively that night. Over 700 people
attempted to cross during the riig At some point in the chaos, the Spanish border guard started shooting and in

the urgency many got tangled in the razor wire. The exact number of deaths and injuries is unknown, although
reports suggest many injured and at least 15 deaths. Many of &meessted were subjected to what is called

f

GaRS@2f dzOA2ySa Sy OlFLtASy(iSé O0SELINB&A&E RSLENIIFGAZ2yaovs o6SA

processing their data. The event set the outcry of many groups working with immigrants, yet theepeded it
briefly. It would take almost a decade to remove the razor wire and investigate the circumstances
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money to pay for the journe After some protests and a short pause, the smuggler

allows them both ito the truck. Thus, the kindness at the border comes both from the
smugglers and the Spanish bordentrol officers, both with the power to prevent or

allow the crossing. By endingth scenes built on binary themes (departure/arrival,

night/day, smuggler/border officer), the film metaphorically offers two sides of the

same coin and puts them in interdepending relations, where one impacts the other. In

this case, the increase in bardcontrols also increases the precarious conditions under
which the immigrant attempts their journey and, therefore, a reliance on the smuggling
networks. In this sense, acts of kindness by individuals with (in)formal control of the

border offer a conclusn of hope. By doing so, the film emphasizes actions at the

microlevel of individual encounters but fails to recognise the issues at the macrosocial
level, such as systematic or institutional racism and the violence inherent in the system.
With a more posive view, this ending allows a metaphorical rebirth of Buba and

Violeta on the shores of Spain. Alone but together, they run to the beach with a smile as
the film fades to black. Over this, a quote from Spanish writer Rosa Montero affirms

0 KIF G &cortiBu@ to goné dnd they will continue to die, because history has
RSY2yadN)» 0SR GKIFG y2 ¢glftt Aa oftS (G2 02y
jd2 S GKS FAEY GdzNya G2 |y ddzaéeé |yR aiK:

Spaniard in the filmas the subject doing the looking and having the voice.

For all the characters, the threat of death at the border and their survival construct a
rebirth that aligns with the hopes of a new life in Spain. The hardships of the border are
delineated as obstdes to overcome for a better life. In doing so, the film creates a
meritocracy of paigonnected to endurance and survival. This thesis does not question
that suffering is indeed part of the S&laharan migratory experience, nor argues for

films to stop Ighlighting these tragic conditions. Instead, it notes that the uncontested
recurrence of images of suffering, poverty, and illiteracy constructs reductive
understandings of Subaharan migratory experiences that obscure other realities, such
as the big,ndustrialized cities of Africa, its universities, emigrants with professional and
highlysought skills, and in general any image that challenges the binaries constructed

I NP dzy R SdZNRPOSYUNRAYD LYy O2yFAIdzNAYy3I GKS
GAadzEPt ¢ 5 & L2 @S NI the bordey dsodiadied BpairS(sih FuthBes

ideas of wealth and safety.
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The endings of both films seem to indicate that the protagonists have reached the land
of opportunity and, therefore, all is well. Howevet, Kilanetresends at the beach,

away from any urban centres and leaving the characters without any support. It leaves
unanswered whether undocumented Violeta and Buba would be able to enter the land
of opportunities poth physically andrganically, participatoin and being accepted by
Spanish society. Ballesteros (2015) welcomes this ending as hopeful, noting its
avoidance of the usual newsedia cliché of rescue by Andalusian soclebyvever the
characters remain in a natural space, notaathropologicaplace nor anon-placeof
supermodernity. Thus, the possibility of integratiiio the social anthropological

space of Spain and Europe is negated at this stage. Since the beach in immigration
cinema is often a symbolic seascape connected to ddlthle, 2018; Davies, 2012),

that the characters return to the beach might be read not as a fresh start but as a
reminder of the liminality of the immigrant condition, the difficulties of integration, and

the hardships still to come.

In contrastDear Bamko situates its characters in the urban spaces of Bilbao and

Madrid. In the first, Moussa is sharing a flat with other immigrants from Burkina Faso,
whom he has found through a local NGO. Having signed the local register
(empadronamient)) he is now entild to somebasicbenefits that he supplements by
aSttAyad O2dzyUSNFSAGO 5+5ad LY al RNARX YKI |
child. Months have passed and Justin has not arrived. Since the border camps where
immigrants wait to cross are segadgd by country of origin, Khady enquiries about

Wdza Ay G2 DKIFYFAFY AYYAINryGa aKS YSSia .
discouraging words, Justin appears one day in this same place. The choice of the square,
at the centre of the district of Lavigs in the Spanish capital, connotes multiculturality

and coexistence, as it is an ethnically diverse area of Madrid well known for its
AYYAINF yi LRLMzZFGA2Y YR RSAONAOGSR 2y (K!
L2 G 2F Odz G dzAFEe squafefhasinNibirRuhdergrawidiséation, but its

entrance is not fully inscribed in the shots and, instead, the camera places the

characters in front of the recently refurbished library for the National Distaeaming
University (UNED). By approaching square in this way, the cinematography

minimises notions of mobility and underscores, instead, notions of settlement and

16 https://www.esmadrid.com/en/madrigheighbourhoods/lavapies
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inclusion with the anthropological places of the square and the university. The reunion

is a rare occurrence in immigration cinenidahis period, where immigrant nuclear

families are often separated. Furthermore, nuclear families comprised exclusively of
immigrants are also rarely depicted in Spanistsfilfns is one of the few instances

where they are represented within a narratth@t does not hinder notions of

settlement, not stressing the potential for deportation or separation. In this film,
successfully crossing the border is depicted as the last challenge before reaching the
promised land, though it does not signify the fstalge before full inclusion in the

imagined communitgan take place. In its final scenes, a montage of the journey is

voiced over by Moussa, speaking of its difficulties and the collective experience of the
travellers, before turning to his impressioB@ SNJ F NNRA @ f Ay { LI Ay ®
22dz2NySeé R2Sa y2i SyR KSNBX gAGK GKS I NNAR.

GadzOOSSR G2 0SS a2YS2yS Ay 9dzNRLIS¢zX 3ASG |

Althoughl14 Kilometresloes not portray Spain beyoithe beach, notions of Spain (and
Europe) as a place of modernity, safety, and wealth are expressed via dialogue and
contrasted to Africa in almost a binary opposition, somethingDiear Bamakavoids

GAGK RSLIAOGAZ2YyA 27F | Tekhming cbenmumities, bkl fadily dzND |
businesses hiring employees. The portrayal3eafr Bamakaote the unequal

distribution of wealth between Europe and Africa but avoids depicting extreme
dichotomies. Similarly, while the journey and its spac#&4 Kilom&esare portrayed

mostly in terms of risk and danger Dear Bamakahe places along the journey also

provide notions of community and support, such as when the three characters get jobs

and accommodation with a family for a few months before continthi@gourney.

African landscapes appear beautiful yet hostiles€@een animated maps construct the
African continent as thether, appearing at different points to help the audiences

locate the sections of the journey in the African continent. TheépBb2 Yy A 3 184 Q ONZ.
the Strait inpateraboats is not displayed on these maps, ndd@ar Bamakthe last

stage of the journey from the South of Spain to the Ndthusing these escreen

maps, these films provide the audience with concrete geogralphformation, helping

them locate the precise places of the journey and appreciate its length. Yet, the need to
dzaS GKSasS YlrLla (42 GNIX OS GUKS 22daNySe Ffaz
knowledge regarding African geography. Thus, the use of setpthe territory of the
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SubSaharan immigrant as unknown to Spanish audiences and emphasizes the crossing

from the unfamiliar to the familiar.

The scenes depicting Afriolien connotethe beauty of the landscape and close
communities, constructing dmage of Africa for Spanish audiences. However, Wile
Kilometregrojects an orientalising vision of the hometowns and its landscapes with
long shots, ochre tones, and the simple nomadic lives of the Tiz@agBamako
focuses on the personal relatidnpgs of the characters with closer framiofen
includesurban spaces, and uses more muted tones. In the opening scéde of
Kilometresthe camera lingers over the Niger River in Mali, showing fishermen's

silhouettesagainst the colours of sunrise (Fig).

BiozNiger,Mali

Figureb. 14 Kilometre$2007). Opening scen@0:00:31]

A series of dissolves moves the gaze through different parts of the river, the features of
the people on the boats cannot be clearly distinguishad their bodies are obscured
against thesun's backlightAs the camera approaches the riverbank, we are introduced

to the town along the shore. Here, a short montage leads the viewer to scenes of
women doing laundry, shirtless children playing, andrgééople gting on the streets.
¢tKSaS 2dziR22NJ aLJ O0Sa fSIFIR dza 2 G4KS RINJ
overhearing the negotiation of her dowry. Buba, the main character, is introduced a

couple of minutes later in Niamey, in the south of Nigibe camera explores a busy
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meat, goats roaming the streets, and groups of people passing by. An old and battered
pick-up car drives across the dry land, stopping garage where Buba is working on a

car. The hometowns of the immigrant are constructed as spad¢esawv§ modernity

and asociety of producel(®8auman, 2005, 2007), that is, where people construct

identity around notions of what they can produce (theofpssion, their skills) and

where the aim of labour is to meet basic needs. In contsesdy Bamakoffers a more

varied mosaic of places throumlt the journey, crossing through busy towns with

shops and traffic, the cities full of sun and music. HowevBrean Bamakaoot all the

spaces in the film are welcoming and hospitadmat also underscores the hazards of

the desert and the risks at th@int of crossing.

In 14 Kilometresthe dangers are accentuated with a street sign near the start of the

film (and the journey), reminding what those who adventure forward might find:

GokF YyRAGNREZT 3INBaaAz2ys NI LISItathingifthis KA NA |
way the journey to crime, disease, poverty, and mortality. Once the three characters in

14 Kilometresravel together, the landscapes become arid and dangerous, amplified by
extreme long shots in open and natural spaces. Inste@tan Bimakq the

protagonists often find refuge in urban centres and welcoming communities,
counterbalancing Western media tropes of Africa as a poor, underdeveloped, and

dangerous territory.

In both films, the first tragedy of the journey is the death of apamon while crossing

the desert, making the severity of the African landscape and climate a focal point in the

films. Howeverl4 Kilometresuggests that the African landscape could be tamed or be

made more hospitable through adequate knowledge. Thaiglanderscored in two

scenes in the desert, the first one when the group is trying to cross it, the second one

after being rescued by a group of Tuareg people. As Buba, Makélsioleta rest on

their first night in the desert, Violeta tells the broteéhe names of the stars in the sky

and how they can be used to find the Notttowever instead of using this knowledge,

the group continue to walk durirtge daytime, when no stars can be seen, and they get

lost. After their gruelling desert walk, thealise that they have been walking in circles

and stop exhausted at the same spot where the conversation took place. The reasons

F2N) y20 F2tt26Ay3 +£A2f Sl Qad abydsdqieRed,S | y |
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this scene allows for readings of tHeacacters as naive or foolish. In the morning, when

the Tuareg travellers find the grouip is revealed that Mukela has perished overnight.

Very fragile, Buba and Violeta are taken to the Tuareg camp to reel@veranother

scene implies that with theght knowledge, the African landscape can be tamed, in a
dialogue that brings criticism to the motivations of the economic migrant. Sitting

I NBdzy R I OF YLIJFANB I FGUSNI NBO2@SNAYy3IS . dzmo |
determination to remain in Africa when s@ny people emigrate to Europe. One man

replies that it would be inconceivable because the land is rich and can be harvested it.
Grabbing some of the solil, he explains that with knowledge and effort, even the dry

land of the desert is workable (Figure®X A & & OSy S 2@z K$ 4J0 4 IONJ a Q
GAradzZ t Adeé GKNRdAzAK | GFrOGAtES RAYSyaAazy o
focus on the hand as it grabs the sand and lets it slip through the fingers alludes to the
uprooting of African migrants ggro Europe and the loss of knowledge to work the

land. Ignoring foreign debt, wars, postcolonial histories and neocolonialism, the man
adzZaasSada GKIFIG ! FNRAOIFIQa LIR2GOSNIe Aa || O2ya.
efforts were invested in openifmusinesses in Africa, its economies would lift and

create jobs. The answer trivialises the migrant experience and the postcolonial history

of many of these countries. Because the film does not portray a wider range of

conditions of migration and diasporagffers a reductive view supported by neoliberal
meritocracy. Thus, it adopts a Eurocentric perspective that presents Europe as a land of
opportunity, at the same time that it insinuates that Africa could improve its economy if

its people remained in tiiehomelands to work. In doing so, the film emphasises the

appeal of Europe aspall factorbut disappoints in bringing understanding of the

variety ofpush factorgnotivating the journey.
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Figureb. 14 Kilometre€007).Haptic visuality and attachment to the lafi@:53:09]

Europe as a place of wealth is evoked through dialogue, such as when Mukela describes
Europe as a place where you can find money under rocks, and also through props and
acceseries that connote itsymbolic capitalBourdieu, 19841986. For example,

+ A2t SOF adlNbha KSNI 22dzNySeé g A (K ,dndBuka2 LILIA
takes froma rangeof Real Madrid memorabilia a football replica gifted by his brother.

The allusions to the French capital and Real Madrid are symb&icape's wealth,
consumption, and succesHowever, the characters lose all possessions on the journey;
what little they had, taken by force or left behind. For Loshitzky (2010) and Naficy

(2001), the loss of the objects that the immigrant carries, often a suitcase, represents

the discarding of old lives, with the physical journey also metaphorically being one of
GF2NBSGOGAY IS | LI aal3asS gKSNBE ARSedtyie A3
| N3 RdzoA2dzaé O6[ 2aKAGT 1 &2 Hnwmn Jheitdelivesy & . &
andtheir hopes, the film further emphasises the suffering of the journey and the sense

of loss that the characters experience. Moussa lbsebag temparilyin Dear

Bamako First shown in the opening shot of the shipwreck, being washed out on the
0SFOKX (GKS o6F3 AYyaONAROSR gAGK (GKS g2NR a:
hopes and motivations of the journey. In recovering this bag after his resitige a
0SIFOKX az2dzial QaF RNBIYa I NBE NBYSH6SRI | yR |
The desert landscape ear Bamakésalso athreatt YR 2y S 2F az2dzaal Q3

dies during the crossing of the desert. In his hometown, the land is becomihgnd
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the cropshave stopped growing. The loss of habitat that Sag€E( 2016 connects

to displacement and migration, the forcegpulsiof N2 Y 2y SQa K2YStl yR
Of AYFGS OKIy3aS IyYyR RSASNIAFAOIGAZ2Y S Aa A
motivation to leaveThe concern for the wellbeing of his family and his attachment to

the homeland is present at everyegtin the journey throughat the letters that he

GNAGSa (G2 KAa 6AFSET 6K2Y KS yAOlylYSa .|
f SGGSNI aSyi K2YSs OSyiGNRAyYy3a azdaal Qa SELIS|
separation. By constructing Moussa as an educated and ditenatigrant, Oké is

mindful of avoiding generalisation and stereotypes of illiteracy that anchor immigration

to low-skilled manual jobs. The voi2eSNJ G KIF G | OO0O2Y LI yASa a?2dz
alSF1a 2F KA& LI NByGaQ al ONMntateOdesira® & Sy R
study humanities to become a journalist. His letters are full of references to

philosophers and literary writers, conveyotural capitabnd knowledge often

missing from these representations.

The places that Moussa encounterdig journey are varied and he never travels them
alone, showing a network of solidarity and friendships that develop along the way. In
contrast,14 Kilometreemphasises ideas of loneliness and vulnerability by having Buba
travel part of the journey on siiown and stressing his pain through close shots. Moussa,
Justin and Khady, instead, find accommodation and a job along the journey. The trio is
seen sharing joyful momentsanthropological spaces the temporary homes. Even in
the immigrant camp near &yhnia towards the end, which is presented as dangerous
and ruled by mafias, the group is seen around the fire in scenes of community and
friendship. The emphasis on networks of support is a const@danBamakowhich
alleviate the hardship of the jouey. In Morocco and waiting for the opportunity to

cross to Spain, Justin avoids the police by shopping at night and bringing snacks to the
flat (Figure 7), a portrayal significantly different from that4rKilometreswhere Buba

is crammed in a smallom waiting to depart (Figure &ear Bamakaims to construct
sympathy towards the experiences of the immigrants through identification, driven by
closer shots that emphasise the bond and friendship of the main characters, and also by

the voiceovers of Mussa when writing letters to his wife Bamako.
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Figure7. Dear Bamak(2007) Waiting to cross [00:58:48]

Figure8. 14 Kilometre€007) Waiting to cross. [01:18:47]

Once in Spaiear Bamakaurnsto the immigrant centres, NGO services, and the

cities of Bilbao and Madrid as the places occupied by the protagonists. The film informs
the audiences of the inadequacies and successes of immigration policies, from the
overcrowded immigration centres aimttonsistent application of the policies, to the
teaching of the culture and language of Spain, to the assistance of the NGOs in getting
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the financial and social support available. While the characters usually speak of Europe,
and not Spain, this part die filmexplicitly addresses Spain's immigration policies and
laws, both in the fictionalised script and in the interwoven testimonies of the

immigrants In the immigration centre, with a map of Spain dominating the background
(Figure 9), a workespeaks of the requirement to leave after forty days and presents
GKS AYYAINIyida 6AGK GSELMz aA2y LI LISNBE O
concern, yet the worker clarifies that the papers refer only to the building, not Spain,
and informs them that thy can get a travel ticket to mainland Spain if they have a
relative @ friend living in the country. This scene underscores the vulnerable position in
which the policies leave the immigrants, since many give a location hoping to be
released but are left ithout any further support. As part of its pedagogical aibesr
Bamakoengages with the hardships of the border at the point of crosandthe

obstacles that the immigration policies raise for the dvelhg and integration of the

immigrant.

Expasia politica
P O

Figue 9. Dear Bamak®007) Immigration Centre01:19:34]

When Moussa is given a ticket to Bilbao, the spaces of this last part of the journey
across Spain display wide and wielbt motorways, long illuminated tunnels, large

urbancentres, and the Guggenheim Museum as a landmark of modern architecture
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(Figure 10). The traffic rushes past and Moussa wonders if life is always this busy. The
contrast with the spaces encountered in Africa presents a Spain rooted in modernity

and wealthWhile the film directly says through exposition that the global minority

(Europe) should share its wealth with the global majority, the film never addresses the
causes of this inequalitit presents it as an issue of accumulation of wealth, ignoring

otheNd FI OG0 2NAR &dzOK Fa F2NBA3IY RSodGZ 9dzNP LIS
nations in Africa, or the exploitation of resources by the global minority. This view of
Europe and Africa was also echoed4rKilometresas explored in the scene with the

Tuareg community, yet whereid Kilometreshe responsibility fell on the African

immigrant to stay and work the land,Dear Bamakds connected to unequal

distribution of wealth and the responsibility of the glob&anity to support the

development of the global majority.

Figurel0. Dear Bamak{007) Moussa arriving in Bilba®1:21:40]

The border in these two films connstieeas of rebirth, being imagined as the ultimate
challenge of the journey. The hardening of the border and the immigration policies
places immigrants in a vulnerable position in Spain, with both films suggesting that the
actions of individuals, such agtGuardia Civil it4 Kilometresr the NGOs volunteers

in Dear Bamakpocan contribute to reducing the vulnerability of the immigrant upon

arrival. Similarly, both films address the theme of illegality, inviting audiences to
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question its purpose and the demanisation the label creates.Dear Bamakgt is

defined as an obstacle to integration into society.4rKilometreswith the Guardia

| A@OAt Qa RSOAaAzzy (G2 S @S GKS | NBFX GKS
criminalisation of irregular entrifhe presence and immediate response of the Guardia
Civil and the Red Cross in these films suggest a Spain that is constantly policing its
borders, asserting the role of guardian of Fortress Europe adopted by Spain after
obtaining EU membershiplevertheles, both films underscore how border controls

and immigration policies increase the risk of harm to the immigrants, due to their
reliance on smuggling networks and a preference for less policed (but riskier) routes of

entry.

A journey to cross the border is also a feature ina a | y @@ 3),2alth@ugh in this
casethis is a journey of return. Written during the crisis, the film echoes news reports
on the voluntary exit of immigranfsom the country which returnedSpain ¢ a country

of emigration for a shoqeriod While entry to Spain is characterised in previous films
as a path of hardship and pain, Hassan only encounters obgtachgsolicies not

related to his immigrant status, such as the road regulatioise pgerwork of the

tractor that he drives.

9f wl eé2 «k (FrandAadjo/atdiErnéstoée Nova, 2013)
Return to the homeland in times of crisis.

I I aal yQGa3)isthedrst feature film of Fran Aradjo and Ernesto de Nova, a film

that tookalmost four years to complete and premiered at the Film Festival of San
Sebastian in 2018s premise takes the audience on a jourfreyn Cozar (inland

Castilian Spain) to Algeciras (coastal South Spain) and finally to Beni Mellal (Morocco)
with some ifluencesfrom the roadmovie genre. The filnolows (Hassan Benoudra),

an irregular immigrant who decides to return to his hometown after thirteen ybars

contrast to the previous two films, this is a journey of return motivated by the Spanish
financialcrisis (2008012). This reversgdurney of hopé€Loshitzky, 20062010 starts

GAOUK | FaalyQa LJzNOKFasS 2F | GNIOG2NE F2NJ
namesEl Rayo (Thunderbolt), the Spanish title of the film. Hastards to take the
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Spanish agricultural sector. Its contemporswgial themes have made it a popular

choice infilm festivals andcreenings organised by governmental instisi such as

the Instituto Cervantes or Spanish Embas3ies film approaches the themes of

migration and financial crisis with a sympathetic lens, focusitigegampact of the

crisisand how it brings common experiences to both immigrants and Spaniards.

Scholarship on the film is very limit@shd few scholars provide andepth discussion

of the film being relevahworks by Berger (2016) and Teixeira (2008,72 Berger

(2016) explores the narrative of return as a journey for independence andifiha

stability, whereas Teixeira (201®12) compares it td4 Kilometreso argue that the
journey of returnallows Hassato leave behind both the precarity encountered in

Spain and the diasporic condition forged in Spain. While Berger (2016) absar&s HYy Q a
transnational and hybrid identity, Teixeira (2016, 7Q&esents this hybridity as

temporary, connected to a nostaldg@ the homeland, and understood in terms of

internal conflict resolved upon return to the homeland. My analysis expands the
discussion by anchoring the film to the financial crisis, briefly acknowledged in these

works, and interrogating further the questi@an¥ | a4l yQa Ke&oNAR ARS

I I aal ydcoastriets tBe border as fluid and porous, disconnected from the

hardship and controls of the previous films analysed. In doing so, this film highlights the
status of a Spain suffering from the financial crash8201.2), no longer attractive as a
country of immigration. Moreover, the film suggests that this land of opportunity was
YSOSNI YIFYAFSAGSR Ay NHNIt { LI AYyS (dzNYyAyYy3
(Espafa vaciada), which expresses the depopulatiamal areas in favour of migration

to the urban centres. By depicting the rural spaces of both Spain and Morocco in very
similar ways, the film establishes similarities between these countries and their citizens,
dissolving dichotomies around moderniyealth, or financial opportunities. However, |
suggest that although these binaries are minimised, Hassan is nevertheless constructed
as an immigrandtherthrough shots that convey difference and isolation. While the

rural spaces of Spain and Morocce aimilar, the notion once again that development

in African countries is linked to investment from the native population is underscored
through an ending where Hassan expands his farming activities in Morocco by repeat
journeys to Spain to purchase moradtors.
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Being a journey of return, the hardening of the border disappears, and it is presented as
a mere administrative barrier. Although Hassan reminisces about his first arrival in Spain
in patera this is mentioned only in passing and presented asghal mode of entry

for African immigrants. Since Hassan has been living in Spain for over a decade, he
qualifies in principle for citizenshgnd his regular or irregular status does not appear

as an obstacle in the narrative. Indeed, when the Guardiast@ps him along the

journey, it is always because of illegally driving the tractor on main réadsavigate

this limitation, Hassan covers the tractor in mud and gets a map, which prowides

with an excuse to drive his tractor on the main roadlayming to be travelling

between jobs. Hassan studies the map at night, learning the names of local villages that
he can repeat to the officers if stopped. The role of the map in this film, thus, is not to
inform the audience of the steps of the journagd it is not always explicit where he is
travelling to, butallowingHassan to acquire local knowledge and to exploit gaps in the
system to avoid issues with the authorities. This negotiation of the law is also at the
forefront of other films portrayin§nancial insecurity in Spain, such a8 iBoyfriend for
Yasming2008) orAmador(2010), where the main characters minimise their precarity,
one with an arranged marriage, the other through deception by pretending to still take
care of an elderly man whwas died. The use of deceit in these films articalatcé

fraud but solutions to obstacles created by the state. Because this kind of deceit does
not harm any individual, the films present it as wit, and a valid means to navigate an
obstacle that woulddRA Y F NAf & AYONBF &S G4KS AYYAIAINI yi
has no funds to pay for transportation of the tractor and undertaking the journey on

rural paths wouldncrease the length of the journey@nrequire more funds. Thus, the

use of the map é&re metaphorically expresses navigating not only through rural Spain,
but also through the bureaucracy that applies a blanket rule that might increase the
AYRAGARdzZ t Q& LINBOFNAGE @

Returning to his hometown allows Hassan not only to make a living, bupto he

GNI yaF2NyY O2yRAGAZ2Yya AY KAA (26y> YIF1Ay3
discourses of the time, when migrants were encouraged to return home as a means of
lowering unemployment rates and immigration, encapsulated in the Voluntary Return
Programme (Programa de Retorno Voluntario). Hassan can reduce his precarity and that

of his family by returning to his homeland, investing in his hometown, and leaving Spain.
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The script is based on the réaked experience of the actor who performs Hessa

62Nl SN AYy (KS FAStRa 26ySR 06& RANBOG2NI R!
0 KNRdAK | Of 2aS RSLIA O A 2 ytheZepictibnofitie Ispac@si & {
he visited in his actual journey and a filmmaking process focuseawoiaspity. As

Berger indicates (2016, p.170), the directors travelled with Hassan once and then alone
several times. During these trips, they wrote a loose script with no dialogue but plenty

of camera instructions and action descriptions. Whilst the ptgntoiok a few years,

the shooting was completed alittle over a month at the chosen locations, when

generic topics of conversation were given to the actors, relying on improvisation and
aiming in this way to capture authentic interactions. Araudjo andal@ not only used
non-professional actors, but they also incorporated into the shooting any gagséno

g yiSR (2 22AYy Ayd ¢KS FTAfY OflFAvya [KFG

switchingnaturally from Spanish to Arabic depending on those speaking.

The cinematography alternates often between extreme-&mafs or aerial views of the

tractor, embedded within the Spanish landscape, to long shots of Hassan routinely

eating, sleeping and ding through these spaces. The voyeuristic gaze of the audience

is incited by the slow pace and the uneventful journey, with very few points of

AYOUSNI OtA2y 6A0GK 20GKSNJ OKFN¥ OG0SNE KNERdA|
11), thisstyleencourages costumbrist’ narrative that brings the audience closer to
HassanNeverthelessonce he starts the journey, the scenes where he is following

religious customs emphasise isolation, as he is usually on his own, framed in long shots

that do not give him aentral space, and in the dark.

17 Costumbrismds a trend with origin in #7century literature that became verppular during the 19 century.

With a realist style, it depicts customs, manners, and peoples in everyday settings. According to GEe3§2))04,

GKS O2aGdzYoNR&l LIENINI&lf RAFTFSNBR FNRBY w2 Wholrgeoi® KA &G 2
G2NI R OA ScostnbrisMadSNBENBSR (2 AYRSE (GKS SEGSN¥ydass 62NI R (2
LISNRALISOGAGS GKIFIG AyONBlFaiay3ate adNHzOGdzZNBR GKS { LI yAakK L
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Figurelld | I a & (20X3\Pragirig.§00:18:10]

From the onset, the idea of departure is conveyed with an establishing shot of the

Spanish landscape, where a moving vehi@dpparent among the small strip of
IAINBSYSNE OCAIdzNBE MHODP . SNHSNJI OHAMCI LIOMT
ONAL) da aGKS KIdzydAy3 =2dhscibusantl GteminddISa G Ay
NE2GSRySaa 2F GKS LINRPGOHEE yRAEVD A0 ARSYNB 4B
GNRP2GSRyS&aaé¢ Aa SyOlFLlAdZ F 4GSR Ay (KS LK2Y!
over, when Hassan tells his brothémn Arabic of his decision to return home. By

ddzZLISNAY LR aAy3d GKS { LI yAaK réetwn/tResskot LIS ¢ A (K
connects the Spanish land to the idea of departuré the Moroccan spade the

notion ofbelonging | & | I dalyQa @2A0S KIFa | fNBFRe
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Figurel2.1 I a a | y @GL3) Ogerding shotf00:00:03

However this connection to the homeland is also a point of affinity with other
characters in the rural space, emphasising in the narrative internal migration following
the agricultural season. Indeed, other Spanish characters talk with Hassan about their
displa@ment and separation from their families. In doing so, the film creates
connections between the Spanish and +8panish workers through a shared
experience of mobilityThe desire tdoreground thesesimilarities is evident first in the
exchange with Le@ migrant from south Spain, and later with an unnamed Andalusian.
Both comment on the need to travel around Spain to find seasonal work, their
uprooting, and the impact of family separation. However stigee makes these scenes
more voyeuristic than padipatory, as theammmonalities arespecificco seasonal
agriculturawork. With the camera often positioning itself in taloot framinggFigure

13), the audience is encouraged to participate as external wigsesstead of through

identification and pait-of-view shots.
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Figurel3® | | & & (2013@Wnnanhed Andalusian. Labourers and migrants. [01:00:01]

Thel dZRA Sy OS (GF{1Sa 2y | G2dz2Nanad 3IrT S G2 I LL
homeland, but also rural Spain. As Wmg Larsemstate (2011, p.10), the tourist is a
GO2YUGSYLRNINE LATINARYE K2 aK26a aFlaoOAay!
a2YSK2¢g LaasSaa | NBIFtAdGe dKFG Aa KIFENR G
TS aK2Ga 6KSNB (KS O YSoNdof vievion i@ rdakd ré 2 y SR
intended to show obstacles to the journayallow the audience to listen to the Spanish

radio, which broadcasts pieces on the financial crisis. The narrative suggests a modest
ragsto-riches ending that is only possible omeereturns to his country. Despite being

in Spain for over a decade, Hassan onlypay for the tractor and not for its transport

and has to do any repairs himsélbwever his family owns lands in Morogemd after

just over a year, heanreturn to S@in and buy a second tractor, with another two

being bought shortly after. Thus, immigrating to Spain is presented as a temporary
adventure, rather than seeking permanent settlement, and grounded on economic
migration. Spain here is no longer presented &nd of opportunityand Hassan even
suggests that Spain was never so. For example, Heesgdinat upon arrivalhe felt

disappointed YR (G K2dzaK4 GKFG GKS gl a agl LAYy K
that it was all mountains, and declaring tha¢ tstories about Spain that he heard back

in Tangier were exaggerations and lies.

¢tKS aSlazylt 62NJSNAR FNBE LER2NINFeSR gAGKA
4 GKS AGaNBASNWS I NXYeée 2F f102dz2NE S6HAannZ LI

who become vulnerable to market changes. While the labourers all struggle to find
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2N Z |1 lFaalyQa AYYAINryd adriddza YIF]1Sa KA
GF2NOSRZ AYyRdzOSRXZ LINBS&AaSR 2NJ LISNBRdZE RSR |
p.30). As with othepostcrisis filmssuch as the films of Spanish emigration to Europe,

I I aal ykRiags t theforefronexpulsiongSasse2014, 2016)exemplified here

as the lack of available work and the need to leave for a better place, in thi®dase
hometown. With a narrative of success as the result of determination and hard work,

I FaalyQa NBGdz2NYy Aa 2FFSNBR a (GKS &a2f dzi A

also to improving the lives and conditions of his family.

The film successfylprovides a sympathetic view towards the Moroccan immigrant in

ways that Spanish cinema had not previously done, wiibhraphantending of

personal accomplishment, yet the premise and the visuals do not esttegrang.

Indeed, many scenes position Hasas belonging to a different culture and land, and

his presence in Spain is framed within notions of displacement and temporality. Despite

. SNESNRA& oHnmMcO AYGSNIINBGIGAZY 2F 1 Faal y.
(i.e.an identity anchored@oss different nations| argue that the film also underlines

alterity through the framing of the religious customs. One of the first scenes in which

| FaalyQa ARSYy(AGe othéfordBpalish ubiéhteNsidéringie NJ S R
slaughter and rosting of a lamb in the street, which happens within tme'sifirst ten

minutes This scene starts with a close up of bright red blood dripping into a sewer, on
which the camera stays fixated for a few seconds. The editing of this scene breaks
expectatiors and carries elements of surprise and shock. In the previous scene, Hassan
was painting the tractor bright red, creating the assumption that the red puddle on the

floor might be from paint washed away. After a few moments, however, it is revealed
thattheda 2 dzZNOS 2F (G KS LIHzZRRfS Aa AyaagSrHR F fFY
blood, the shot concentrates on the animal for five seconds while still and inert, then
suddenly retching for air and shaking its limbs. By doing so, the camera concemtrates
GKS YyAYFIfQa LI aaiay3ad yR O2yiNrada,Ad G2
given the time setting. On the one hand, this sgemraysthe celebration as a place

of multiculturality where Spaniards and immigrants share the food in & jovia

OSt SONI A2y d® hy (GKS 20KSNJ KFIYyRX 06& YI yALl
and shock, it disrupts a comfortable viewing and echoes Spanish prejudice against the

practice. Not only does part of the Spanish press report the festival annudgly un
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g2 NRAY 302 oz0%WzNB & NBz( 2N (08YE TEe Jaw @)99Bstablishes that

the only legal way to kill an animal for consumption is with stunning prior to slaughter
and underspecifichygienic requirements, with the press often reporting the number of
cases in which this practice is done outside thé4awconcerns over health and

safet?d C2NJ G KAAa NBlIaz2ys GKS aoSySQa SRAUGAY
festivity instead of participatory sympathy by focusing on the elements of blood, death
and animal suffering that the Spanish public opic@mdemns. This scene is followed

by evening festivities in the Spanish town, where people play chase with fake bulls and
fireworks. As the people run around laughing and screaming, Hassan wanders between
amused and confused, never fully participating énd¢hase, leaning instead on a

lamppost, becoming just another immobile element in a scene where the social body
participatesn a communal activity. Even though he commands the Spanish language,
he is often presented as an outsider. The film reinforcesetiiporality associated with

the immigrant condition and his belonging to somewhere else.

I I & al ydiséupts repéesentations of Spainaand of opportunity and wealth,
suggesting that, as in Morocco, its rural spaces also suffer from precariter Bor
controls lose significance as a means to prevent irregular immigration, evident in

| Fa&dl yQa RAA&YAa patdraaLcdmmidripiiactiBegayid tieappaidnt A Y
absence of obstacles to-enteringthe country to buy new tractors. The landscape
creates similarities between the countries through the opening and closing scenes

(Figures 2 and M), focusing on the farming lands in both countries.

18 https://elfarodeceuta.es/partid@animalistaforma-sacrificarcorderclegal/

19 https://www.vice.com/es/article/4w9d53/igualdaahimatdenunciala-crueldadritual-contralos-animales

20 https://www.elmundo.es/cronica/2019/08/11/5d4db019fdddff4baa8b46a4.html

21 https://elpais.com/sociedad/2010/12(0Wactualidad/1291935608 850215.htamd
https://www.elindependiente.com/espana/2021/07/194festadel-cordercla-enesina-batallaentre-el-pp-y-vox
en-ceuta/

22 https://www.abc.es/espana/catalunya/barcelona/aseispersonasdenunciadassacrificicirreqularcorderos
tarragona201908141511 noticia.html

123


https://elfarodeceuta.es/partido-animalista-forma-sacrificar-cordero-legal/
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https://www.elmundo.es/cronica/2019/08/11/5d4db019fdddff4baa8b46a4.html
https://elpais.com/sociedad/2010/12/10/actualidad/1291935608_850215.html
https://www.elindependiente.com/espana/2021/07/19/la-fiesta-del-cordero-la-enesima-batalla-entre-el-pp-y-vox-en-ceuta/
https://www.elindependiente.com/espana/2021/07/19/la-fiesta-del-cordero-la-enesima-batalla-entre-el-pp-y-vox-en-ceuta/
https://www.abc.es/espana/catalunya/barcelona/abci-seis-personas-denunciadas-sacrificio-irregular-corderos-tarragona-201908141511_noticia.html
https://www.abc.es/espana/catalunya/barcelona/abci-seis-personas-denunciadas-sacrificio-irregular-corderos-tarragona-201908141511_noticia.html

HASSAN BENOUDRA

Figureldd | | & & [(20X3¥EClosirlg 8cene: a business idea and hamtk [01:23:28]

Neverthelessthese similarities in landscape and experiences do not fully allow readings
of the integration of Hassan in tireagined communityas he is visually isolated in

many shots. Radio broadcasts depict Spain as a country in financial difficulty, struggling
to recover, and the journey of return echoes political discourses encouraging re
migration to their homelands. The ending of the film,ahds, the solutiorio

precarity, suggests that economic migration is temporary, and there can be no
possibility of fanty reunification, settlement and belonging within the Spanish space.
Whereas films of the previous section corresponded Spain with Europe in terms of
wealth and modernityl, I & & | y ¢ballengels these notions to present the

precarious conditions of rur8pain.

Journeys to Spain and the desire to return to the homeland are fundamental narrative
elements irEvelyn2012) andlack Diamond&013, the next films in the case studies.
These journeys are not initiated by a desire of the protagonists td ta&pain but

incited by Spaniards seeking to exploit the immigreimése films underscore the

impact of criminal networks in the context of globalisation andstoety of
consumerswith journeys that start with the assumption of legal entry but avealed

to be deceitul.
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Evelyrn(lsabel de Ocamp@012)andDiamantes negros/Black Diamor{diguel
Alcantud 2013)
Dishonest recruitment and vulnerability in the society of consumers.

In Evelynthe eponymous protagonist is a young Peruviamtiose family presses

her to join her cousin Margarita in Spawho is supposedly working in hospitalay
representative of fakeagencyprovides Evelyn with the promise of a job, arranges her
passporfandmakestravel preparations in exchange for a fee secured against the

T I Y hbuse®ace in Spain, Evelyn discovers thaptioenisedwaitress job did not
exist andhat, insteadher cousin was working in a brothelhich isnasked aa motel.
After refusing ® work as a sex worker aattempting to escape;velyn is locked o

her room and iltreated until she complie®y the timethe police raid the fwthel and

she is taken to the police statioBvelyn has abandoned her desire to escfapeshe

sees sework as the only means to proeitinancial security for her familyhe

narrative engages with modern slavery and human trafficking, emphasizing the financial
pressures and deceitful practices that lead to@h& O (rekritinént, as well as the
humiliaions and abuses thgraduallyerodethe will to escapeThe filmavoids
stereotypeghat link sex work witladdiction or dysfunctional familiesarratinginstead

a story about supporting the family and ultimately sacrificing oneself for it.

Black Diamotisalso engages with exploitation, but this time wiitegular practices in
recruitingunderage African footballers for European leagues. Thédlilonvs Amadou

and Moussa, two teenagers from Matho are amonghe best playersin®A NJ 2 6y Q3
youth football team. They are approached by Spanish scouts who ptoaisand

training with the big European cluibsexchange for an administrative fee. The
underagerecruits are made to sign an exploitative bindiagtactthat they cannot

read, and are given false IDs to pose as students with college scholarships. Once in

Spain, the promises do not materialise, and the youngsters end up on the streets trying

to survive. In the end, Amadou returns to his hometowaerdieing stranded in

Portugal, whereas Moussa finds a supporting role in a training club in Estonia. The

opportunities available are outside the Spanish space.

The protagonists in these films have not started the journey out of despebaii@ne
lured irto the journey by orgased networks exploiting the appeal of Eurofeain is

just a step along the journey for the protagonists longing to settle in FraBtack
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DiamondsFor Evelyn, Spain is a temporary place of opportunity before returning home
with money. The manipulation of the immigrant and illicit recruiting has attracted some
scholarship, yet there are limited analyses of these two fitvelyrhas attracted work

on human trafficking and Latin America (Aguilar, 2012; Tarré, 2016), as Wwell as t
overrepresentation of Latin American immigration and sex work on screen (Zarco,
2017). My analysis focuses instead on how these films contribute to constructions of
Spain as fully impacted by globalisation, as perceived through portrayals of the rise of
global crime, increasing inequality, a global consumer culture, increased migration, and
the growth of organisations supplementing the support of the nagtate (George and
Wilding, 2002, p.2). In these films, the processes of globalisation have éactleas
precarity of individuals, with the most marginalised becoming more vulnerable to
exploitation. In portraying Spain as impacted by the threats of globalisation, it is also
portrayed as a full participant in globalisation processes, enjoyingts more

desirable effects, such as faster modes of transport and communication. As Castells
(201(s, p.143) notes, since the final years of the twentieth century, nations have aimed
G2 SAOGKSNI FRFLIWG G2 2N fSFR & dpgsgioniniNe OS & a
the global networks of capital, technology, information, and communication was
SaaSyaalrt G2 1SSl SELIYR 2N yS3z2dAalrisS Gl
processes also hints at the power of the nation. While portrayals dfyggaa LJ- NI A OA
in globalisation are not new, | suggest that since the dhsise narratives have been
reinvigorated as a way to project notions of global significance, to express anxieties
derived from the financial crash or the dishonest practicasincreased its impact,

and to delimit the crisis as a temporary consequence of the global marketse

pointsare developed later in the thesis.

The border in these films, thus, is portrayed in the context of a globalised world, that is,
of increasednobility and faster means of transport. The main charactdesetyrand

Black Diamondsnter Spain via international airporesssuminghat their paperwork is

in order and that they have the right to work. Yet, they are told to pretend that they are
entering undera different status, as a tourisEyelym or studentsBlack Diamonds

While the characters are confused by the request, it does not trigger any susgmcion
they all comply with the instructionk the case of Moussa and Amadou, their

passports are confiscated argiven fake ID cards to pass for secongatyool students.
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Crossing the border, thus, appears as unproblematic for the immigrants, unaware that
their entry irto Spain isin fact,illicit and that the deceitful practices of the@cruiters

place them in positions of irregularity and vulnerability. The porosity of the border is,
thus, emphasised alongside the role of dishonest and criminal networks. Whereas the
films at the start of this chapter underscored the difficulty of @ante6pain and

focused on bordecrossing irpatera the films in this section highlight the flows of
irregular immigration entering by other means, particularly with the involvement of
criminal networks. In both films, the networks recruiting the immigrang¢ driven by
greed andshowalack of concern for their wellbeing, putting them in more precarious
positions The emphasis on border security, which expressed anxieties derived from
y2iA2ya 2F {LIAyQa NRfS | & 3ddisédRrting 2 F G|

the anxieties towards the insecurity created by globalisation.

InEvelyz (G KS 22dz2NySeé (2 {LIAYy A& YINNIGSR I &
Ay GKS g2NRa 2F 90SfteyQa 2f RSNJ NBflGAgJSa;
opportunities. In contrast, Evelyn prefers to continue working in the nearby city and
staying in the Andes. While this dialogue line evokes the notion of a glorious past, it also
F2NBaSSa GKS @GA2tSyOS |yR adzFFSbdiny 3 GKI
Spain, it soon becomes clear that the work offered is sex work. She is confined in the
brothel until she can settle the evarcreasing debt of maintenance, accommodation,

and travel fees. Forcing Evelyn to look at a world map, Ricardo, the ovaves,alline
connecting Latin America and Spain, making her notice the distance and the associated
costs of travel to justify her debt. For most of the film, Evelyn attempts to esctge in

hope ofreturningto her hometown. However, when the opportunigneesafter being

taken to the police station during a raid, Evelyn foregoes this chance, slips away, and
returns to the brothel. This scene brings to the forefront the emotional manipulation of

the criminal networks and the inefficiency of the authoritie@ging into question the
adequacy of systems of prevention and support for victims of criminal networks. When
asked for her name during an interview with an immigration officer, Evelyn answers
GWFT YAYEZ GKS yAOlYIl YS | asdhe fisftBre that BvelgaS NJ ¥
uses this name, asntil this point she had repeated her own name as an act of

resistance. The officer briefly glances at her passport but does not acknowledge the

difference in name. While this exchange is interpreted by Leon-{2WIH as an act of
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empowerment, | contend that it is antaaf compliance, sincghe did not choose this
nicknameand sheassertsher own name throughout the filmp to this sceneEvelyn

finds herself in the police station at a crossroads where returning home would mean
losing the family house (because of then@agreement), but where returning to the

brothel would also mean acceptance of the life she had fought to escape. In accepting
the nickname, Evelyn makes her choice and acquiesces. Even though the found
paperwork includes the contract secured againstibese, the officer does not notice

it and only pauses on a letter from the family, who excitedlyEeklyn about a new
0A1S YR AyOfdzRS | LIAOGd2NE gAGK GKS Al A
bike (Figure 15). Unable to get answieosn Evelyn, the officer suggests that she stay a
few days with an NGO and leaves the room briefly, when Evelyn seizes the opportunity
to leave. The scene highlights the missed opportunities that the system produces,
despite the good intentions of the ifiA Rdzl f a® ¢KS 2FFAOSNRa | d
the criminalsationof the irregular immigrant by focusing on the means of entry and her
personal details, instead of the activities taking place in the brothel. The offer of the
NGO underlines the lack sipport within governmental and official institutions, as the
care is outsourced to charity orgaafiors. Similarly, by leaving the room to attdndch
different matter, the scene suggests that immigration officers lack time to give their
cases individdattention. Ths, the scene alludes to the inefficiency of immigration
policies and processes that emphasise their irregularity instead of providing support
The film exposes some gaps in the system that leave irregular immigrants confined to
their irregdarity, without an adequate support system or procedures to regularise their
status. The border is made fluid and porous, almost invisible, and the immigration
policies that create an abstract barrier of access are also presented as inadequate and

full of deficiencies.
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Figurel5. Evelyr{2012). Reminders of home's precarity. [01:28:03]

The recruitment and bordeasrossing iBlack Diamondare approachedsimilary. The
exploitative contracts are written in Spanigijichneither Amadou nor Moussa
understand, and with conditions that are never explained to them. The promises made
in Mali disappear as soon as the contracts are signed, and the youngsters never reach
France, where they were told they were heading. The semphasise at the airport

that if questioned, they must say they are students, yet the reasons for the subterfuge
arenot explained to the youngsters. In the plane, Moussa excitedly touches buttons
while Amadou looks around in wonder. The journey into Spaineventful but joyful,

in contrast to the journeys at the start of this chapter. Tiangghfter arriving in Spain
underscorathe mobility within the Schengen area, as Amadou travels to Portugal and
Moussa to Estonia without any further border comdror identity checks. After being
abandoned by the scouts in Lisbon following an injury during a trial, Amadou wants to
return home but lacks the money or paperwork to do so. Even though he asks for help
at atourist police poinin Portugal, the officedsugh athimOf A YAy 3 (G KIF 0 GK
I GNJ} @St | 3SyOeé¢s fSIFIPGAYI ! YIFR2dz 6AGK y2
his return ticket to Mali. In these films, the border becomes an abstract barrier made of
immigration policies and controls @rports, instead of represented in the crossing of

the Srait or the fences at the Spanish cities of Ceuta and Melilla,eainBamakand

14 KilometresThe physical boundary and its barriers lose significance towards the more
abstract barriers offte policies regulating entry. The changes in the way in which the
border is imagined are features of globalisation, which Sassen (#0R¥4, 217)

adz33Sada aAa LINPRAzOAY 3 NHzZLII dzZNBa Ay GKS Y3
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formationofnewtfJS&4 2F O02NRSNAyYy3I¢£é>S gKSNBE GiKS 3IS:
LRAYO AY GKS OKIF Ay € | ydentrdl intgréedtibnicaaiokn2 v | €  LJ:
f2y3 OKIFIAYya AYyaARS I O2dzyiNBeéd {laaSy oH.
new way of thinkingbout the border, among them the idea that globalisation has
transformed notions of border beyond the geographical boundaries and physical points

of border control delimiting the nation.

While the physical borders are not portrayed in these films, tipgctiens of Spain and
the homelands of the immigrants continue to express binaries around modernity,
particularly thdiquid modernityof the society of consume(Bauman, 2000). The
spaces of origin of the immigrant are constructedaseties of producg where the
purpose of work is to cover basic living neédg R (0 KS A y Ridsgrd Rdzl £ 4 Q A
anchored to their profession. In contrast, Spain is portrayedasiaty of consumers
where living costs are expected to be covered and individuals aen diry the never
ending gratification of desires, building their identity through consumption and
pleasure. Immigrants in these two films never fulfil their role as consumers in Spain,
restricted by debt, homelessness, or captivity. However, they akangited for their
value in thesociety of consumees a product of consumption themsel{egher in the
form of coerced sex services or for their potential as footbabers, thusa product of
the entertainment industry. Since neither has controlrdiaeir earningsor the

freedom to choose how and where to perform these activities, the agency of the

immigrants in the activity is further reduced.

At the end ofEvelynthe protagonist returns to the brothel so that her family retain

their house, whereas Moussa accepts a role as companion to another young footballer.
On resigning their respective hopes of escape or playing for a team, both characters are
embraced by memlbre of their new imposed communities, that is, those of the brothel
and the football academy, and they are both able to secure an income. In contrast,
Amadou, who returns to Mali, is rejected by his community and finds himself without a
network of support ad jobless. These resolutions to the narratives suggest that, to
survive or succeed in the globalised world in their vulnerable positions, the characters
must accept the role assigned to them by sloeiety of consumert embracing the

name of Jazmin @omplying with instructions not to score goals and pass the ball to
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the valuable player, both characters stop resisting and accept the role imposed on

them.

The films portray the homelands of the immigransesieties of producetisat are,
however, toubed by globalisation. The public phone line in the community connects in

020K FTAfYAa GKSANI K2YSii26ya gAGK {LIAYT

9

alrYS 0A1S O2YYSNDALFE 2y (KS stogetherdoKAf S a2

watch the Europeafootball matches. Their homelands are portrayed as financially
LINSOI NA2dza>X gAGK fAYAGSR AYyTNI &idNUzOG dzNB

9gSteyQa Y2GKSNBR NB Afttd  Siz GKS OKLF NI

the village despd their situation. Irevelynthe protagonist is introduced carrying a
laundry basket in a small Peruvian town in the Andes. Walking with a smile through the
green landscapd;velyrconveys the homeland as a happy spadeere the

LINR (0 I 32 y A Ziaddcns with ratiré émPhadis¥ lier attachment to the land and
the happiness it brings hefhe walks between the cornfields letting the leaves touch

her face and bodyand she stops ttouch the clear waters of the streafhese scenes
SOK2 al Nhapti& vishalitpbringing the viewer to appreciatiis landscape

andhow it gives her a sense of belonging and brings her joy. This act of touching that
brings together memory, belonging and place is also depicted when Evelyn holds freshly
baked bread riis during her first attempt to escape the brothel. As she walks towards
the backdoor, Evelyn discovers the bread rolls and turns to grab a couple (Figure 16)

instead of opening the door. Because her family owns the local bakery, the bread

triggers memoris of home.

Figurel6. Evelyr{2012). Smelling the bread. [00:37:37]
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The bread roll also comes to represent her acquiescence in a scene of breakdown and
OGNl YaF2NXYIGA2YT 6KSNB 9@gStey 3aANIo6a yR S|
d8Y02f A0 NBLINBaSyilladAz2y 2y |y FfaGFN 2F K.
functionsk & | NBYAYRSNI 2F (KS K2YSflFyR>X GKS 71
in rage the stale bread from the altar, Evelyn metaphorically destroys the hopes of

leaving to reunite with her family, as it is after this scene that Evelyn joins the other

women to offer sexual services. This transformation is forecasted from the start

through the opening credits, which follow a sequence of alpsein which a pair of

hands workheR2 dzZ3 K (G KNR dzZZIK RAFTFSNByYy G adl3sSao ! a
the dowgh is manipulated, beaten and shaped until it takes the desired consistency. The
dress of the unknown woman beating the dough is splattered with little yellow daisies,

the nickname of her cousin Margarita in the brothel, while the print of the tablecloth

against which the dough is beaten is covered with ripe fruit (Figure 17).

Figurel?. Evelyn(2012). Opening scene. Beating the dough. [00:02:11]

If theimmigrants' homelanslare configured associety of producer&pain is anchored
in asociety otonsumerslriven by consumption, greed and individual pleasures. One
that is sustained by individuals preoccupigth their own survival and lifestyle, who
turn a blind eye. Outf the main routes in a small town ne&aetborder with Portugal,

the motel is connected to the rest of Spain with shots of roads, electricity towers and
phone lines that alternate with the hotel sidgigre 18), associating the activities of

the brothel to the networks of globalisation and the wider society. The film expresses
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ideas of shared responsibility for human trafficking. For example, Evelyn contacts a

Of ASyiQa o¢ATS Iy Ranypiomdediedvikrefuses toelméordéar | F 4
to prevent conflict in her marriage. The cook in the bro#t&bturns a blind eye to its

activities with the excuse that she has a family to feed. The police officer who returns a
runaway sex worker andshsuperior are complidi the situation, and some clients

using the services are aware that the women are not there willingly. Even Amanda, co
2YySN) 2F GKS OoNRGKSE |yR wAOlFNR2Qa& gATFTS:
acceptance of the job, with aetmbling jaw and sombre look, but continues with the
exploitation.Notably,a diverse range of characters represegtifferent sectors of

society fa#to assist Evelyn, suggesting that everyone is responsible for this abuse due

to either direct participson or inaction. As Bauman (2007, p.127) indicates, the place

2F (K2a$S SELISttSR FTNRBY a20ASde Aa azdzi 2
members can turn a blind eye to their plight once poverty and criminality are associated

(Bauman, 2005, g2).

Figurel8. Evelyr{2012). Global networks. [00:54:19]

Black Diamondalso presents the exploitation of its protagonists as a consequence of
globalisation and theociety of consumerthis time irregardto the recruitment of

young footballers. Preying on talented youngsters, the promises of the Spanish scouts
construct Spain as a land of opportunity and give Moussa and Amadou hope,

encouraging their families to pay for the cogtsiadou and Mousdaave ery different
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financial situatios, avoidinga reductive view of Maltiy not limiting the portrayals to

poverty and desperation. Indeed, there is no indication that Moussa needs to support

his family and he appears driven solely by the motivation to beeda®ous player.

CKAA FLIINERFOK NBAYF2NDSa GKS FTAfYQa YSaal
also stressing the impact thfeserecruitment practices on poorer households.

emphasise these differencebgtfilm opens with crossutting scenesftAmadou and

Moussa playing footbaBuggestinglifferent financial situations from the onsat

their clothing and the training fields they use (Figures 19 and 20)

Figurel9. Black Diamond&013) Introduction ofAmadou. [00:01:29]

Figure20. Black Diamond&@013) Introduction of Moussa [00:01:48]
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Amadou is introduced in a field next to a landfill, where he plays fob#yaflootwith

some younger children. In shallow focus, the carlieggrson the wastein the

backgroundand the cows that wander arouriitd edges leaving Amadou out of focus
Moussa, however, is introduced in footbatlplaying next to a big house in a field
surrounded by greenerywhere other children ride a bike. Amadou lives in very

precarious conditions, his mother is ill, and his salary is insufficient to feed all the family.
Ly O2yiGN}radsz az2dzadal Qa K2YS Aa I NHMfeE KAA
wives, their children, and their eldei&hen the football scout meets the families of the
youngstersndividually, the scene uses crasgting editing to contrast their different
realities.a 2 dza a I Qaagaritseés¥ bdrbéque party to supplemtrd requested
eHZpnn ¢A0K the2ohminkypwy¥az NONBWF R2 dzQa Y2 3 KSNE
amount beyonder means. The tragic consequences of fulfilling this request will not be
evident until the end of the film, when Amadou is told that in order tofgathe fees

his mother sold their youngest siblingthe shopkeepe(Fgure 21)

I'm'sorry but'the house 7“*\(

is not enough.

Figure21. Black Diamond&013) The human cost$00:18:36]
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The interactions between the characters suggest that, in Balgpeis imaginedis a

place of wealth, fame and recognition, of which Spatomeshe entrydoor.

The filmmakes cultural connections between Europe and Affnicaugha shared

passion fofootball, with scenes depicting communities both in Mali and Spain meeting
to watch the sportBlack Diamondaims to bring understanding to the exploitation of
young Africarfiootballers, whose passion for football and dreams of becoming a famous
player is capitalisedn by unscrupulous scouts. While its enjoyment is shared by African
and European communities, tsgmbolic capitabf football is allocated to the big
Europeandotball clubs. The recruitment for European leagues cannot be accessed
directly by the African playengtomotinga network of scoute/ho approach

youngstersnot always with authentic promises. The film focuses on the consequences
of the fraudulent actiwies of some scout networkaho offer contracts that hide very

high commissions for the scouts. If the youngsters become successful, the scouts take
most of their earnings; if not, the scouts recover the initial investment with the fee
demanded from thedmily, and the youngsters are abandoned without further support
Left to their own means, the protagonistdBlack Diamondare figuratively expelled

from thesociety of consumeesd becone what BaumanZ004) terms thewasteof

liquid modernitythatis, those who have been made redundant, who serve no purpose
to the society. On arrival, instead of going to the foothedidemy halls with other

young footballers or travelling to France, as promised, they are left alone in an old flat
with just enougha eat and disregarding diet requirements. When evicted from the flat,
Moussa resorts to eating from bins and livanmgthe streets until his desperation drives
him to sell drugs for a local dealer. Being caught and sent to the Youth Detention
Centre, Mouss experiences a chain of expulsions in Spain: from the private space of
the home to the public space of the streets, and from this to the expulsion from society
through imprisonment. It is only when he once agaiquires value as a player that the
scout eleases him and takes him to Estonia, a process that Ba@@4,Z005)
RSAONAOGSa 4 aNBOeOft Ay3Iés gKSyastOmRAS ¢ K2
offered a new opportunity to reincorporate themselves to $beiety of consumers

The protagonists suffer from their lack of familiarity with liiqisid modernityand the
competitiveness that it encourages the end, Moussa only retains his place in the
Estonian football academy when he becomes professionally less threateningtarthe
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player and stops trying to showcase his skills. While the youngsters have talent and
motivation, they lack the technical skills of the Europteaimed playersand this

becomes an obstacte their development. The lack of investment in their techhic

GNF AYAYy3a KAYRSNE ( KtScompetdzyf alavallSdNiBld The filthJ2 NJi dz
offers a reading where the only way to survive their precarious experiences is either by
exceptionalism, as the star player from Mali at the end, or by acceptiogjteop

assigned in society by those with power or authority. fHaiding also appligs Evelyn
where the protagonist returns to the brothel to prevent further precarity in the family.
However hope still lingers at the end of the films. While Mousgghtmot be able to

play in a competitive team, all it matters, as he exclaims, is that he is playing football
and not returning to Mali. He could also, eventually, find a team to play. For Evelyn,
compliance in the brothel means not only wealthier and lgeitients, but that once

the debt is paid, she has the right to choose to leave, as oth&rms&rrs have

apparently done. Under this reading, precarity can be temporary, and it is resilience and
compliancethat helps to survive it. | suggest that thismise echoes Spasn

contemporary anxieties over the financial crisis and aligns with the solutions provided.
Under the political discourses of unity, resilience, and collective effort to get Spain out
of its financial crisis, the effects of the crashieyeresented as a temporary blip in an
otherwise wealthy country. The crisis is constructed in the media and political
discourses as inseparable from the processes of globalisation and, thus, blame is
entirely shifted onto unpredictable changes in the nedrkeoliberal practices, and the
agents stimulating globalisation. With a credit rating plummeting between 20083

and having lost its status as a role model for financial recovery, Spain rearticulates its
diminished status as a risk derived from gl@ation, a temporary situation that can be
reverted with the effort and resilience of its populatiomthis context, a reading can be
made where the narrative of manipulation echoes the circumstances of the preferred
bonds fraud, which involved dish@tdank practices that led to the loss of §#vings

of about 3 million small savers between 2009 and 2011, almost an 8% of -@0sver
(Zunzunegui et al., 201'Black DiamondandEvelyrecho notions of precarity derived

from globalisation, while the resolutions to the narratives suggest that the only way to

survive it is to endure it, at least temporarily.

23 https://lwww.fitchratings.com/entity/spai#80442206#ratings
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While Spain is imagined from afar as a modern and wealthy country full of oppestun

the reality after arrival shows immigrants a very diffede from their expectations.
{LIAyQa Y2RSNYyAGe A& NBLINBaAaSyadSR Ay (KS
motorways, buzzing illuminated streets, and airpdfiswever the films als show the

other side of globalisation with marginalised areas, homelessness, exploitation, and
global crime. Spain might not be a land of opportunity for all, but since this is a
consequence of globalisation, Spain is reaffirmed as modern through lisemeaot in

the global processes of globalisation, even if temporarily impacted by its more negative

side.

The films bring attention to the ineffemcyand dehumarsationimplicit in border

control and immigration systems. The lack of controls arounestwdsas encourages

the unscrupulousctivities of the scouts, whexploit loopholesn the system tadoring
underage players illegally under the guise of study gr8mtslarly, durist visa

regulations makéhis option easily exploitable llye brothel owners, who arrange
documentation and money for immigrants to cross borders but immediately retain both
afterwards.In this sensethe films highlight the gaps in the policies that allow these

networks to opeate.

The journey is not initiated by tletherin their desire to reach a land of opportunity, as
inthe case of the films at the start of the chapter. Instead, the immigrant is deceived
and convinced to migratéf 14 KilometresndDear BamakamagineSpain as a wealthy
country, the two film®xplored in this sectiopresent a countrgorruptedby
consumption and greed. Whereth®e former filmsfocusedon border crossing and
Spaif2 & iNGi&rding the Southern borddfyelyrandBlack Diamondsiake the
journeys joyful and uneventful, focusing insteadthe hardships in Spain. In doing so,
the focus is not on thpull of Spain and the worth of the journey despite the suffering,
but on the personal sacrifices upon arrival, dappointment experienced when
realising that this is not the Spain they imagjraadl the compliance that allows them
to survive. In a different lightbecause of its reverse journey of hope, this
disappointmenis alsowhat drives the protagonist éfasa I Y Q &o réturnéhome, in

a narrative of crisis that dismantles the view of Spain as a land of opporéuritg.

start of the chapterthe protagonist oDear Bamakasserted that the wealth of Europe
was real. In the middle of the crisis, Hassanres#eat it has never been. While this
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disappointmenpostarrival igoresent in other narratives of immigration prasis,in
these filmsthe experiences in Spain are fully interwoven withatieer® effects of

globalisation, the precarity it createmd the criminal networks it encourages.
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Chapter 4InclusiveEncountersFriendship and Romance.

<

2SS SEA&AG 0SSOI dzasS 42 %¥5e {MBincésBe®OF Y | 0 2 dzi
connecting existence to the relationship with others, to their abilitgnegineus. This
chapter considers the cinematic relationships indbexmunitybetween Spaniards and
the other, reflecting not only on how these films imagine tileernessut dso how

they imagine Spajmaking it exist for the audience with markers of Europeanness that
shift over time My use obtherinstead ofimmigrantin this chapter is led by the

inclusion of the filmAlacrdn enamorado/Scorpion in L¢Zannou, 2013), whes

character iotheredthrough race, but whose status as immigrant is intentionally
ambiguous as the director sought to represent seeg@aderation immigrants and
Spaniards of African ancestry. The usatioéras a categorgncompasses individuals

constricted as different because of their immigrant status and people defined as

dz

different because of visible markers of race2 y & A R S NJ& y #9971 n6tRiSHNE 2 Yy Q&

the census as a tool of natinuilding, the chapter reflects on who is counted in the

imaginedcommunity how is theothercategorisedandwho isincluded or egluded.

In each of the five case studies, the analysis interrogates hosultoeal capitabf the
immigrant relates to their potential for inclusion in fieagined communitgf Spain,
including theinstitutionalised cultural capitalf permanent residency. Attending to the
notions ofcultural capitathat these films convey iregardto Spain, Spaniards, and
immigrants, the chapter suggests the complicity of many of these films in what
Guerrero (1995, p.397) terms tleenpty space in representatiddiscussing the

representations of black men in Hollywood narratives, Guerrero (1995)thetes

absencecfd KSGSNR3ISyS2dza NI y3IS 2F O2YLX SE LRN
dimensional, positvg S3F GA GS OKIF NI OGSNE dzadzZ ft& O2yi
F2NNdz FAO YINNI 0ADSaed 2KAES y22a 1 2FtFteg2;

cinema createdormulaic narratives around the hardship of the immigrant experience
and the obstacles to integration in Spain, which many immigration films have followed
afterwards The prevalence of immigrant characters constructed around notions of
economic migrationliteracy, unskilled labour, and illegal entry create partial portraits

and consolidate, instead of challémg existing stereotypes. | argue tlrafitural capital

Ad 2FGSY LRNINIeSR Ay FAfyYa 2F SyO2dzy i SNJ
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supportnotions of inclusion of thetherwhen thiscultural capitais negotiated to

reduce difference.

Each section explores the use of place to convey notions of inclusivity or exclusion
through the use oénthropological placesndnon-places The discussioappropriates

the work of Augé (1995) aronplace a place disconnected from the ideas of identity

and community that characterise its opposite, #mhropological place.

Anthropological placds N a LJX  OSa 2F ARSYy (A G@3993F NBf
p.52), such as homes, community centres or schools; ndmiplacescreate
y2y@YAle gAUGKAY GiKS aKINBR ARSYyGAGASa
(Auge, 1995, p.101), such as airports, shopping centres, or motoAvelysopological
placesare anchored in identity and community, whilen-placesunderscore the

solitude of the individual. Both places, affirms Augé (1995, p.94), areergively one

or the other, and those using them can transform the space.

Becauseanthropological pleesare connected to community and identity, they create
notions of inclusion in thismagined communitshrough the participation of the
immigrant in these placeSimilarly, becausgonplacesare linkedto anonymity and
liquid modernitythey offer potetial for participation in theociety of consumeend
underscore the mobility of the immigrant. In both cases, they can express ideas of
exclusion through the impossibility of inhabiting these places and offer potential for
inclusion through the collecewnegotiation of space. Via the portrayals of place, these
films construct notions of inclusion and exclusion around immigrant characters and the
spaces where encounteogcur. By examining what kind of places configure these
encounters, this chapter addsses how Spain is imagined as either welcoming or
hostile, how inclusion is expressed through notions of community and consumption,
and how the films assert connections between Spaniards armathkethrough

LI NGAOALI GA2Yy Ay SIFOK 20KSNDa aLl 0Sao

Finally the analysis addresses encounters between Spaniards aonthéras narrative
tools that support ideas aonvivialitthrough shared experiences. As noted in the
introduction,convivialityis defined by Gilroy (2004, 20@006 as a process of

negotiaton in multicultural societies, where cultural and racial differences do not create
conflict but enrich cdiving. The films show a progression from representations of Spain

where potentiakonvivialityis hindered by the system, to a negotiation of theesysby
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individuals who patrticipate in tht®nviviality seekingo minimise obstacles to the

integration of theother withn theimagined communitySinceconvivialityexpresses

cooperation and community, in the context of the crisis, ¢brsvivialityis also

anchored in the ability of individuals to reduce the precarity of others and help them
overcome difficulties related to their positionfésved consumerdn exploring these

themes, the chapter demonstrates shifts in the configuraiotme imagined

communityd KI 4 OF ff F2NJ I O2y 0% @imb, that 8, EvhageNRA Sy O ¢
differences in ethnicity and culture become less important than the everyday living

experiences that make @xisting possible.

The Encounter in thenlagined Community.

{FN}Y ! KYSR 6unnnz Lidcyv RSFTFAYySa (GKS SyoO2dz
Ay @2t 3Sa &adzZNLINRAS YR O2yFtAOGé YR YI 1S
the production of theother (2000, p.3). With depictions of encourdehat transform

the Spaniard through close contact with titber, these films resolve conflict by

dismantling prejudice and encouragaudiences to challenge their own. Hence, the

films facilitate encounters between the audiences and alternative intdges

immigration. Judith Butler (2009, p.51) suggests that in festival orlsnagjét
AYRSLISYRSy(i FAfYa aOSNIFAY {AYRa 2F fAODS;
LINE OF NR 2 dza y Sa a ¢ o-127) siggeéstg thai meamingfdl encdiuiterswith

the otherarenecessary for the deconstruction of stereotypes atietrnessand that

2P0SNJ GAYS GGKS WwOdzaG2YINE o6FR3ISa 2F WTF2NJ
FTSIHUdNBas RNBaaszr aLISSOKTI SiOos 06S02YS S
concdlzRSa GKIFG Ay FAfYa FRRNBaaiAy3ad YAINI yi
romance are employed to portray the encounter between members of different social
IANRdzLJA 6AGKAY (GKS O2yFAySa 2F (KS ylFraGAz2y
arer2 i aAAYLIX & RSLIAOCIOAYI LISNER2YIf ad2NARSasz
intimacy also contains structural moments that convey distance, marked by social
RAGAAAZ2YaédT SOK2AYy3 Ay (GKAA gl & GKS aazo,;

their relationship. For Monette (2018, p.29), the filmic encounters of Spanish
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immigration cinema use encounters to explore conflict resolution imthgined

community as theytend to replicate an

ethnocentric focus by emphasizing the contact zones wheariSp

and immigrant characters interact from a Spanish point of view and
how these encounters allow all characters to resolve their differences
and establish a new form of balance and community around their
common socioeconomic marginalization.

The role é encounters in Spanish immigration cinema is also addressed by Corbalan
(2014, p.87), who questions the success of these narratives in addressing inclusion and
AYGSaANIY GA2y S y2GAy3 GKIFIG aGKSaS Y2@0ASa ol
defecive lens. They construct only a partial view of an encounter with the Other that is
OKIF NI OG4SNAT SR o6& | AAAYAFAOIY(H &3WeayAzy |
focuses on portrayals of Latin American immigration, her @epphesto other

narratives of immigration in Spanish cinema. Understanding filmic encounters enables
understanding of how these films construct ideas of nation and resonates with Sara

l KYSRQa O6Hnnns LJdmMam0O RA&OdzZA&AAZY 2F K24

idea d the stranger, of thether. Ahmed suggests,

national identity is unstable, and emerges through multiple

encounters between those who assume themselves to be natives and

those recognised as strangers, as out of place, in this place. The

response to stragerness in the discourse of nationhood is hence built

I NBdzy R KS ljdzSadAaz2y 2F ¢KIG AG YSIya

Thus, by analysing the filmic encounters, the case studies can help us recognise how the
films contribute to the articulation of national identity, and the construction and
dissolution obthernesswhich are also at the centre of the ideashe&fcensus.

Anderson (1991, pp64-165) argues that the census in emerging postcolonial states
constructed categories that became increasingly more racialised and supported notions
of identity. Drawing on an example of the construction of race as a distinct category in
Spanish Americarolonies, Anderson suggests that the census reflects how a nation
imagines its class structure and the location ofdtineerwithin it. In approaching how

these films imagine the Spaniard and titleer or the structure of the class relations
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present in thei encounters, these films illuminate articulations of nation and the

imagined communityAppadurai (1996) approaches Anderson (1991) to discuss the
quantification of the census in the construction of identity in India, bringing significance
not only to thevariety of categories it creates, but also to the importance of their

numbers. For Appadurai (1996, p.118), the quantification of categories produced by the
census was connectedO2f 2y Al f | RYAYA&AUNI 2NARQ RSaAN
reform in the colonies. The census facilitates the ability to quantifptherand to plan

policies and actions accordingly. Their visibility in the census alloathénéo

potentially carry political weight, while their invisibility can marginalise thiémm the

imagined communityQurrent changes to the Spanish cengus2021have abandoned

the collection of individual responses by address and moved towaltdstingdetails
GKNRdz3K SEAAGAY3I RIGlIolaSad wSadz éntigit &=
databases will increase marginality and invisibility, and thus exclusion from state policies
and programmed-owever the new system allows for more accurate quantification of

the resources used by the population, since it makes -carsparisons bgveen the

databases of the local register, the national health services, school registers, or
applications for state benefits. This change in the way national data is collected
demonstrates a shift of national anxieties away from the documented status of

immigrants to the protection of the welfare of the natistate.

This chapteanalyses variety of filmshat, although linked to immigration cinema in

their aims, presengreaterdiversity in the production and reception than films explored

in the firstchapter. The more hegemorstandingof some of the flmmakers in this

section combined with higher subsidies for production raakene of these films more
commercial in their aims, being positioned in what Trobio (2014, 2016) names
GASYNBIKRAEF XBIABAGAZ2Ya¢s GKFEG AaxX FAfYa (K
of Spain within the format of genre narrativ@fiese aralso representative of the

cinema of citizenEStone 2018 due to the hegemonic support of the film industry and

state funding. Fernando Ledn de Aranoa directs two of the films of this chapter,
Princesas/Princessg05) andAmador(2010). As a protégé of welstablished

Spanish director Elias Querejeta (Faulkner, 2013, p.239), Leon de Aranoa belongs to the
more hegemaic group of filmmakers (Triana Toribio, 2016, pFBhcessewas a

success with critics and box office. Whiteadorwas less welleceived, it nevertheless

144



had more audiences than the remaining films in this chaptetorno a Hansala/Return
to Hansalg2008) is firmly inscribed in immigration cinema both by its aims and its
director, Chus Gutiérrez, who had already attractedfi@stival awards with her
previous immigration filnPoniente/Setting2002). BotiReturn to HansalandUn novio
para Yasmina/A Boyfriend for Yasn(inene Cardona, 2008) have Moroccan women in
a leading role for the first time, making both films significant for their inclusion of an
underrepresented immigrant group, but also because of anxieties against Moroccan
immigrants following the Atocha bombings of 2004 (also known-84).1As the

analysis argues, both films create notionsafvivialityaround these characters, yet
they ako evoke problematic constructions of integration that conflate with notions of
cultural capitabnd European modernity. Finaljlacran enamorado/Scorpion in Love
(2013) is directed by Santiago Zannou, a Spaniard of African ancestry, although the
origind script was written and adapted for film by Carlos Bardwother of Javier
Bardem. The departures from the novel are relevant for the aims of this chapter
because of its negotiation of tlitheringof the main characters and an emphasis on

hybridity.

This chapter considers three points of enquiry in the discussion of the case studies.
Firstly, considering the census, it approaches the way in whitthral capitals used to
construct difference, acting as a markeotifernesdo define the immigrantrd
racialisedbther. Secondly, it explores how depictions of place create ideas and practices
of inclusion and exclusion. Thirdly, it examines encounters to analyse how these films
promote solutions for peaceful existence. In doing so, the chapter cdess how

these films portray thenagined communitgf Spain, the strategies of inclusion and
exclusion employed, and the negotiations taking place in the community to facilitate a

multicultural ceexistence.

Princesas / Princessgsrnando Le6n de Araap2005)
Challenging prejudice through contact and acts of inclugmonhe marginalised
community.

Princesses & (G KS RANBOGI2ND&a GKANR FAEY Ay | OGN
marginalisation. It was preceded Bgrrio/Neighbourhoo@998)andLos lunes al
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sol/Mondaysinthe SunH nnHO ® CSNYyIFyR2 [Ssy RS I NlIy2l
a20A1té¢ o0Cldz {YSNE HAamMOX LIPHNAOI F { LI YA
through realismPrincessewas an immediate box office success woth three Goya

Awards. Because of its much wider distribution through SOGEPAQ), the film is a

favourite in university syllabi and has attracted international scholarly attention.
Princessesxplores the friendship between two sex workers: Caye (Candela Pefia), a
Spaniard saving for breast surgery, and Zulema (Micaela Nevérez), a Dominican
immigrant who needs to earn enough to enable hesegndremittances home for her

young son. After a bridifst encounter in which Caye reprimands Zulema for stealing
KSNJ Ot ASyidaz /&S FTAYRA ¥%dzt SYI Ay2dz2NBR |
/| 28SQa G26SN) o6f 201 @ / I,and thid évgnSrdtiatésdet SY I 2
friendship that transform€aye and makes her question her prejudices towards

immigrants. The women welcome each other into their personal spaces and become
SFOK 20KSNRN& adzLIL2NI X &aKFENAYy3 | 62yR 2F
returns home after discovering thateshas contracted a sereSTDand Caye donates

Ydzf SYI' KSNJ al @Ay3ad ¢KS FAYyLf ao0SySs Ay |
to abandon her position of vulnerability by symbolicalg returningo her family and

revealing her profession.

Prircesse$as been discussed in much of the scholarship on immigration cinema.
Conclusions are divided as to whether the narrative of friendship resolves the

differences between Spaniadnd theotherz 2 NJ 6 KSGUKSNJ 6KS FTAfYQ
enough to chaénge audiences in their prejudice. Ballesteros (2015, p.88) highlights the
FAEYQa AyOuSyOuAazya (02 LRNINre a0KS &Kk NBR
YR AYYAINIYyEG 62YSYy FyR GKS a2t ARFNARGE |
Gutiérrew 2 RNN3IdzST owvnmnX LIdmmy 0o 02YYSyida 2y
immediacy of everyday encounters by situating friendships and moments of intimacy in
GKS O2yGSEG 2F YAIANIGA2Yyéd LY (GKS aly$S @
0KFG UK friengshipias $econdary to individual protagonism is turned on its

head by a story of friendship that produces a reciprocal protagonism thtausgh

OdzNA 2aA (& | yR RKMBAdEchoR Sinthéor@jerd, RBF ¢ ©
Quintana, 2008yanLiew, 2012; Black, 2011; Lobo, 20Murray, 2014\VegaDuran,

2016; Stanley, 2019), the statismantles hierarchies and prejudice to show the
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similarities between the Spaniard and the Latin Ameratia@r, successfully forcing

audiences to challenge tl@wn preconceptiond-or other scholars (Carty, 2009;
Zecchi2013;Gutiérrez Rodriguez, 2010; 411 Teixido Farré et al., 2012; Corbalan,

2014g; Ballesteros, 2015), this approach is articulated at a superficial level, the film
reproduces stereotypes, and symbolically vanishestter through illness and

departure. That academic analyse$dhcessesontinue to bepublished well over a
decadeafter its release speaks of the scholarly interest the film ignites. My reading

aligns with this latter group of scholars and affirms,tlaspite its aims to challenge
stereotypes, the filnmsteadNB LINR RdzOSa G KSY GKNRdzZAK Y%dz SY
2F / FNAo6oSIFY 62YSyd {2YS 2F (KS aOKz2f !l N&E
impossibility of integration underlining the film. My reading aligns particularly with

Carty (2009) in that this impossibility is constructed by official institutions, ama not

general by the communityhe film not only criticises immigration policies that

criminalise the immigrant througlillegak status, as Carty (2008%serts butit also

marginally hintst the institutional violence that emerges from the gaps in ytstesn.

¢KS FTAEY t1F-01a ONRGAOIT Sy3al3ISYSyld 6AGK
precarity, or the societal and institutional barridrat prevent her fronfully

participatingin the society of consumers which both Zulema and Caye only eper

asflawed consumers

WhilePrincesses RRNBaasSa (GKS a20AFt YINBAYLFfAalG)
status and racialised body further marginalise her and increase her precarity. Despite
livinghA y G KS O2dzy G NB T 2 dbherrisabguiidéportatiod Bae NE  Y%dzf S
prevented her from reporting her sexual aggressor or ubmfealth services. In this

way, the film pays attention to how immigration policies create vulnerability for those
seeking permanent residence. Unnamed despite beprgrainent secondary

character, the civil servant who assaults Zulema exploits her desire for ssgidari

knowing that her fears and his promise of documentation guarantee her silence about
0KS FaaldzZ dad w%dzZ SYI Qa 0 2 R@laceohcorfligt@ic2 NS R
pejoratively commented on by Spanish women, is the cause of her rejection by the
cohabitants of her apartment, is repeatedly beaten by the civil servant, and at the end is
tainted with disease. The physical violence enactégdaf SYI Qa4 02 R& A& VY

shown, but the audience witnesses the immediate aftermath, when Zulema is seen
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covered in bruises, bleeding and visibly injured. In not showing the attack, the film
emphasises not the acts of violence but their consequefmasst y 3 2y  %dz SY I C
emotional suffering and her entrapment within a system that does not allow her to
SA0ILS (GKS [ 0dzaA@S aAadda A2y 2AaGySaairy3
and, in this way, the cinematic gaze aims to evoke a similar respomsthé Spanish

audience.

The lack of documentation excludes Zulema from the regular economy and the wider
welfare support in societoweveE / | @ SQ& FTNASY RA& Kaclal LINE @A R
capitalthat enables her partial access. It is Caye who takes ttee hospital and

informs her of her right® usethe nationalhealth servicet y R / I &-B-& aA & (S
(unknowingof her profession) offers Zulema a paid guest teaching session delivering
aSEdzZ f SRdzOF A2y |G KSN) 80K22f d® ¢KNRAAK |
Zulema stages photographs of herself as a waitress to send home; and in a truncated
momentofhopez Yy S 2F /I &8SQa FTNASYRA FTNRBRY (GUKS KI
I NNF y3S %dzt SYIF Qa LI LISNE G KNP dz3cKiturklIS NI 02 y i |
capital(fashion, hair styling techniques) that enriches the lives of the Spaniards but

that, ultimately, idater appropriated away from its source. For example, Caye claims to
have more clients since Zulema braided her hair. Zulema lends Cayshinefdr a
date,symbolically increasinigl @ $Q& &SE | LIISHt S6AGK | &{ SE
takes Caye tthe Latin American market, where Caye is ecstafiodoher underwear

style The exchanges construct theudturalandsocial capitain very different terms.

Y dzt S atltu@lapitals embodiedhair, skin colour, manners, language, fashion),

wheread / | @ SQa Bdsidl tapit&{the nat@ork& i tNd hair salon and at home)

and her knowledge of the field (i.e. Spain). By presenting Zulema in this manner, the

film echoes previous representations of Caribbean women in Spanish film as

a NB | ataedzNaoySO0F dza S FIF YA AFND SE20A 0z &aSEdz €
p.157). For Carty (2009, p.131), the bragsboliseexchange when, towards the end,

Zulema teaches the salon owner how to plait. However, this reading implies cultural
hybridity devoid of power hierarchies. The salon owner might have abandoned the
GLINAYOALX Saé¢ GKIFIG aKS OfFAYSR g2dz R LINKS Q!

interest in the hairstyle is purely financial and, as the display sign indicates, she has
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statedad® SNIAaAy3d GKSY F2Nlcned LyadadSrR 27F LI
26ySNI £ SFNya GKS GSOKyAIldzS yRY (GKSNBTF2N]
Ly (KA& O2yiGSEGZ GKS O6NI}ARA TFTdzyOlAzy &
colonidity of power(1997,1999, 2000), as a condition of colonial dependence that

persists beyond the independence of Latin American countries in the form of legacies in
the social structures, trading agreements, political alliances, financial dependencies, and
dynamics of power between postcolonial countries and their colonisers. Zulema leaves
Spain after the Spaniards obtain what they have found of value, that isshimg t

which is gifted to Caye, and the braiding skills, which are passed to the haitdresse

Thus, the film resolves the anxieties over job competition, as Zulema increases the
services offered at the salon atiek appeal of the Spanish sex workétswever in

doing so, it offers a reading in which the immigrant is only accepted imégened

communitythrough the value they can offer.

Notions of inclusion are also echoed through the progressive incorporation of Zulema in
aLl 0Sa 2F O2YYdzyAide Iy RanthrBSlggical plageFheld K G A
film introduces immigrant sex worleefrom afar, under the Spanish sex workers' gaze
from the local hair salon (PeluqueG#oria). In this scene, Caye and the other women

talk about the Caribbean women in the square outside. The salon functions as an
anthropological plagea place where rationships are made, where the Spanish sex
workers meet daily to offer their services, chat, and read the magazines. While town
squares are alsanthropological place the function of this particular square has

changed. The playground is empty and the womeeting on the bench are

guestioned by the police, indicating some disruption to the square's use as a place of
everydaysocial encounters (Figure 22). As the Spanish women gaze through the
window (Figure 23), they use racial slurs and make uninforomathents about

Caribbean culture, sb aligningvith the necracismthat Balibar (2007, p.84) defines as

a racism whose dominant theme is not biological heredity but the

insurmountability of cultural differences, a racism which, at first sight,

does not potulate the superiority of certain groups or peoples in

NEBflFOGA2y (G2 20KSNER o0dzi da2yfteéeé¢ GKS KIFN
the incompatibility of lifestyles and traditions
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Figure22. Princesse2005). POV shot from theeauty salon[00:10:21]

Figure23. Princesse®005). Spanish séx2 NJ da2¢H0:12:49]

For Balibar (2007), immigratityias reshaped racism; racial prejudice is still present but
disguised under different signifiers of cultural difference. The Caribbean sex workers
2dzAARS INBE FYAYIfAASREI AYyFlIYGAt A&aSRE |y
they arrived, thisisk S 2dzy 3f S¢ T aGKSe@ R2 y2i0 1y26 6K
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RATFSNBYG F2NI I ALISOAIET K2NX2yS GKFG (GKS
NEfATAZ2Y 2N 6KI GSOSNEPIKS Y20 FR a&Ke a/SIENIs @
prejudiceis validated by th media and political discourses ataljustify their

statements the women refer to BBC programming or the speech of the Minister of
Economy. As the narrative progresses, Caye introduces Zulema in the salon, first as a
topic of conversation, then to teache owner how to make braids. However, the

sequence where Zulema finally inhabits &m¢hropological placef the Spanish

women precedes the discovery of her illness and her subsequent departure from Spain,

preventing any further integration.

Her disapearance from the Spanish space is made even more poignant after being
symbolically invited to thanthropological placesf the Spanish home and local school.
Nevertheless, Zulema is merely a visitor, never fully integrated into these spaces. While
Cayed 2F0GSy LBRNINIE@SR GAaAGAY3T KSN Y23iKSND
apartment doing routine tasks, Zulema is anchoredbteplacesor is her use of the
anthropological places restricted, marking barriers to integration. For example, the

aJ- NI YSyld 6KSNB aKS ftA0Sa Aa | akK2d oSSR 7T
on a rota system and where her belongings are piled on the floor. The impossibility of
ONBFGAY3 | K2YS 2F GKA&a &aLI OS A& TFdzNI KSNJ
apartment in the evening and not returning until the morning, as to not coincide with

the family with whom she shares the apartment, because they do not want their child

to see her due to her appearance and profession. In the context of the film, solidarity

and support appear between Spaniards or between the Spam@iadithe immigrant,

odzii y20 0SG6SSYy AYYAIANIyOGad 2KAES /&S5 2°
Zulema eats rice from a plastic container, sitting alone in an industrial estate on the

towy Q& 2 dzli a1 A NI & ©O0 dzK i 2c8lIS NIh&@cSmfadt bf har Bousg, 2 NJ
Zulema street walks. At the end of the film, resolutions come from returning to their
families, whether literally (for Zulema) or symbolically (for Caye). For van Liew (2012,
LJPbnpc0X 020K OKINIFOGSNAR 32 K2YSéxX |t K2

invisibility of the immigrant, since she is no longer in the Spanish space.

Access to places of consumption and pleasure in the film, that is, places representative
of liquid malernity, only allow for limited inclusion, mostly underscoring the marginality
and precarity of the sex workers and Zulema in particular. Until Zulema is invited in, the
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hair salon is exclusive to the Spanish sex workers, afoets the women to use the

beauty services amalvoid the scrutiny of the police patrolling the square. Beyond the

local cafés they each frequent, where Zulema and Caye connect with the
neighbourhood, the other restaurants and cafés are used as meeting places with clients,
which detacts from their function as places of pleasure and consumption and often
includes barriers for Zulema and Caye to use them as consumers. When Zulema meets
with the civil servant in a café, she requests tap water and does not consume anything.
After an assat in a hotel room, Zulema is thrown into the street by the hotel staff.
Similarly, while Caye and Zulema leisurely shop in the street market, they are thrown
out of a highstreet clothes shop because of their appearance. Their use of the places of
consunption is either not linked to the act of consumption (e.g. they are there to meet

a client), or their enjoyment of the place is truncated. However, there are two instances
where they are able to access these spaces. First, when Caye attends a football matc
with her new boyfriend, and second, when Caye and Zulema go dancing. In both cases,
the success depends the protagonists consciously hiding their status as sex workers,
fAY1AY3 GKSANI LINPFSEdaAz2zy (2 GKSANI YINBAY]
increased by her position as an undocumented immigstdr and the much smaller

fees she charges for her sexual serviéésile Caye has enough money to get her own
apartment, announces her services in the newspaper, pays her bills, and saves for
cosmetic surgery; Zulema has to share her bedroom and cannot afford to buy a toy for

her son without carefly saving.

The film des not provide any other network of support or friendship for Zulema,
whereas Caye is often surrounded by the women in the hairdresser or by family
members. The isolation of the immigrant and the comradery of the Spaniards construct
notions of community tht initially exclude the immigraother. Integration is

presented as driven by Spanish resolve, since Zulema is the only immigrant sex worker
who has any contact with the Spanish ones. In doing so, the film configures the
imagined communitground the Spaiards, suggesting individual responsibility for the
integration of theother.While the inclusion in thenagined communitis negotiated

and prejudice is resolved, the film only offeosvivialityas the means for a peaceful

coexistence towards the endfter Zulema has been invited to the hair salon.
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to leave.

Princesseaims to prompt a series of sympathetic respaise (G KS OKI NI} OdG SN

suffering, marginalisatip and prejudice. However, in the case of Zulema, her precarity

rests not just on her identity and profession as a sex worker, but also as an immigrant in

an irregular situation. For Corbalan (2B,14.558), the friendship shows the characters
0 KI G fierénkeS th&k deparate them are less important than the similarities that
dzy AGS GKSYéd ¢KS FAEY FftAdya sgAldK Yl ye
with the othertriggers the transformation of the Spaniard. Additionally, the film
configures aimagined communitgf the nation that excludes the marginalised. While
the film alludes to the gaps in the system that allow for violence to emerge, this
A2t SyO0OS Aa yOK2NBR Ay (GKS AYyRAGARdzZ €
undocumentel immigrant is central tthe narrative because it increases her
vulnerability and financial precaribgyond that of the other sex workers. The use of
place in the film configures further notions of precarity through the differences in the
anthropologicaplacesof the home and also the places that the women usually occupy,
creating places of inclusion and exclusion inrtregined communityThe film

emphasizes affinity througtultural capitalput it does so through a Eurocentrism that
assigns selectiwalue and, in the end, appropriates it. The opportunities to be
incorporated into themagined communitgnly arise when hiding their status as sex
workers. Otherwise, both Zulema and Caye are constrained to the marginalised and
invisible community of theex workers, in which the Spaniards enjoy a safety that

Zulema cannot access on her own.

The transformation of the Spaniard through contact is also a crucial element in the next

film for analysisReturn to Hansalé2008). Here though, most of this inketion takes

place outside of Spain, making the contact not just between individuals but between

communities.
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Retorno a Hansala/Return to Hans@@dus Gutiérrez, 2008)
Connecting communities through encounters

Return to Hansalg2008) was shaduring the first two months of 200&us, the film
precedes the announcement of the major financial cidéserthelessthe economy's
decline already transpires in the narrative. The narrative approaches the road movie
genre with a journey from Spain ltansala (and back) during which a friendship
develops between Leila (Farah Hamed), a Moroccan immigrant who works in the fish

market, and Martin (José Luis Garcia Pérez), a fthmarad owner.

The film starts at night with a scene of drowning emphadyeghsps for air and

splashes of water. In the morning, Martin attetmlthe dead bodies washed up on the

beach and removes a note with a phone number from one of them, who belongs to

[ SAf S GKS @2dzy3 YIyQa &aaiail SNbBusiheygsdzy R G SR
al NINY NBIljdzSaGa eonnn F2NI NBLI GNRIFGA2Yy
G2y a2 KS Oy FAYR 20KSNJ FIFYAftASE K2

the same time, avoid the debt collectors. The two protagonists septeSpain and

a2NRPOO2>Y 6KSNB GKSANI FNASYRaAKALI aAa | YS
Western one, which at first mistrust [one another], but upon getting to know each
20KSNI 0SUUGSNE (KSe& YI yI29WiththeprowBdis®K | 32 2|

metaphorically embodying Morocco and Spain, the film criticises the immigrant's
criminalisation, the increased risks derived from the border's securitisation, and the
neoliberal practices that assign capital value to human lives. Throughout theyjourn
and their stay, Martin is prompted to revaluate his misjudgement of the culture and
peoples of Hansala, transforming in the process. The film ends with the potential of
business collaboration between Leila and Martin, and an indirect suggestion that it
could develop into something more. The film is novel in havinga®tagonist the
character of a Moroccan woman, also a characteristicBdyfriend for Yasmina
(2008), discussed in the next case study and released the same year. F2D ¥tz (
the presence of Moroccan women as main characters in Spamisie corresponds to
an increase in visibilitincited by a desire to challenge the Islamophainid renewed

maurofobiathat emerged after the 200dombings

2 https://www.rtve.es/noticias/20090324/chugutierrezllevacinedramapaterasretorno-hansala/252987.shtm
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The scholarship on this film focusestbree main aspectst | NI Ny Qa GNJ yaF2 1
along the journeythe dissolution of the borddsetween Africa and Spaiand the

cinematic construction of Hansalaas agrga RSN}y O2YYdzyAdGed al NI N
emerges through contact with thaher, inciting Spanish audiences also transform
through identification with Martin. Much of the scholarship that addresses the -Africa
Span border in this film (Serra, 2016; Corbalan, 2017) interpret it as a fluid entity linking
Spain and Morocco to the historical past, while Pérez (2015) interprets the sea as a
barrier of life and death, and Noble (2018) asserts that the sea and the draatin

this film visibility to the migrant. On modernity, the scholarship is more divided. For
Pérez (2015), the film constructs a binary between modern Spain aincloplern

Hansala, whereas for Corbalan (2017) and Rabanal)(#0i&4ortrayal is critially
deconstructed throughout. My analysis supports the construction of the border as
diffused, and the perception of a preodern Hansala as one that does not create a
hierarchy with the liquid modernity of Spain, but one that can compensate for the
deficiencies of theociety of consumels encouraging collective enjoyment over
individual pleasure. Thus, my reading does not correlate thisipdernity with a

hierarchy of superiority, as Pérez (2015) posits, but with an answer to the issues
deriving fran globalsationand neoliberalism, where multiculturalism and even a hybrid
identity can relieve the strains experienced byftawed consumeby encouraging
community support. Hybridityas been explored in the work of Rabanal (2014) and
Corbalan (20173hough both do so in relation to the historical past and the links
between Spain and Morocco. However, my reading suggests that the bonds are
expressed less historicaltermsthan contemporary, particulariyoncerning

globalisation and the allure of tlseciety of consumerslonethelessit cannot be

denied that the recent historical past has influenced the film in its aims to create
notions ofconvivialitywhile underscoring the dangers of the border. The film comes
after a series of socipolitical evats that increased anxieties around Moroccan
immigration, such as the 2002 conflict of Perejil Island, the 2004 attacks in Madrid, and
long-standing territorial claims. In this conteRigturn to Hansalapensthe door to

dialogue, taconviviality(Gilroy,2004, 2006) and to an understanding of the complex

realities of the neighbouring country.

155



Return to Hansalstresses the dangers of bordaossing but does not emphasize the
vulnerability of undocumented status. Leila arrived originafhateara but sie now has
permanent status, a regular job at the fish marketupport networkand enough

money to send remittances to Hansala. While Martin initially assumes a position of
superiority towards Leila and Morocco, the journey transforms him. His iadigir is

anchored in ignorance and a devaluation ofalieer. For example, he compares his job

G2 [SAfFrQa 2206 LI O1AY3a FAAKTI aidlidAy3d GKI
Leila. During the paperwork checks of the bodies at the borderystedtedly repeats

GKFG GKSANI @y a02YSa FNRBY { LI AyeIX | &adzy.
OFNJ A& aitz2tSy 2y (G4KS NRBIRZ al NINy SEOf I A
rebuffsfirmly, telling him that he is the thief because hades with dead people.

Furthermore, his ignorance of local customs means that he misses mealtimes during
Ramadan, and he infuriates border officers by smoking in their office. Yet, after the
robbery, Martin and Leila bond over the ordeal. Dispossessdlhis material

belongings while also battling his guilt about profiting from the dead, Martin is

symbolically reborn after a night in the desert. Tdilowing day having found the car
abandoned in the valley, they restart the journey. Martin now shomself to be

curious about the world around him, he wants to learn some pronunciations, and

shares jokes with Leila. As they reach Hansala, they lose 4plobile signal and the

actual communication between their cultures ssart

The inclusion of thetherinto the imagined community is portrayed in these films
through an affinity o€ultural capital While the film provides the audiences with an
intimate narrative and depictions of Morocco as a device to provoke sympathy, the film
also attempts to prompt identification through affinity. The two characters who are
incorporated into themagined communitgf Spain are Leila and her young brother

Said (Adam Bounnouacha), with whom Martin develops a close friendship, inviting the
audience to sympathise with their circumstances through figurative contact. With Leila,
identification is constructed through notions of Europeanness, whereas with Said,
connection with the audience is made through a shared passion for football and, in

particut NE G KS wSI f deadhdfdoBall teamkK S O LA G f Q&

Leila's characterisation is grounded in hybridity, where both worlds can be integrated
into a third convivial space. Yet, this hybridity is constructed visualyegmptiation of
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her cultural cusims, and in ways that do not conflict with notions of European

superiority. She speaks Spanish fluently, and writes it with beautiful calligshphy

speaks French at the customs border, and teaches Martin Arabic pronunciation. In
Hansala, she covers her had follows local customs, while in Spaive wears her

hair loose and uncovered. In Spain, she was ready to have breakfast just as she was
called with news of Rashid's death, daylight coming through the window. As soon as she
crosses the border, she observes Ramadan, and eats only during the night. While it is
unclear whether Ramadan started during their border crossing or whether it had

already started when the film opened, the fact that this is not made explicit leaves room

for interpretation. This negotiation of tradition by Leila does not mean she does not
20aSNBS GNIXYRAGAZ2Y 6KSY Ay {LIAYyZI lyda akKS
YR NBaLlSOila (GKS Odzaidz2ya 2F (GKS OSNBY2ye
but not others suggests agency and undermines representations of Moroccan women

as subjugated, which Flesler (2008, p.152) describes as portrayals that characterise

theml & GRSLISYRSY (I &dzo YA aHawewpl sudggstRatziid G S R
negotiation of tradition is delineated under notions of Europeanness. In particular, the

veil has been the subject of heated debate in Spain and France, where notions of
GFRBE: | NB O2 wdiling: Th&\Ril hdsicank thelsymbolic obstacle to

ideas offreedomandequalitythat signify liberal European valuekwever at its heart,

this is an interpretation dfeedomthat does not allow for freedom of choice, khat

asks foritsremoval. 2 dzZNB YR hNIAT / S60SNA2 6HnamMcI L
EuropearsationLINE 2S00 daKlFa RS@St2LISR | ylaGA2yl f
with other European countries more than with other communities with whom Spain

alsohd | &aKIFKNBR KAald2NR:I adzOK -80pcometblBi© 02 ¢ P
un-veiling with colonial attitudes that saw women as a site of conflict between tradition

and moderrgation one wherethe w@SAt Ay3 gl & | aixiay 2F €St
ini2 Y2RSNYyAGeéd Ly ySI20AFGAYy3T KSNI 6SI NRy
when in Europe, showing affinity with its values. In this sense, cinematic portrayals of
Leila, are novel and challenge stereotypes, but they nevertheless uphold tropes of

Europeanness as the superior culture.

With Said, the passion for football functions as an activity of shared enjoyment and a

learning tool, as he has learnt Spanish with the radio. Said and Martin bond over their
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shared hobby, listening to the radio, playfootball, and chatting about the Real

al RNAR® { I ORQa lFoAfAde G2 aLlsSI] {LIFIyAak
al NINYy 2 YI1S AYYSRAIFIGS O2yySOitArAzyao ! &
{ LJ- Buffutaécapitathat allows friendskp with Martin to emerge. When one

morning Said disappears, both Leila and Martin fear he is attempting to gpassran

Receiving a call from Spain notifying him of new drownings, Martin rushes back to

identify the bodies. Although Said is not amongdiftevned youngsters, another
RSOSI&AaSR @22dzy3aiSNI A& 6SENAY3I Fy2GKSNI (S|
the game of chance thg@ateracrossing is, and underscoring the almost

interchangeability of Said and this other young man.

Inregardto space, the film constructs a liminal space between Africa and Spain. Itis in
this third space where the film suggests that the encounter can incite a convivial
imagined communitthat embraces the Moroccasther. This liminal space is

represented symbolicgllas the sea. Both a border and a point of crossing, the presence

of the sea echoes through the narrative and both opens and closes thRédiunn to
Hansalastarts with a POV shot of an unknown man gasping for air and being pulled

under the water. Thecgne is fragmented by the credits, which appear intermittently
against a black background, cutting the audiovisuals briefly before returning to the
RNRGgYAYId LYy t SNBEIT Gsan's éeflebliB tbwatds thenspanishLIP H H M U
AK2NBE NBLINBARYRA (GKSGGBE gAff ySOSNI NS O
the seabed and the diegetic sounds are replaced by instrumental music. The film starts
with the sea as a place of division between the here and there, between life and death.
However, as with M#n, it is transformednto a place of affinity and connection

through the film

The sea is evoked in a scene in a nearby valley to Hansala. Between towns, Martin, Leila
and Said stop at a nearby valley that used to be submerged under the sea. Said claim
that they can find seashells on its surface, expressing notions of change. What is now
under the sea, might one day be a mount&ieverthelessit also echoes connections
between Africa and Spain, as the liquid bordely hidesthe seabed, which, likéhe
valley, connects both lands. This proximity and connection are echoed once again in the
closing scene of the film. After Martin collects Leila from the ferry, they stop at the
GaANI R2NJ RSt 9aiNBOK2¢éxX || @AS¢ doyGbraltde A y
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(Figure 24). The proximity of Spain and Africa is emphasised by the lines of the mountains,
which almost mirror each other, and are separated only by a narrow sea, made almost
imperceptible by the brightness of the sun on the surface andréveaplours of the sky.

[ 221 AY3 | ONRaa GKS gl GSNE [ SAf Podiectthd ad o

audience to the horizon.

Figure24. Return to Hansak2008). "Se véfrica”. [01:31:14]

Although Leila is already settled in Spain, the film positions her athtrd y a I NI A Yy Q
eyes. Yet, in Hansala, it is Martin who becomesttter. By not providing subtitles and

at times not explaining customs through exposition, the film encourageauttience

G2 SELSNASYOS al NINyQa AyAGALFE dzy ¥l YAE AL
understanding and undergoes transformation, the audiences are encouraged to

transform themselves and challenge their individual and collective prejudices towards

Moroccan immigrants.

While Spain is constructed as a space of modernity in the eyes of the habitants of
Hansala, the country is depicted as full of contradictions derived from consumption.

However the society of consumeis not criticised, only its impa Gutiérrez points at

Ba{ S @S The FeNdinceliséa passive reflexive with no grammatical subject. This construction reinforces not the
act of seeing by any particular person, but the presence of what can be seen.
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imbues Spain witeymbolic capitahs part of the European stronghold and invites
audiences to reflect on the possibilities of minimising Ark Qa LINBE Ol NAG& o |
the liquid modernity Spain is shaped by individualism and consumption, which the film
suggests leads to loneliness. Africa is, however, portrayed as a space of community
support and meaningful bonds. Without the distracidhat the phone brings, Martin
immerses himself in the community, learning new words, their ways of greeting one
another, and joining in the gatherings. These scenes contrast with Martin's opening
appearances in Spain, where he eats alone and refuge§ &cS I 3dzSQa 2 FFSNJ
Furthermore, representations of food consumption in the scenes in Spain are attached

to notions of satisfying individual and brief pleasures, never a collective activity. For
example, Martin is introduced waking up in hiseffiext to an opened packet of

biscuits and lefover crisps. His first escreen interaction with his daughter is when

she requests money for food, though since Martin has left the family home, this food is

not shared witthim. In Hansala, however, Marioins the community at mealtimes,

KSftLlda oAGK O2ff SOGAGS OK2NBaz yR S@Sy NJ
STF2NI G2 O2ffSOG AdGod 2KSy al NINYy YSSida
deceased brother, he is shocked to learn that dJ&slj dzSa G Ay 3 GKS e€eoZnn
GAUK [ SAfTlI Qa RSIFIR ONRUKSNXWY ¢KIFG GKS F¥SS |
him is a coincidence that is not lost, emphasising the transactions of life and death on

the Strait's waters. In the last scene, Mattlls Leila that he might have figured out a

way to repatriate the bodies at a much more affordable price, signalling that Martin has
evolved away from a position where profit was the main driver of the transaction.

Instead, the impoverished circumstasag the Moroccan communities motivate him

to find alternative means of keeping his business afloat while also easing the financial
strain of the families, acquiring a work ethic that also resolves his guilt. As Rabanal

(2014, p.142) suggests, thefilndaR S&a (2 G{ LI Ay Qa NBaLR2yaAol
OF G adNRPLKS 2F GKS LI GSNI a¢o

Culturally different approaches to consumption find expression through a motif of
clothes. Clothing assumes significance in various ways in the film, the two more

representaives being the clothes of the deceased and the clothes that Martin wears in

26 https://www.rtve.es/noticias/20090324/chugutierrezllevacinedramapaterasretorno-hansala/252987.shtmi
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Hansala. The clothes of those who perished in the tragedy are taken to Hansala to find
relatives in the neighbouring villages. In contrast, Leila handles them with care as she
disgays them in nearby markets, speaking of how tloésiling itemsare often the

only possessions of those crossing the border, and so are easily identifiable by the
families left behind. Hung to dry in the field before the trip, the line of clothes drnying
the dark, hanging on the line, is a reminder of the absent and the dangers of border
crossing (Figure 25). Martin is initially indifferent to the meanings imbued within the
clothes, the last vestiges for the families of their departed loved ones, Diirgathem

without care.

Figure25. Return to Hansal@2008). The clothes of the deceased. [00:26:30]

¢tKS Oft20KSa 2F GUKS RSOSIFaSR G4r1S 2y | ae
clothing as he becomes integrated into the Hansala community. Before leaving Spain,
Martin goes home to pack some items and his wife hands him a sweater for the cold
Morocan nights. When Martin leaves the room, the sweater remains on the bed. On
arrival in Hansala, Leila also hands him a sweater, which he immediately accepts. From
here on, Martin is seen layering items of clothing likely gifted to him by the community.
Hisrefusal of the sweater given to him by his wife back in Spain foresees their
LISNXY I ySyd RAaAFINBSYSYy(d FyR aSdmafdiri A2y > Y
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acceptance aothe warmth of the community.

With Spain and Africa embodied in Martin and Leila, the undefined collaboration

proposed at the end of the film can minimise the precarity on both sides of the Strait.

[ SAf Il Qa (y2¢tSR3IAS 2F GKS | NSF FyR KSNJ I
he can navigate the bureaucracy to find alternative and cheapetriation methods

with a lessened impaoin the communities. This offers a resolution to the tensions

between thesociety of consumeesid thesociety of producerdinking to the

responsilility of Europe towards Africa espoused by the director. Without being able to
change the realities of Spain or Hansala, the solution to improving people's lives comes
through negotiating ways of improving the lives in the community. This notion is at the

core ofconvivialitty RSTFAYSR 6& DAfNRBE& O6HAnnnI LIPEAD
AYUSNI OGA2yé BKSNB O2yFitA0G YR RAFFSNBY!
OF LI OAGE Y2y3 2NRAYINE LIS2LI S K2 Yl yl:
Return to Hansalamploys elements of cultural contact and friendship to humanise the
other, bringing to the audience the realities of some towns and communities in

Morocco. In doing so, the film advocatesdonviviality where an understanding of the
otherand their circumstances bring negotiations at the individual level that improve the
community. With the final scene bringing togethiee spaces of Spain and Africa in the

same shatthe film constructs notions of community that are not territorial and

integrate these two spaces as an extended neighbourhood, a resimaggithed
communitylinked by the past. For Ana Corbalan (2017, p.111), the film describes a

liminal space in which Africa and Europe's cultures are articulated. In this liminal space,

a onvivial community can be configured through notions of hybridity, lessening the
isolation of thesociety of consumetrough community contact and support, and

lessening the constraints of tiseciety of producetsy finding ways to decrease the

financid impact of repatriation. While the film does not address the reasons for this
precarity, it advocates for intercultural exchanges emnlivialityas a solution to

minimise its impact.

A Boyfriend for Yasmiif2008) was released in the same yeaRatin to Hansaland
also features a Moroccan womanthe main character. This film, however, is

exclusively set in Spain and engages with the idearwivialityfrom the outset. The
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approaches to conviviality in these two films are different, although fagtthe

Moroccan woman at the centre of the narrative.

Un novio para Yasmina/A Boyfriend for Yasifilreae Cardona, 2008)
Manipulating the system to achieve conviviality

A Boyfriend for Yasmiad | f A3IKG O2YSReée (GKIFd GKS LINB:
FILofS Ftoz2dzi 02y @SYyASyOS YI NNAI 3$hkeplotsa 2 OA | |
are diverse and go in different directions, intersecting with Yasmina (Sanaa Alaoui) at
some point. Yasmina in a longerm relationship with Javi (José Antonio Lucia), a

policeman in the community. When she informs her brother Abdel (Hicham Malayo) of

her intentions to marry the Spaniard, he evicts her from their home. As it happens,
Yasmina ends theirrelayfiod KA LJ a2 2y I T (i SdsbspiticEsiaBoNdhavl A Q &
motivations for marrying him. Temporarily homeless, in the community centre where
Yasmina attends Spanish lessons, Lola (Maria Luisa Borruel) offers her accommodation.
5NA PGSy o0& | ratianvdopthirtciizens8pi ILdS decides to find someone

willing to agree to an arranged marriage. Her choice, a local grocer (Fermin Nufiez),
YAAAYOSNIINBGA GKS AyidSydAaAzya yR 0KS RI (!
(Francisco OImo), convinces hieonployed and penniless friend, Alfredo (José Luis

DF NONIF t SNBTo0oX (2 0S02YS ,lFaYAyYyl Qa Kdzaol
RAaAatA]Sa !'fFNBR2Qa O fdzSa FyR NBFdzaSa KA
solely a business transaction. Mg later, Yasmina is a Spanish citizen, has a pb as
intercultural liaison at the now transformed centneder the local governmepand

Alfredo works as a janitor in a school. The final scene is an encounter between Alfredo

and Yasmina, where the pass of time and a different outlook on life suggests that

they are now in a better place to get to know each other and, after all, the planned

divorce might not be necessary.

The film avoids constructing binaries, challenging stereotypes of the mediaa&imdjm
difference a lifestyle choicé Boyfriend for Yasmimdludes to the challenges of
immigration policies regarding citizenship with the lighter tone of thecom genre,

avoiding all criticism of the structures of power. Instead, the policies eeptad as an
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inconvenienceand the community converge to find a way to circumvent the policies.
The Spain portrayed in the film is a multicultural and convivial space where when
conflict arises, it is mostly due to miscommunication and misunderstandinigs, are
often either resolved within the community or lead to a figurative expulsion of the

individual from this community.

The locations in the film are inscribedamthropological spacebat echo conviviality.
Yasmina navigates these places in an@ytowardsobtaining citizenship anoecoming

part of the cultural fabric of Spain. The narrative makes obtaining citizenship a
necessary step for successful integration into the community. The long wait for
regularisation for Moroccan immigrants (teray®) is seen as an obstacle, a hurdle for
the community to resolve. While the premise builds around arranging a marriage for
permanent rights, the film does not question the practice. Instead, all characters
immediately understand the imperative of circiantion and never question the
fSArtAde 2F GKS FNNYY3ISR YFENNAIFISD 'a |y
immediately adopts a sympathetic position towards decriminalizing irregular status,
attenuating the long wait through regular means, andastiging the importance of
documentation to participate fully in society. Indeed, Yasmina expresses concerns not

for deportation, but for the inability to access better jobs or further education.

Among the main characters and tbemmunity centre settingA Boyfriend for Yasmina

blurs differences based on culture or race and, instead, makes lifestylertteey

defining factor in creating either tensions or bonds between the characters. For

example, in a restaurant, the characters laugh about the nunfieork itemson the

YSydzz 3IAQOSY lLaYAylrQa KFflFf RASG FyR (GKS
poster, which shows Yasmina with a headscarf, Yasmina only wears one loosely for a

few seconds in a brief scene of prayer in her bedroom. As with LRigdum to

Hansalathe film articulates notions of modernity and feminism that are intertwined

with the unveiling of Muslim women. Yasmina is constructed as independent,
nonconforming, educated, and tueiled, a counterpoint to the stereotypes of
Moroccang 2 YSY y20GSR 0& CftSatSNI oHnnysS LIOMpPHDU
dzy SRdzOF 6 SR YR @SAft SReéd 2KSYy KSNJ 0NRGKSNJ
a nonMuslim, Yasmina does not change her decision and leaves the family house.
Metaphorically, Yasmindandons the traditions of her homeland, symbolised in the
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family home, to integrate into the Spanisiagined communityOther characters in the
film who display prejudice are represented as part of the much older generation or
behaving within a traditionaonservative framework, suggesting that these areofut

date attitudes of the old Spain.

The film favours settings anthropological placesreating notions of inclusion and

community throughout the film. The community centua by volunteers workas an
intersecting space, an allegory of a (desirable) Spain andtiigsal capitalln this

context, the community centre functions as a third space (Bhabha, 1994) where identity

is negotiated and transformed. A literal and symbolic place of enunciafiemne

language classes take place, where cultural products are stored, but also where

traditions are enactedlhis is where immigrant women attend to learn Spanish and

where job adverts are posted on the corridors. This is where Yasmina finds

accommodatn and where Alfredo finds the contact for his job. It acts as a social hub, a
classroom, a venue for wedding receptianslothes shopanadvice centre, and evemn

g NEK2dzaS (G2 ai2NB (KS { 2Althe shapkeaperip@dsiiti A S &
Ay GKS O2YYdzyAide OSYiNBsI WSOSNER2y Sher a |
Polish shopkeeper, to the Spanish worker who came from a different region. The centre
unitesallkind 2 F LIS2LJ Sa FyR ol O]l ANRdzyR&X Y2NB
GSRRAY3I NBOSLIWIAZ2YS I (0S yeRvSrien fiodn hai Bpdnisld Sy (i NJ
class, and even the local councilwoman who performed the ceremony.

A Boyfriend for Yasmimpaojects notions of Spain anchored in successmviviality.

One of the main naative conflicts in the film occurs between Yasmina and Alfredo.
Yasmina quickly reproaches Alfredo for being lazy anohse#sted, calling on the

privilege that allows him to dismiss the opportunities tl@he his way. Yasmina

informs himthatshelcYS (2 { LI Ay (2 O2YLX SGS KSNJ RS:
dza SFdzZ Ay &a20ASGe¢sx (2 HKAOK ! f FNBR2 Ay A
education. Yasmina rebukes this by saying that he disregards education because
GSOSNE 2y S OlSpain pduid SHz&in as & land éf gpportunity. Alfredo and
Yasmina both fall into misjudgements and stereotypes during their initial encounters.
Alfredo first orientalises her as exotic and dangerand Yasmina reduces Alfredo to

0KS FTAIINSI2FKEKELIGYABRK OSNBRAAZ2Y 2F ab99C:
or training).Neverthelessas the film closes, they find commonalities between them,
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learn to resolve conflict, and hope for a promising shared fulweards the end of

the film, Yasmina lmaps into Alfredo in a school. Because Alfrexticised the

educational system and was letegm unemployed, Yasmina is surprised to find him
workingas a janitor. Showing a proactive and helpful attitude, Alfredo invites the
youngster to join his skiNgorkshops, later stressing to Yasmina the importance of
providing vocational skills in education. This transformation moves Yasmina, who
apologises for her past attitude and suggests a collaborative projectRAgIm to
Hansalaconvivialityin these fims is driven by living and working together, where the
collaboration and cooperation between the immigrant and the Spaniard can help build
a better society. IiReturn to Hansalay helping the Moroccan families recover their
loved ones; itYasminaby dfering marginalised youngsters an opportunity to acquire
valuable skills. As they both warm to each other, Yasmina suggests that maybe they can
ignore the divorce. In closing in this manner, Yasmina is thus twice integrated into
Spanish society. Firstrtugh citizenship, and second, and into the more intimate

fabric of Spanish society, represented in the heteronormative couple. Indeed,
conviviality in the film is expressby negotiatingonflict in the community and its
resolution. Yasmina rejecdfredo initiallybecause she considers him lazy and
privileged. Alfredo initially dismisses her as disagreeable and cantankerous. Their
reunion at the end makes the characters realise that they might have labelled each
other too quickly. The ending makes thicounter successful by the honesty of the
characters, who sit down to listen to each other for the first time. Recalling Gilroy
(2004, 2006) on what makes a convivial space, the initial differences between Yasmina

and Alfredo are not a threat to this caomal space because they are rooted in lifestyle.

In contrast, the tensions between Yasmina and Javi are obstructioevivialityfor

0KSANI N} OAlFf LINBS2dzZRAOS® | I AYAYlI Q&4 RAAYAA&:
the community centre reflectsis expulsion from this convivial space. In the context of

the film, effective communication is the device that leads to successful encounters and
facilitates peaceful coexistence. The film focuses on the consequences of making wrong
assumptionsandsoihvi S& G KS | dzZRASy O0Sa (2 OKIffSy3aSs
family wrongly assume that Yasmina only wants to marry him for the papers; the grocer
thinks that Lola is flirting with him when she invites him for dinner; Alfredo and Jorge

are mistaken forlte wedding couple at the ceremqgrand the viewer is also led to

166



making wrong assumptions on several occasions. For instance, in onelagelooks

F2NJ , FAYAYlF Fd KSNIONRPUGKSNNAE K2dzaS:I ONBI
When Javi tires of wailg and leaves, his police helmet has disappeared from the

motorbike and he accuses the men standing nearby. Earlier scenes had shown young
children playing with the helmetnd the scene where Javi returns to the bike show

the young men smiling in theabkground. As the argument breaks out in the

neighbourhood, the camera alternates between Javi, the children and the men, leading

the audience to assume one of them is the guilty party. With other community

members joining the argument, itturns intoaaer . o GGt S 2F dadza @S|
some elderly Spanish women and the young Moroccan men. Yasmina and a volunteer
stop the argument, which has turned into a heated discussion full of prejudice and
assumptions. The volunteer is hit with a broom, andr a&terief cut to black the

camera fixates on a figure in the background, invisible to all the characters, who is using
the helmet as fruit basket (Figure 26). In doing so, the scene underscores the

assumptions made under prejudice, not just of the characbut of the audience.

Figure26. A Boyfriend for Yasmi(2008). The missing helmet [01:12:34]

The manipulation of expectatiotschallenggi KS | dzZRA Sy 0Sa Q I a & dzy LJ

employed shortly afterwards, when Yasmina carries luggage down the street alongside
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her brother and towards the bus stop. In earlier scenes, the brother had evicted

Yasmina and accused her of Europeanisation, @lsié&ne in the community centre

y20iSa ,lFaYAylrQa 6aSyO0S FTNRBY |y AYLERNILF Yy
assumptions about her departure. Cutting to Yasmina and her brother, she leads the

way to the bus stop with a sombre expression. As they hadyus arrives and

obscures the view, still allowing the audiences to see a slim figure boarding the bus.
However, as the bus departs, it is Yasmina who is left standing at the bus stop. In doing
so, her brother is figuratively expelled from Spain thraughbluntary return. In leading

the audience through these assumptions and shortly afterwards revealing them as

wrong, the film emphasizes how easy it is to form misleading ideas, inviting the

audience to confront their own prejudices and assumptions. ssnuérstandings are

resolved, it is communication that makes possible the successful encounter. It is
LINEOA&Ste (GKAA O2YYdzyAOFGA2Yy FyR GKS | 04
conviviality Differences are emphasized as individual, inste@dtefeen groups, and

even though there is an allusion to institutional obstacles to integration, these-are re

negotiated in the community.

A flexible interpretation of the law and its bending for the benefit of the community is
also a theme included Aamador(Le6n de Aranoa, 2010), a film released during the crisis.
However if in A Boyfriend for Yasmirhis negotiation aims to integrate thather, in

Amadorit targets the financial precarity of the Spanish society.

Amador (Fernandd_edn deAranoa, 2010)
Attitudes to consumption and financial survival as convivial bond

AmadorO H A MnUO A& [ Ssy -Rafurelfididn §iid. Af&his Bukceds Withf 2 y 3
Barrio/Neighbourhoo@998),Los lunes al sol/Mondays in the £002), and
Princesa/Princesse@005),Amadorwas expected to enjoy a similarly warm reception.
However, the film received mixed reviews and was not very popular with audiences.
Amadortells the story of Marcela (Magaly Solier), a pregnant Peruvian woman with
financial presures who accepts a temporary job as a carer for Amador (Celso Bugallo),
an elderly Spanish man confined to his bed. Two weeks into the new job, Amador dies
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peacefully in his sleep. Frightened, Marcela runs home and finds that h¢etong
boyfriend, Nelsn, has already used her salary advance for the first instalment towards
a new fridge, which he needs for his illicit flower business. As she has not yet revealed
her pregnancy to Nelson and is concerned about the debt, Marcela decides to pretend
that Amaabr is still alive, so she can complete the assignment and get paid for the
entire month. From here onwards, Marcela uses flowers, fans, and fragrance sprays to
YIa]l GKS avyStt 2F RSO2YLRAAGA2Y ® | YI R2 NI
appears towards thend of the film and asks her to continue to pretend for a bit longer,
as Yolanda is receiving the pension payments that are contributing to the extension of
their seaside house. Once her assignment is complete, in the final sddaesla

confirms that she is leaving Nelson drad chosen a name for the baby, hinting that it

YAIKG 068 a! YI R2NE @

Given the popularity of the director and his positiomasstablished filmmaker of
Spanish hegemonic cinema, the film has attracted considerttdian from film
scholars. Monette (2018) notes that this film contributes to the feminisation of
immigration in contemporary Spanish cinema, supporting wider scholarship in this area
by Ballesteros (2005), Gutiérrez Rodriguez (2010), @aa9,2010),Flesler and
Shepherd (2013), or Gil Aradjo and GonzBrnandez (2014). In this approach, the
domesticity of immigrant women in Spanish film is underscored as a trend that also
establisheshe dynamics of power between the Spaniard and the immigrartt§@Ger
Rodriguez, 2010; Murray, 2018; Reuben Mufioz, 2019). Yet, here, the Spaniard and the
immigrant are financially dependem each other: Yolanda cannot complete the
NBYy2@FKGA2Yy gA0K2dzi KSNJ FIF §KSNRA LISYytaA2y >
her wages. Although Yolanda retains the balance of power between the two women by
deciding how much Marcela receives and her attendant tasks, the film makes this a co
RSLISYRIY(d NBfFIGA2YAaKALI 6KSNE (GKS 62YSyQa
decison to continue the lie.
Some of the literature addresses the way in which the film finds points of commonality
in the marginality of the characters (Noble, 2018; Calatayud, 2013). In doing so, the film
gives visibility to marginalised groups in Spaibi\@018; Black, 2017; Monette,
2018) This is also an approach employed by Aran®aintesseghe first film analysed
in this chapter. Ballesteros (2006) and Noble (2018) point out that this trend is also
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present in earlier representations of migramtsSpanish immigration cinema. | continue

this perspectivalso b suggest that the fundamental difference between these

previous films and the films emerging within the events of the financial crisis is that

these intersections were made initially withiarginal groups. In making Yolanda,

' Y R2NR& RIdZAKGSNE | OKEFNIOGSNI Ffaz2 AYLI
becomes a circumstance affecting not only groups or individuals at the margins, but

within all theimagined communitgf Spain.

Marcelaand Nelson are not represented in relation to their immigrant status; the film

does not directly indicate whether they are undocumented or have obtained
citizenship.Neverthelessthe characters have been in Sp@inthree years. Since Latin
American ilmigrants can apply for citizenship after two years in Spain, the possibility
0KIFIG GKS& IINB dzyR20OdzYSyadSR Aa y2id G GKS
over her continued deception that Amador is alive is always connected to the loss of her

wagesand not to any concerns over bureaucratic involvement.

In contrast to the films with Moroccan immigrants where their customs and culture are
referenced to convey either difference or similarityAmador the origin and status of
Marcelaare never fullydisplayed through her actions. While Latin American characters

of the Southern Cone, Mexico, or Cuba are often constructecewjtiicitreferences to

their places of origin, even if stereotypical, immigrants from other countries of origin

are generally me invisible and Andean characters are barely fleshed out. For Monette
(2018), this blurring of differences between Latin American characters starts with

Spanish immigration policies around naturalisation, which use a single category for

G[ FdAYy Immigmids@idyricompass countries without a Spanish colonial past,
such as Brazil. However, Monette (2018, pf8@Palso argues that this film is different,

YR GKFG FfiK2dzZaK al NOSt I Qa 2NARAIAY A& NB
Ge2dNd X YKS FAEY AGaSt¥F SELINBaasSa y20A2y3
performance of famous Peruvian stars. While contesting that these meanings are widely

I LILINBSOAI SR o0& GKS | dZRASyOSaxz al NOStIl Qa
passport (Figure 27).
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Figure27. Amador(2010). Passparpictures, letter[00:09:32]

Monette (2018) claims that the film echoes Quechua identity through the
performances. However, the characters always speak Spanish, when their Andean
origins could suggest that they probably speak also either Quechua or Aymara. That all
Peruvian immigrants the film speak only Spanish, even when in private, suggests an
erasure of culture and knowledge at the level of scriptwriting. While Magaly Solier
might play Marcela with Andean sensibility, as Monette (2018) suggests, this reading
does not come acroge all audiences, unfamiliar with the cultural nuances that

Monette (2018) lists. Indeetier origin might not be discernible for some audiences,

and even scholarly texts missFor example, Calatayud (2013) refers to Marcela as
Mexican, Trujillo (208) as Bolivian, Murray (2018) claims she is Ecuadorian, and
wSdzo Sy adz321 oOHnamMdpI LIPMMcHO | FFANNVAE GKI
{2dziK ! YSNAOI ¢d ¢KAA O2yTdzarzy SELR&SA
approach her ethnicity through any elent discernible as Peruvian. Two, that the
widespreadconfusion about her nationality in scholarship, which is not anecdotal,
suggests pervasive Eurocentrism that allows the erasure and blurring of her identity. In
a film where the passport is clearly bigibutwherethere are no other clear markers

for audiences not familiar with her Peruvian and Andean identity, providing Marcela
with a different nationality implies that certain assumptions had been made to be able

to miscategorise her.

The film echoesome of the stereotypes surrounding immigration in the media,

particularlyconcerningob competition and unskilled jobs, a feature also present in
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I NI Y2 Q& |BNdse8deghdzendichid vihigh-Marcela listens while at work
reportsonincreasing YYA INF GA2Y T ! YIF R2NR&a FNRASYR | yF
Castro), claims that the increase in Latin American immigration has decreased her
clienteleHoweveE t dzNA | f a2 | daSNIha GKFEGd KSNI 24y
because herownjobreqdrda a1 Afftasx 6KAES al NOSfIl Qa R2.
claim of immigrants stealing jobs, Amador affirms that it is good that immigrants take

them because labour itself is unhealtiiyarcela reproaches him for this view in the

same way that Yasmingpmaches Alfredo for his thoughts on higher education, that is,

that it is his own privilege that makes him see it that way, and that for immigaants

regular job is not always a possibil&ynadorapproaches themes around labour,

immigration, and finanal need while blurring (without completely erasing) tise's

them binarylnstead, and in similar waysAoBoyfriend for Yasmingne film posits

differences and similarities as not between groups but between individuals. If in this
previous film the cmmunity exploit the system to allow Yasmina to acquire citizenship,

in Amador the characters of Marcela, Puaind Yolanda are complicit in a fraudulent

act to minimise their precarity. Although Nelson is also acting outside of legality,

stealing flowers from the waste company to resell them in the underground economy,

his actions are not presented as driven bgdéeutby individual choices related to
fATSatetsS yR O2yadzvYLIiA2y® Ly (alowsforaSy as:
0KS | dZRASYyO0SQa aevYLIl GKe G261 NRaA GKS | O0A:
by their financial precarity and thba@t period they intend to continue thiarce By

making links between the financial problems of Marcela and Yolanda, one an immigrant
livingon the outskirts of the city, the other a mideiass woman building an extension,

the film emphasises the equsfig impact of the financial crisis in Spanish society.

The main places of the film underscore beliefs about financial precarity and marginality
that connect the current living experiences of Amador and Marcela. Their domestic

spaces are presented as eaftdate and in need of improvement, using both thise
ensceneand the dialogue to convey this neglect. While Puri insists this to be a
O2yaSljdsSyoS 2F ,2fttFyRIFIQa t101 2F OIFNB G2
K2YSs |, 2t yRI Qaher@h&oh# dan@savingsiwverd iBvasted iK thaisea

side home, after her father had long dreamed of a sea view. While Cruzado Rodriguez
GHnmpoy | faz AyidSNLINIhierdst, thescHolgr Rbkesihis¥laim and S &
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the basis of the calmness with iwh Yolanda asks Marcela to continue thedar

However, unbeknown to Marceldplanda had already discovered the death and even

visited a few times, as the candy wrappers that Marcela had been finding in the flat
0St2y3aISR G2 | 2t yRIQ@E ARdA oll2y KIS NJ 2FEl GyKRSFNaDEa
AONBSY IyR G2 6SS1a SFENIASNI GKFYy GKA& NJ
NEYAYyAaOAy3d 2F KSNI FIFIKSNRa t20S 2F (KS
G0SOldzaS KS RAR y24 f AheiSfond relatign3hip. Thng, The v A 4 K !
film echoes the pursuit of pleasure and consumptionsaaety of consumeesd the

precarity that the financial crash brought to theeved consumeiVith Marcela
FAYAEAKAY3I ! YIR2NR& Lz letingtheefmensiok, ®ottd ST | Yy R
62YSYy adevyoz2zftAOrtfte O2YLX SGS ! YIFIR2NRa dzy ¥.

Connecting the places of the home, the bus becaimesneans of transport between

al NOSt I Qa | yR ! Y|t platBwiher& avc8ld@pondsfFherlifé a 2
choices ad further mobility. At the start of the film, Marcela writegadbye letteito

Nelson and goes to the bus stop with her suitcase. While waiting, sheafaiidstaken

to the hospital. Returning home, Marcela tears the letter into little pieces aps$ kie

in a box (Figure 27, above). The bus stop represents here the path that she does not
GF1S 0SOlFdzaS 2F dzy OSNIFAydGeaod ! FGSNI RA&O2
stop and sits down, visibly anxious, letting the first bus pass withoutistopp

undecided of her next move. When she finally arrives home, Nelson has purchased a

new fridge with a store loan and has spent all her wages. Making the decision to
O2yAydzS (G2 32 G2 @g2N] = al NOStI NBOdzNya
window is clearand a sticker with a pregnant woman can be seen behind her head
OCAIdzNBE Hy O @GAadzZftte NBYAYRAY3I (GKS | dzRA:
using thenon-placeof the bus, the scenes underscore the mobile status of her

situation, hat is, staying with Nelson or leaving.
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Figure28. Amador(2010). Pregnancy sign tire window [00:42:36]

The bus window is used on two other occasions, this time in front of Marcela and

almost in line with her gaze, asabelling the path in front of her. Occupying the same
TNIYS Fa alNOStF> GKS g2NRa aalftARI RS S
on the right side of the screen, each time accompanied by increasing clouds in the sky

(Figure 29), which Amador PR 6 SNX D2RQa ¢t e (G2 KARS FN

Figure29. Amador(2010). Emergency exit. [01:31:36]

¢tKS aK2iGa FftdzRAY3a G2 |y SEAG SYLKEFaAAT S
loneliness she experiencescentuated by pensive and silent cloges. On both

occasions, these shots follow sequences that show increasing emotional distance from
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Nelson. By acting on her life and taking steps towards her happiness, the clouds that

had been accumulating in the dkyally disappear.

The film's closing scene happens in the open space of a park, sitting alongside Puri on a
bench, clear skies above (Figure 30). This is the first green and open space in the film,
exuding life and in marked contrast to the solitary flalger that opens the film. The

dzaS 2F LI I OS NBAYyFTF2NOSa al NOSt I Qa GNIyafTF;
community, from a mobile one without hopes of settlement with Nelson, to one where

she can act on her desire to eev family from the non-placeof the bus to the
anthropologicalplace T G KS ySAIK0o2dzZNK22RQ& LI NJ & ! &
G52 @2dz (y2¢6 KAad yIYS 8SiKeéz al NOSEI &AYA
I dadzyS GKIFG GKS o0l o0& ¢gAff Keireheoflifediedy NQA&
F2NBa4SSy o0& ! YIR2NI KAYaStFo ¢t {Ay3a G2 al
that he is leaving a space for him in Spain, for Spain, enfdilhe, Amador, needs to go

before the baby arrives (Figure 31). The film suggestsrtiaking control of her life

choices, Marcela escapes a life of loneliness and regret, the clouds no longer visible, her
baby representing the new Spanish citizen. In this maAmeador: £t f 2ga F2NJ al
integration iro the Spanish space and, thésk S A& y 24 O2y FTAY SR al
a0l ddzaé oO0adaNNI @ HaAamMyZX LIdmMpmMOd | 25SAOSNE
blessing and the space he leaves upon his death. For Calatayud (2018ip.€B¥ing

indicates that the Spain in crisis @any recover by starting anew. While the circle of

life and death is present in the film, | suggest that the film articulates the political

messages of the time, which encouraged collective support, individual responsibility,

and austerity as a solution the crisis, a reading that is further developed in the next
section. This understanding of precarity during the crisis as a unifying element between

the Spaniard and thetheris also present iBcorpion in Lo 2013), at the end of this

chapter.
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Figure 30. Amador(2010) Closing scene. Do you know his name yet? [01:43:11]

Figure31. Amador(2010). Your mum will save you my pl§88:32:12]

Amadorconstructs aconvivialspace where financial strains unite the community in
their precarity and motivate the characters to support each other, even if not always
GAUKAY GKS fAYAGAa 2F tS3lrftAadted al NOStE I Qa
in the context of financlalependencyn Nelson, an unplanned pregnancy, and
K2dzaSK2f R RSo0® 2t yRIFIQ&a FLIWISFHE GKFI aK:
overly stretched budget, her initial desire to give Amador a room with a sea view, and
the possibility of not completth (0 KS K2dzaS AT LI &YSyda | NB
gAGK GKS aAddz 6A2y Aa O2yySOGSR G2 || RSO
O2yUAydzS O2YAy3a G2 ! YIFR2NRa K2dzaS | a dzadz
companionship services. Iretinarratives of the three women, their increased precarity
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KIa | LIISEHNBR dzySELISOGSRt & RdzS (2 S@Syida
precarity is presented as a consequence of his own life choices. For example, when
looking for a new fridge, hehooses one on finance with extra features such as a

beeping door alert. Despite being behind on three months of rent, he buys the fridge
without consulting Marcela as soon as they receive her first wage. He rarely spends

time at home, going to parties drinking downstairs with the flower sellers, to whom

he also gives nights off to socialise, losing income as a result. Moreover, in his search for
the individual pleasure that theociety of consumeencourages, Nelson has an affair

with one of theyoungdd Tt 26 SNJ aStf SNAX K2 Aa Ffaz i
potentially underage. In contrast, Marcela often wears the same clothes, worries about
0KSANI RS0l FyR aSaidtsSa GKS FNARISQa Ay d:
work despite being structed to rest by the doctor depgher, in the context of the

crisis, as a hardiorking citizen willing to make sacrificeghile Nelson is as much a

flawed consumeas Marcela, their attitudes differ in that Marcela approaches their

financial positionwith a plan to settle debt, whereas Nelson is preoccupiedvaittty
AYYSRAFGS LJ SFadz2NBad . AyFNARSa 2F aAYYAIN]
instead the film highlights differences between those working together to ease their

precariousnesand those contributing to it.

Cooperation in planning and working towards a goal is further represented through the
element of the jigsaw puzzle of the $&that Amador works to complete. As Marcela
questions whether completing the puzzle is a goodofisiene because one could just

buy the picture, Amador speaks of the journey to complete it, and the difference that it
makes to select and put the pieces in place oneself. Amador speaks of the value of hard
work and choice, while devaluing the act ofghasing the picture as a lesser option.
When Amador passes away, Marcela completes the puzzle, which soon becomes a
symbolof her own life. For example, she finds a torn picture in her bin and takes it to

I YI R2 NI Withiardeta Blding a piecagainst the unfinished puzzle, the
photographbecomes a piece in the puzzle of her life (Figure 32). When shinguts
picture togetherater that night, Marcela discovers that Nelsos baen having an

affair with the youngest of the flower sellers (F&g8B). Towards the end of the film,

27For an irdepth study of the sea ilmadorand its connections to the (in)visibility of the immigrant, see Noble
(2015, 2018).
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Marcela takes out of her keepsake box glo@dbyeletter that she hadorn at the start

of the film (Figure 27, above) and leaves it on the table for Nelson to piece together. In
doing so, Marcela exerts agency over tven life and leaves Nelson to complete his

2y Lz T ftSd Ly KSNItFrad aoOSyS Ay ! YI R2ND:
TN YSR YR Kdzy3d 2y (GKS glffx K2y2dz2NAy3 |
her own (Figure 31).
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Figure32. Amadoi(2010) Puzzle of lif§01:29:56]

Figure33. Amador2010). Nelson's picturf01:31:20]
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Figure34. Amadoo HamMn 0 ® | YI R2NRP1L45ad] 1 £ S5 O02YLX SGSRo

The film evokes meritocracy that values determination and working towards a goal,
avoiding the patterns of consumption and individualism that the society of consumers
encouragesUnited in their financial precarity, it is sympathy aodvivialitythat allow

for networks of support to emerge through encounters, even if unlikely in principle (i.e.
Marcela agnimmigrant, Puriaad SE g2 NJ SNE | 2f | ycRds | & ! YI
daudhter). Binaries of immigration versus Spaniards are here blurredawétinphasis

on ideas of community support, work ethic, and responsible consumption, the new

Spain that the film configures is a convivial space of diverse nature fighting a way out of

the crisis.

The blurring of differences between the Spaniard and the raciadibed is acrucial

feature of the next case studgcorpion in Lo@013).

Alacran enamorado / Scorpion in Lantiago Zannou, 2013)
Manipulating racism for financial gaifi$ie convivial solution

FAaSR 2y | y2@Stf FTyR AONRLIG o& /FNXz2a .||
film. Zannou had won a Goya Award vithruco del manco/The Ohtanded Trick
(2008), in which he explored issues around the diversity ahtie city,
marginalisation, andonviviality Following this success, this second film attracted over

a million euros in national film grants and much publicity, encouraged by the casting of
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not just Carlos Bardem (Carlomonte), but also of his brother Bardem (Solis) and of
Alex Gonzélez (Julian), who came from national success on the TV screens and had
recently taken a role ikMen: First Clag2011). The film addresses issues of racism,
prejudice and violence from the opening credits, with aatase where Julian

overcomes his racial prejudice as he pursues a boxing career and a romantic
relationship. Part of a group of Nazi ideology, Julian trains in the local gym during the
day and assaults immigrants under the instructions of Solis durimigtite While it is

the group who enact this violence, the film makes Solis, a neoliberal lawyer with
investments in the community, responsiblelasinitiator. Thegym ownerexpels the

Nazi sympathisers after they show animosity towards one of the boxers of African
ancestryHowever Julian returns to apologise and is allowed to continue training.
There, he meets Alyssa, a receptionist of African ancestry with whom heastarts
romantic relationship. As Solis and the Nazi group put pressure on Julian to enact their
valuesand the gym managers make it clear that these ideas are not acceptable, Julian
battles internally and starts to distance himself from the Nazi group. After a

incidents and misjudgements, Julidan renounces any association with the Nazi

sympathisers, becomes a successful boxerdamdlops friendshipand romance in the

gym.

The film alludes not only to the recent rise inright extremism in Spain, bulsa to

the manipulation of disaffected groups for financial profit. The script wasitten in
collaboration between Bardem and Zannou. As Zannou himself recounts, the subject of
the film and his own identity put extra pressure on getting the film rigte.film differs

from the novel, with the producers and directors admitting that the adaptation process
caused very heated arguments between Zannou and Bardem, resulting in 27 different
versions of the script. Javier Baréfeaffirmed that distancing th&élm from the novel
helpedmake the story more contemporary, which underscores how some of the
themes had become obsolete in the six years that sepatheefiim and the novel. In

the original text, Alyssa is a Latin American woai#idrican ancestry whis sold to a
prostitution ring and had been living undocumented in Spain for three years. The novel
explores the vulnerability previously addressedrincessesegarding the violenctnat

results from the regulasationpolicies and the gaps that leawemigrants open to

28 https://vimeo.com/61246610
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exploitation. The film, however, removes all this background and constructs Alyssa as a
person of African ancestry, but only in terms of her skin colour, without referring to her
documented or undocumented status, her exact origin, ersix work of the novel.

The choice of actor contributes to this construction of the black Spaniard, as Judith
Diakhate (Alyssa) was born in Madrid and her accent is a Spanish one. For Zannou, this
was an important element, as he stated in an interviewithad KS ¢+ a GANBR 2
mixedrace (characters) Yy { LJ- YA a K T A £°Cadrlés Bardem goyifitntexll H 1 M C
that this was a contentious element in the adaptation process, as the novel positioned

the characters in uncontested ways as undocumented Paierican immigrants in
marginalised positions. In contrast, Zannou was interested in approaching issues around

Black Spanish citizens, as this kind of prejudice was one experienced himself.

The group of Nazi followers also distances the film from theljahich depicts the

violence as originating from Francoist supporters. Instead, the film makes more
prominent the symbols of Nazi Germany. In doing so, the film opens to global audiences
by transforming particular Spanish anxieties into ones more ttabao a global
O2yGSEGD® {2f NaQ OKI NI OGSNI I f&az2 | OljdANBa |
characterises him as a prestigious lawyer and editor of revisionist books (Bardem,
2010), the film makes him a businessmahrotder reach and influence,its more

specific goals to increase the value of the neighbourhood by expelling immigration, and
establish a Trust in the derelict building of a church he is transforming. In this way, the
film alludes to the rise in extreme faght ideologies in postrisis Spain, connects it to

a more global context, and raises concerns over the ideological manipulation of the

disaffected for material gain.

This film has received little attention in film scholarship, in contrast to other works by
Zannou with a more peosal lens, such &4 truco del manco/The Oktanded Trick

(2008), for which the work of Elena and Martin MoiZ01§ is particularly illuminating.
Labayen and Ortega (2013) approach this film in relation to the stardom of Javier

Bardem, and therefore theacialisedbtheris outside their scope. De Francheschi (2015)
Sy3lF3Sa oNASTFtEe gA0K %yy2dzQa ¢2N] Ay ||

filmmakers, though the article is more a systematic review than a critical discussion, and

29 https://lagranilusion.cinesrenoir.com/santiagezannouredimir-a-un-nazisiendeun-director-negroesdivertido/
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the themesare not fully explored. Similarly, Gomez Tarin and Rubio Alcover (2013)
engage in a brief summary of the fibmncerningoortrayals of different treatment
regarding class, and a double morality in socigtg. film, thus, is understudied in

academia.

Scorfon in Loveonstructs anmagined communitwhere the racialisedtheris

embodied in characters of African ancestthin the film, theirstatus as Spanish

integrates them intdhe imagined communitywhilethe racial prejudice they
experienceconstruds notions of the deplorable Spaniafithrough the narrative, it is

the Nazi sympathisers who are characterised as the undesirable irddragloften

being expelled from the places they occupy. The group is evicted from the gym due to
their racistideology; they are also expelled from the bus after verbally abusing a
passengetr Y R Wdzf At yQa Of 2 &FNRIY FTINKSS. yAroNIGE, FRNA2ANS
Julian is able to occupy mamathropological placesrogressively throughout his

transformation.

The opening scenes connect different spaces of violence, starting with Julian in the
02EAY3I NAY3I LINRBOfFAYAY3I GKI GwhghgResz yS O vy
glimpse of his journey before taking the viewer in a flashback narrative to thegstartin

point. During the opening credits scene, Solis is on a church pulpit (Figure 35), delivering

a hate speech on immigration and presenting himself as the solution. Solis introduces

KAYaStT a | NBLNBaaSR @2A0S @rantslared NI RA G
GKNBIF ¢ YR GKFG KS& KI @S (@&Helih 33 X2 RGN &
andforFSI NJ 2F ao60SAy3 OFfttSR | FlLraorailés oKA

associated to Francoist ideology. Indeed, the fear of being associdtettiavi

dictatorship had been a deterrent for many-faght discourses. Yet, 8corpion in Loye

{2f Na SELI&aSa (KAa ARSI FYyR NBFdziSml- Al dz
Odziz KAa @2A0S Aa GKSy (NI ycsithNfeSspeedh 2 Wdz
OCAIdzNBE op0u® | SNB> Wwdz Aty 3IASGa RNBaaSR |
clean our country, Spain, and we clean Europe. Blood and Pride! Of course! Race and

F I 0 K S NI his iRliencedeclaes and repeats these lastisy¢the shot cuts to an
exploding display window. A montage of an attack on an immigrant business introduces
0§KS ONBRAG&A IyR O2yySOta (GKS INPIpIRE DA 21
tones over the violent sceneésdure 36), the editing addan element of estrangement
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GKFG LINBaSyda GKAa @GA2fSyOS Fa dzyyl GdzNI £
SOK2 KAa YIyALWdzZ I GAGS O2f RySaasx G(GKS 2 O0KNJ
(Figure 36), and the initial opening shoesisrispit G dzNJ f 12y Sa (2 S YLK
sweat and blood, but also a perceived natural state, as in devoid of anger, after his
transformation has taken place. The cinematography here creates different spaces of
violence. From the boxing ring akegitimate spae for violence, to Sal$ incitation of
NIFOAlf KIFIGSsE (2 GKS FddlrO1l 2y GKSisRYYA 3N

place of domestic abuse and violence, as the film unveils later

Figure36. Scorpion in Lo@013). Julian getting ready for the attack. [00:04:00]
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Figure37. Scorpion in Loy2013). Attackluring the opening credits. [00:04:27]

A leader with oratory skills, Solis receives payments from the local community to
NBY2@S (GKS AYYAIANIYyda FNRBY GKSANI R22NERGS]
and suggests he is also an investor, as titkeace sees him transform an old church

Ayid2 GKS 91T NI t2dzyR C2dzyRIlGA2yéx GF1Ay3
supporter. In its metaphorical destruction of thethropological placef the church

and replacing it with a Trust of uncleamaj the film suggests a replacement of morals

for economic capital. During the inauguration, the images projected over the wall
emphasize th destruction of the old church and its rebirth as a symbbdoid

modernity(Figure 38). Superimposing this image with a shot of Luis (Miguel Angel

{Aft @SA0GNBUOI WdzZ At yQa FNASYR: (GKS aoSysS ¢,
investments (Figure 39). As Solis tells Julian during the inaugpdiadiod dzZNJ Y A & S NB
helpeddza (G2 6S KSNB (2RI&x G2 o0dZAfR Fff (KA

disaffected youth for financial aims.
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Figure38. Scorpion in Lo\{2013). Solis and projector. Symbolically destroying the church [01:21:02]

Figure39. Scorpion in Lo\2013). Building hate for praff01:40:05]

With the Spanish financial crisis in the background of the production process, the film
accentuates the precarity of all those marginalised in society and cpeates of
intersection between the racialisetherand the Nazsympathiser groups. The film
connects the youngsters' Nazi ideology to problematic households, disgruntled
attitudes towards society, low incomes, and unemployment. In this context, thectonta
with the otheropens up the potential for understanding and sympathy, bringing
eventuallyconviviakrelationships based on the willingness to resolve conflict, eliminate
tensions derived from racial difference, and find common ground in the shared

expelences.
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The film underscores the financial struggles of those in marginalised positions, both of

the racialiseatherand the Nazi group, signalling that both are affected by the same
LINSOI NRied ¢KAA y2GA2Y A& St hddasdrtshérSR A
housemate in a confrontation. Before evicting Julian from her apartment, Alyssa

highlights th& similarities by stating that they are both in lowome and precarious
220ad |1 I @Ay3 06SSyYy Ay@AilSR (bRhislbéhdvdui.l Qa K2
Neverthelesshis redemptive transformation has already begun. In the following scene,

he abandons the Nazi group on the street. Wandering the streets alone, Julian goes to a
photo booth to take pictures for his gym membership card, vAlgssa had been

requesting for a while. The shot is taken from the PAGVIS 0622 G KQ& OF Y SNJ
SYLKIFaAT Ay3a Wdz At yQa YSRAdzY aK20 GAGKAY |
moment, the shot cuts to a closg with Julian crying as the machine stantsatke

consecutive pictures. The photo booth provides an encounter with hirdgkdin is

forced to gaze upon his image, marking in the narrative his first transformation, of

internal realisation and shame.

Figured0. Scorpion in Lo2013). Photo booth (camera POV). [01:03:38]

After reconciling, Julian and Alyssa plan a new romantic encounter. Howeverthlalian

time, NEF¥dzaSa G2 32 G2 SA Gahbtdlio@nw Bof@lacekK 2 dza S |y
instead The room provides the couple figuratively with a blank space to start over. The
white sheets, the simple décor and a change in lighting contribute to meanings of

rebirth in their relationship. Asking if he would like to father a childhati{Figure 41),

he answers enthusiastically before adding that his child would not be a Nazi. The
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lighting changes then from ochre tones to bright whiter tones (Figure 42), marking

Wdzt A yQa NBRSYLIIAZ2Y YR NBY2@AymToKS & NJ
make this change more evident, in the next s¢dnkan covers his Nazi tattoos with

black ink in the shape of scorpion claws. If his first transformation was of private self
awareness, this transformation is a public one that declares hisrefuNazi ideology.

The film advocates for second chances and clean slates, a narrative leitmotif of the film

that also applies to Carlomonte, witls@facceptance narrativieed to his acceptance

of Julian.

Figure41. Scorpion in LoW013). Would you have a mixeate child with me? [01:13:12]

Figure42. Scorpion in Lo\2013). Julian's transformation [01:13:15]
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The film approache$e violence of the Nagroup in numerous scengisom physical

assaults on people, the destruction of property, to verbal violence and threats.

However, by portraying racial violence as enacted solely by groups of xenophobic and
racist farright ideology, the film (and the wel) simplify other issues, such as

institutional violence, microaggressions, and bias. This is not a new depiction, however,

as this is also the kind of violence portrayed in the flleng(1996),Bwana(1996),
Salvajes/Savagé¢biolinero, 2001)RapadostkinheadgParrado, 2004 Diario de un

Skin/Diary of a Skinhe@ildispa, 2005), dra venta del paraiso/The Sale of Para(dRsgz
Barrachina, 2012). These films displace racism onto types of violence enacted by
peripheral groups not accepted in the wideciety and with which the majority of the
audiences do not identify, constructing narratives of racism that are already disavowed

in Spanish society and that, thus, do not fully challenge the audiences to confront their
own prejudice. At the time of thdff Y Q& NIt S| a S 30 whesa@rBsearon A @S NI
explores nationalism and ideology, affirmed in a newspaper interviegé narichat
SEGNBYAAY AY {LIAYy 61Fa I YAY2N 200dz2NNBy Q!
extreme farright groups responds to a desire to find and denounce fascist behaviours.
However this issue is addressed at the margins because of its displacementighfar

violence presented as foreigduan Carlos Monedero explains in that same article that

G2 0S G2t SNyl gA0GK Fraorays a Ad KIF LWL
WADPSNRB Q& | YR az2ySRSNE QaightaSddix@esbovenfrie 2 F 0 K
Francoist past, the film can be read as advocating for the transformation of old Spain
through encounters with thether, in a theme of renovation through symbolic rebirths.

In the final proof of his transformation, after the assault on Alygdauis, the members

2T GKS 3J8Y NHAK (G2 O2@0SNJ) dzLJ ¢KF UG KFa KI LI
Nevertheles8 Wdzf Aty NBFfAaSa GKS GNHziK It yR YSS
contrast with earlier scenelpwever,Julian remains calmayoids violence, and only

confronts Solis and Luis to tell them he knows the truth.

Wdzt At yQa GNIYATFT2NXNIOGA2Yy &adZa3SaGa the LINE 3 NJ
adoption of convivial modes of interaction. He is the only one to regain membership

after being expelled from the gym, he is able to occupy the more personal spaces of

30 https://www.eldiario.es/sociedad/neonaamsadridfascismo_1_ 5836066.html
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Alyssa and Carlomontejning theircommunity, and he finally becomes one of the star
boxers for the community gym.Jfilian kephisdistance at work from newhite
characers towards the start of the film, towards the e, is having lunch and

chatting with them. If at the start he resorts to violence to solve his problems and
frustrations, at the enche resorts to dialogue antde application of moral convictions.
WithA y Wdzf At y Q& GNI YATFT2NNIGA2YS GKS @GA2f Sy
in the confines of the boxing ring, the racial prejudice is relinquished @rmmon
precarity bonds Julian with his-amrkers regardless of race. The film, thus, cocss
visions of a Spain where racial prejudice can be overcome thcouagivialityand

where the leitmotif of second chances, running through different narrative strands,
asserts thatt is never too late t@hange In doing so, the film invites the aedcesalso

to transform themselves.

The films discussed in this chaptepresentencounters between the Spaniard and the
otherin Spain. These encounters and their potential for success configure ideas of
interaction in theamagined communitgnd offeravenues of inclusion in the Spanish
space. In approaching films from before, during and after the crisis, the analysis posits
that there have been changes in the narratives and portrayals that echo the anxieties
and desires of Spain in each period, contiiiy to our understanding of the
transformations taking place in Spain after the financial dAsiscessesnagines Spain

as a land of opportunity that excludes the marginalised, either because of their
undocumented immigrant status or their line ofrkowhich renders the characters
vulnerable to prejudice and rejection. WhileBoyfriend for Yasmimantinues to assert
Spain as a land of opportunity where undocumented status is an obstawdéusion,
Return to Hansalalready depicts the worsenirfigancial conditions of Spain. In this
latter film, precarity is not immediately associated with undocumented status or
illegality. Instead, the precarity of the characters derives from their financial situation
and their ability to participate in th@cety of consumersThis shift expresses
transformations in the way in which Spaimrmagined from awealthy European

country concerned over the control of the borders of Fortress Europe, to a country
impacted negatively by globalisation and consumptiothis contextconviviality

appears as the solution to minimise precarity. While this idearofivialityis not new

in immigration cinema, what changes after the start of the financial crisis is the focus on
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financial precarityn Spanish societyeyondmarginalised group3hus,Martin as a

funeral house owner iReturn to Hansal&,olanda as a middidass woman building a

second house iAmador YR G KS o0dzaAySaada 26y Schhionin2 2 AY
Lovecreate anmagined communitgffected ly the processes of globalisation and the

increasing pressures for consumption and solvency.

The spaces of the film construct a Spain negotiating the inclusion of both the immigrant
and the racialisedthervia their inclusion ianthropological placeshat is, places of
community and identity, such as the home, the community centres, or the community
gym.The films minimise ideas of modernity or land of opportunities connected to Spain,
emphasising instead a Spain impacted byctiresequences of globalisation, where the
society of consumeiscrease the precarity of thitawed consumeand creates points

of intersection between the experiences of the immigrant, the raciatigest, and the

Spaniardmpacted by the financial crgsi

Further notions of inclusion or exclusion are articulated in these films thouliginal

capital often aligningvith notions of Europeanness. RiincessesZulema isthered

and excluded because of the way that the Spaniards perceive her custoherand
racialised body. Yet, inclusion is made possible whenuhisal capitabffers value to

the Spanish sex workers. In this manner, the film follows some of the media discourses
that emphasise the value of immigration for the Spanish economy, focusing
predominantly on economic migratioA.Boyfriend for Yasmimanploys a convivial and
almost cosmopolitan interaction between characters, integrating Yasmina in the
Spanishmagined communitfrom the outset. Yet, this inclusion comes with depictions

of cutural capitalthat do not create tensions with notions of Europeanness, such as
limiting the use of the veil to the private space of the bedroom. This is also a feature in
Return to Hansalayhere Leila negotiates customsferentlydepending on whether

she is in Spain or Morocco. Howeveimadorand Scorpion in Loyghe documented

status of the immigrant or racialisetherloses significance to the point of becoming
invisible. In these more recent films, inclusion in the community is driven by
undestandingS I OK 2 § KSNRA& LINBOFNAGE FyR | OGA@GS
the community. | suggest that this characterisatiemonstrate a shift from concerns
aboutborder controltowards anxieties derived from the increasing precarity led by
globalisation.
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Chapter 5. Exhibiting Identity Pd3tisis.

G/ 2t 2y AaSNRa RIFIddAKISNKE Fala LyQaedcEina Cl NJ
KSNJ FI 6 KSNDa RSFSyOSo ¢KS SEOKIy3aS (I 1S8a
Spanish c@rotagonists iPalmeras en la nieve/ Palm Trees in the $Remando

Gonzalez Molina, 2015), the boffice hit based on the homonymous novel. Witis

dialogue, the film encapsulates some of the processes taking place in contemporary
{LIFAYS GKFG A&dX GKS AYUSNNRIAFGAZ2Y 2F (GKS

identity in the process.

¢KAa OKFLIISNI O2yaAiARSNA |hi &N foyrnation y2 G A 2 Y
building, looking in particular at how nation is constructed-pdsts in films that, while
engaging with the immigrant or racialiseither at the core of the narrative, are not
considered representative of immigration cinenaa follow its aims. That is, films that

do not aim to incite sympathy in the audiences towards the immigrant or racialised

other, nor to denounce prejudi¢er advocate for multicultural cexistence. With this
approach, this chaptanterrogateswhetherthe postcrisis themes and portrayals

emerging in the films of previous chaptars articulating the same ideas as the films of

this chapter, which have more commercial aamd are not concerned about resolving

tensions over immigration.

The case studgein this chapter express notions of global significance through
depictions of territorial control, whethén terms ofhistorical colonialism in Africa or
effective surveillance of the Southern European bort@leis approach interconnects
the notions of he limiteddimension of nation and th&vereigntyenacted on itThey
asserf{ LJI bejofping to the group of European powers through a shared European
colonial pasandthroughcontemporarycooperation at supranational level, creating a
linear historyof influence and collaboration with the Western European powers that
emergedpostWorld War 11 This belonging is reinforced through expressions of
Europeanness, particularlyregardto the ideals of freedom, equality, and fraternity
that modelled the gals of Spain after the end of the Francoist regifis approach
addresses the notion ahagined communitin relation to participation in a

supranational identity, which is associateith cooperatiorwithin international
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networks of political and economical significance, thus evoking ifleaseyeignty.

Finally these filmgevisit events of the recent and historical past in narratives of
discovery of the truth, reflecting the concerns of contemporary Spain regarding the
recovery of historical memayrgr positing sacrifice, unity, and consenaggart of the
resolutions.These films address notionssmivereigntyanchored in either security or
territorial control in a narrative where discovering the truth becomes pahteomain
premise. Thus, these films explore issues on the configuration and effective control of
0KS yI GA 2 §mdet), gieStadIbfidenkit thabare often articulated in relation
to the other (imagined communidy and displays of power or sssunder

international gazespvereignty. Focusing on the filmBalmeras en la nieve/Palm Trees

in the SnowWGonzélez Molina, 2013 eckanTapias, 2014No habra paz para los
malvados/No Rest for the Wickgdtbizu2011) ancel Nifio/The KiiMonzo6n,2014),

this chapter suggests that the financial crisis (20082) heightened anxieties over
globalisation and the loss sdvereigntyof the nationstates. In this context, the films in
this chapter depict a Spain trying to resolve the loss of credeasi@svealthy and
upcoming influential country in the global minority, defending its position within Europe
through a reassertion of Europeanness that preludes democracy and the European
Union; the embodiment of the European ideals of freedom, equalityfraternity; and

its value in defending Spain and Europe from global threats.

The museum: Assembling the past, displaying the present, projecting the future.

For Anderson (1991, pp.14@2), the museum and monumental archaeology made the

state appeaas the guardian of tradition in colonial stateer Anderson (1991), the

national museum represengsspace to preserve culture and identity, but also one that
constructs a particular hegemonic narrative of nation through the selection and

curation of what is displayed. For Whitehead an@uwthors (2016, p.26), the national

Ydza SdzY A a Gl of expréssing yhéirstatéhooddanN&Evidencing their claim

F2NJ NBO23yAilAzy 020K AYyGSNyLt FyR SEGSNY!
particular claims about the relationships between people, place, and culture.

Whitehead and c@uthors (2016, p.27)ssert that the museum can illustrate, on the

one hand, the diversity of the natipdy’ (0 KS 20 KSNJ Kl yRX daFl OAf
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museum can focus inwards and artiteleneanings about thenagined communitgpf

the nation and its diversity. It can also focus outwards and project notions of
significance related to theation's pogion in the wider world. This projection of global
significance isnportant tothe argumen of this chapter. The films in this chapter

project global significance and articulate the diversity of Spain. The case studies focus
on two different sets of films: two films portraying the recent colonial historicalpast

Africg and two films portrapg the contemporary struggles against global crime.

In depicting the recent colonial past, these films imagine the foundations of what will
become contemporary democratic Spain, bringing a historical linearity that Anderson
(1991) connects to themuseums function The filmdPalm Trees in the Sn¢2015) and
Neckan(2014) reconnect the Spanish audiences with a collective memory that had
been partially lost, as the role of Spain in the African colonies had beerdepieted

aAYy O0S { LI Ay Q idhe @rkitorigsRINdaginbt until¥hkl 29Y0s that Spanish film
followed trends that looked back to the Francoist past, althouginlynwithin the limits

of the Spanish Civil Ward@6-1939). The African colonies were rarely depicted after

the re-instauraton of democracy, with just a handful of examples of limited suc&sss.
mentioned previously in this thesis, until very recentigre hadalso been notable

criticism inregardto the amnesia of Spanish filmmakers to address the Atmanies
(Labanyi2001; Santaolalla, 2002; Elena, 2010; Bayre and Valerdgiiwe 2014). In
exploring films of colonial themes, this chapter interrogates the way in which these
portrayals construct particular versions of history that support notions of global
significanceEuropeanness, and conviviality. Because these films are located within the
Francoist period but also at the verge of colonial independence, the narratives address
moments of transformations in the nation that are connected to the losewareignty

of these territories. | posit that these films reassert the Europeanness of Spain and its
active role in supranational politics by displaying participation in international
agreements and negotiations, moving tta®perationfrom the benchmark of EU
membershp and further into the past. The narratives of a European shared colonial
past, the withdrawal from the colonies, and a role in meetings with the NATO and
European representatives in Brussels, all work towards asserting Spain within Europe as

a longstanding partner in international affairs.
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The filmaNo Rest for the Wickgd011) andlhe Kiq2014) depict contemporary Spain

in the context of the global threats of terrorism, global crime, and drug smuggling.
These films display Spain actively cooperabmgrhove global threats affecting both
Spain and Europe successflhile many of these threats use the Spanish border for
their criminal activities, the characters leading these threads are European, even if
otheredthrough their ethnic origin or ancest In portraying the leaders at the top of

the criminal organisations as European, the films suggest a reading where the threats
come from within and affect all of Europe, diminishing any responsibility linked to an
ineffective Spanish control of the berd The obstacles for an efficient removal of these
threats rest in a small number of individuals, who are either corrupt or knowingly hinder
the process with bureaucracy. Yemoving these individuals or alternative courses of
action makes the protagasts succeed in their goals and interrggiminal activities.
Although successful in this pursuit, the endings suggest that new criminal networks will
occupy the place of those who were stopped, reinforcing the notion of insecurity that
Bauman 2006,2007,2011)connecsto liquid modernityOne element to note in the

way in which the immigrant or racialisetheris portrayed in these films of more
commercial aims, is that they are disproportionally linked to the criminal activities
depictedand the leades of these networks are usually RBpaniardsin contrastjn

the immigration film&Evelyn2012) andBlack Diamond&013), these activities were

anchored toSpanish characters

Contemporary Expressions of Sovereignty in the N&tiate.

Because notins ofnationalsovereigntyhaveevolvedsince the work of Anderson

(1991), | turn to other scholars to discuss the enactmerbwéreigntyn the

twentieth-first century. These scholars connect globalisation with a crisis of the-nation

a 0 I so%eeigny, exploring its impact on territorial sovereignty, the control of the

national economiesandthe security of the natiostate. On the question of the

territory, Bordoni (Bauman and Bordoni, 2014, p.28) indicates that European-nation

states have limitedosereigry F TG SNJ 2 LISy Ay 3 GKSANI 602NRSNAS
RSTSYyOS 2F LINAGAt SIST ARSyGAGes NBO23yAl.
unreliable. For Appadurai (1996, p.21), seeereigntyf the nationstate has moved
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away from concerns ev territorial sovereignty to focus on power, justice and self
determination. This issue of the diminished importance of territorial sovereignty is also

a point suggested by Sassen (2007), who posits that it has been partially negotiated
through institutional denationalisation and privatised intermediary institutional
arrangements, which force the natistate to engage in the processes of globalisation

(2007, pp.41, 53). Earlier in his work, Bauman (1998, p.61) had already claintkd that
ColdWahaddo NP dzZa3 K Fffe@aKALA o06S0sSSy ylriaAzyas
theatre of coexistence and competition betwegnoups of statesrather than between

0KS aidliSa (GKSYaSt &t ander fwessure & pdrtiéipate m (G KS
global processes, but in contemporary globalised timesgdb@try's wealths

YSIFadz2NBR o0& aiGKS O2dzyUNEBEQA FGOUNY OGADSYySa:
(Bauman, 2000, p.185). With the financial and territsoakereigntiesurtailed by

globdisation, security is one of the areas where, according to Bauman (1998, 2014), the
nation-state can at leadte seerashaving some authorityl'he insecurity and

uncertainty linked to globalisation have encouraged governments in refites to

focus orthreats that allow for performances sbvereigntythat is, threats against

which the government can be seen acting. For Bauman (1998, p.120), this question of
0KS 2NRSNIé& adrdS FyR AGa a20SNBAIyGE KI
The emjhasis on security and uncertainty becomes the main focus of the rsifitsn

&4 + YSFadaNI» ofS AYRAOIFIG2NI 2F ylFGA2y L a2
azztdziazya G2 3J3t20lftte& IASYSNI SR LINROf SYa:

In these mor&commercial films, which do not aim to challenge the metdieeotypes,

nor to depict the plights of the immigrant or racialisgker, the characters embodying
this othernessare depicted in ways that aid the characterisation ofl¢aglingSpanish
characers. That is, they are the object of attraction of the Spaniard, they act as a
counterpoint that underscores the qualities of the Spanisractersor are the source

of the dangemgainst which the Spaniard fighthis dangeroustheris associated not
onlywith non-European immigration from Latin America and North Africa, buialko
European characters from Germany, Great Britain, and Eastern Europe. In doing so,
these films express notions of an enemy within, one encouraged by the freedom of
mobility within the European borders, and relativises the importancermfollingthe

external European boundary. In the films depicting contemporary Spaiwthire
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embodies concerns over the increased mobility of globalisation, threats to identity
throughcutural capitalthat is deemed incompatible with Europeanness, or the
challenges to preveintgand interceping criminal activities derived from the freedom

of movement within the Schengen area.

The films in this section respond to some of the consequearfagsbalisation to
rearticulatesovereigntyn the postcrisis context. On the loss of territorial sovereignty,
the films in this chapter convey acceptance over this diministegreigntyn favour of
increasing influence in supranational networks. I@nloss of wealth configuring Spain
as an attractive country faiobal finandal actors, precarity is constructed as a
temporary consequence of globalisation that can be relieved through cooperation and
the expulsion of individuals driven by excess aedyr©n thesecurity threatsSpain is
portrayed as a valuable partner successfully fighting against the global threats of
terrorism and transnational crime. Notions of sacrifice permeate these film narratives,
where the greater good becomes more importtran individual desires. With this
approach, the films in this chapter display ideas of power, cooperation, and influence,
both in the past and presenthus, they conveageas ofsovereigntyconnected to

globalisatiorthat intersect with the notions of themited imagined community

This chapteechoeshe museum and its function to display notions of identity, history,
and connections with other countries. It approaches depictions of space to discuss
notions ofsovereigny linked to the loss of territorial controi favour ofideas of
cooperation and supranational agreements. It engages with representations and
tensions of identity derived from contact with ththerand discusses the association of
Europeanness as an esial marker of Spanish identity. Finally, it approaches ideas of
discovery and memory, suggesting that these films allow readings that advocate, at the
same time, for investigating the truth and also for unity and consensus afterwards. |
propose that thee readings offer solutions to the debates over the interrogation of the
Culture of the Transition (CT) and the arguments arisingdedrates over théaw of
Historical Memory2007) or its amendment$he films support the investigation of the
pastand make the acquisition of knowledge the ultimate goal, without further
reparation or actions, often followed by acceptance and personal sacrifice for the

nation's greater goad
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Recuperating Historical Memory. Territorial Loss for Supranational Influence and
Sacrifice as the Path to Consensus.

Against a backdrop of financial recovery and political crisis, the release of two fiction
films set in colonial AfricR&Im Trees in the SnawdNeckan offer readingsot only

of the past but alsof contemporary Sgn. They not only revisit the colonial past and
recover historical memory, but theymultaneously invoke ideas of forgiveness, unity,
and acceptance that apply to both the film's narratine the political context of the
period of production. These fisrexplore themes that connect the colonial past and
contemporary Spain, delineating calls@mmvivenciand outlining versions of
Hispanotropicalisrthat re-position Spain alongside other colonial (European) powers.
Far from critically questioning theloaial rule, these films position Spain as a benign
colonial power, they suggest acknowledging the past as the sole form of reparation, and
advocate forconvivialityand forgiveness. | contend that by exploring colonialism in
these terms, the films express notions of national identity articulated througtthiee

that anchor Spain to the global space and Europpes#ioning a belonging to Europe
that had been assaated in contemporary times to EU membership, shifted here
towards the shared past of colonial pursuits and supranational negotiations. In doing so,
these two filmsPalm Trees in the SnandNeckandepicta nation whose borders
extended to Africa, whogeast bring connections with France, Germany and the UK as
fellow colonisers; and who was in a position of power that is voluntarily withdrawn in
favour of gaining influence atother level. | contend that these elements support a
reconstruction of Spasih national identity that seeks to articulate notions of
significance in the global context through a colonial past, at the same time that they
explore comfortable resolutions to trauma and corruption through forgiveness and

conviviality

Palmeras en lnieve/Palm Trees in the SnivernandaGonzalez Molina, 2015).
Hispanotropicalism and equality in Equatorial Guinea.

Palm Trees in the Sndsvan adaptation of the homonymous novel Luz Gabas (2012), a

bestsellerin Spaitn K & | £ a2 f S RficdisBcceSWith overecnm Qa o062 E 2
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spectators, it also took home two minor Goya awards. The casting of Mario Casas and
Adriana Ugarte, representative of the young starsootemporarySpanish screens,

attracted audienceandprovided their roles with a kind of hegemonic Spanish identity.

The narrative is set in Equatorial Guinea and spldaswo timelines, one set in the last

15 years of Spanigiolonialrule, and another set in contemporary times. In the

present, ClarencAdriana Ugarte) travels to Biokoinvestigate the identity of a Bubi

woman who appears in a picture with her children and had received money tratrsfers.
GKS LI adsz [/ fFNByOoOSQa dzy Of ST Ynkhe plantatiord a | N
hisfather and his brother, Jacobo (Alain Hernandez). As the story develams)ce

learnsthat the womanin the picture is Bisila (Berta Vazquez), one of the Bubi nofses

the colony with whom Kiliatnada romantic relationshipWhile the film initiallyglads

0KS dZRASYyOSa (G2 AYFSNI GKIG GKS OKAfR AY
that Bisila became pregnant after a sexual assault by three men, including, Jacobo

leaving thefather's identityunresolvedAfter independence, Kilian retusto Spain

alone and Bisila remains in Bioko with her two sanable to follow hinwith the

children Attheen® / £ I NBy OS dzy O2@3SNE KSNJ Fl YAf &Qa

andBisilawalks into the deep sea to symbolically reunite with Kiliaeathd

Colmenero (2018) situates this film in the context of a recovery of historical memory
that justifies the colonial expansion and defends its legitimacy. This is also an issue for
MartinezSéez (2016), who contends that the Spanish imperialism pengehé film
aligns the audiences with the Spanish coloniser and tsadgrcritical reading of the
period. For Alvarez Chillida (2016 film avoids engaging with the more complicated
history ofEquatorialGuinea. While the films assert the identity of SpaiBlaspean

with a shared history of colonial pattte depiction othiscolonialism in terms of
development and stability is nohe favoured by European fiimdustriesof recent

times. Thomas Elsaesser (2pit@icates thatsince the 19904 urope itselhas been
going through aarrative ofdecline that carries the disappearance of ltiegoic

narrative a circumstancehiat hasdecreased theéalesof empire and colonisation
Elsaessef2019, p.10)contends that

Now that we know how much this heroic narrative was also based on
imperialism, slavery and colonialism, on exploitation and exclusion,
not everyone is quite so proud of while others are in collective

denial, trying to revive national exceptionalism.
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Spanish film, thus, fits in the collective denial to which Elsaesd&) @@udes and
resolves the narrative of decline throulgispanotropicalisng kind of Spanish
excetionalism that asserts that Spanish colonialismgegsler than thabf other
European countries. Spanish colonialism is depicted as benign arnigivithvels of
freedom, equality and fraternity'he filmconstructsa historical memory of Spain that

reasserts Europeanness, but it shapes it with Spanish exceptionalism.

The film reasserts difference between Spain and Equatorial Guinea through depictions

of place that configure the African country in terms of beaugyywh, and a place

where the emotions of the Spaniards are heightened. It is, thus, a transformative place

for the Spaniard, who benefits from the contact with titleer. This dea isconveyed

from the start in the titleby combining the palm trees of hdimates with the snow of

the North East region of Spain that sets the location of the Spanish hometown. The

natural spaces of Equatorial Guinea are contrasted to the cold landscape surrounding

the Spanish manor, conveying notions of warmth and fetiléyare further embodied

in the character of Bisil@he natural landscape of Equatorial Guinea is depicted within

'y AYLISNRARFEA&AG 3FFTST ftAIYyAyd gAGK al & [
LR NINF &Ffa 2F GKS f | yRat@éthabdwarfhumaisS O2f 2y,
O2YYlIyRa UGUKSANI 6SAYy3I> [NRPdzaSa GKSAN LI aa.
Shortly after arriving in Equatorial Guinea, the sight of Bisila by a stream captivates

Kilian (Figure 43). Her sudden disappearance when he gaag$ona moment

constructsher, in the work of Martine3aez (2016, p.32), as a timid animal that runs

away.
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Figure43. Palm Trees in the Sn@@015). Kilian sees Bisila for the first tif08:21:29]

Theestablishing shotsmphasisehe length and size of the plantations. Its natural
spaces arouse and incite the passions of the Spaniards, such as in the above scene by
the stream, theD K I NJ eDdbéhieéd 6ihe beach or the dances around the firéhe

beach provides refuge and intimacy to the characters, configured as a place of sexual

encounters both for Bisila and Kilian in the past, an€Cfarenceand A A A f | Qa az2y .

(Djedje Apalj)in the presentlt is also where Bisila and Kilian margpnvate
ceremonydzy RSNJ G KS Odza 2y 2F GNAolFft NB NNK2f
the law but that symbolically bonds the contracting parties. At thearalknowing of
YAT ALY QaisdReadrdnté the seakanétaphoricallyeunitewith Killianin
death

Since most of the narrative takes place in Equatorial Guinea, the spaces of Spain are
barely portrayed, being reduced to occasional scenes in the manor that belongs to
YAEEALYQa FlFYAfE&d ¢KS Kidnketsandpantings$hialh O S R
speak otenturies ohistory. The key lightinggmplespaces, and the old decor
underscoresolitude notions and echeworld that has disappeare8l.big family tree
presides the corridor, covering at least three centuries oéstors. In the same way

that the stories of Killian and Bisila are near the end, the house and the land are being
sold to a Ski Resort. From a place of history to a place of leisure and consumption, the
house is representative of an old Spain that maviesthe future.In the end, the space

is brieflyrenewed with the presence of Iniko and Laha (Michael Batista), who close the
film with a visit to the house. A & A f | Q ato FpaiycdrffiguiehNa néhSaelcoming
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Spain: hospitabland free of thesecres and shamef the past The sun comes through
the windows and the camera pauses on the big family tree presiding the corridor. Spain
Is configured as a space where renewal and transformationr, one where the

conflict of the past is resolved in favour of a new convivial space.

Although the scenes in Spaire axclusivelyocated around the big manor, Laha studies
in Spairto become an engineand travels back to Equatorial Guinea after the end of
term. With Laha intending to return and contribute the development of his country,
the film suggests that impving the economic and technological development of
Equatorial Guinea is a responsibility of the local populatiatihat effort and
educationarethe pathsto attain thisgoal while continuing to attach notions of

knowledge and technological developmémSpain.

Connotations aroundpace are also encapsulated in tf@ning of the characters.
¢Clarence conjuresPort Clarencehe British base in Bioko devised to deter hivenan
trade. Her name is unusual in Sp&inpnferringher with notions of Europanness

derived from her anglicised name. In Bioko, Bisila is also named after a local
geographical feature, being the name of the highest mountain in Equatorial Guinea but
also of the monument to an African Virgin Mary. In this way, Bisila is furtheratsdo

with notions of femininity connected to sacrifice, motherhood and restréis

LI2 NI NI &8+t FfA3Iya guhicHerath ROBS, ti9fdendnisedhA y 3y | G
sentimental travelriting.a Y A £ fhilelngf éonecéed to particular geographical

area, also evolanotions of Europeannesks Celtic origin makes it also an unlikely one,
since during Francoist Spain the civil regisidy allowed namesicluded in the

calendar of Saints. With these namBsila is associadewith the conquered land and

femininity, whileClarence and Killian evoke a Spanishimsssecting with Europe

This Europeanness is also underscored through actions related to the notions of
equality. Both Clarence and Killian speak of equality betteeEquatorial Guinean
people and the Spaniards. Clareassertghis supposed equality with the quote
opening this chaptewhere she categorises colonisand colonised as mere workers

in different positions of labouKillianjoinsthe local populabn in the extenuating

31 The INE (National Institute of Statistics) does not show r@s@t&lJ &/ f | NBy OS¢z gAGK | YSaal
there are no residents with that name, or there are fewer than 20 for the national total.
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plantation workaffirming thathe it 2 y S Y 2 NB  |(FigRpad) andthasity ¢

helps him sleep

~ y
Now I'm just one more among them.

Figure44. Palm Trees in the Sng2015). Killian worlan the plantation. [02:2:09]

The trope of the subjugated woman ateiteratesthe contemporary Spanisltoman
as liberated, embodying notions of freedom that contrast her to both the women of
Equatorial Guinea and the Spanish women of the pasColmenero (2018, pp.451
452) dthe hegemonic discourses about western modernity consider the freedom of the
women as a fundamental facgandin depicting Clarence as a liberated woman, the
film asserts the contemporary modernity of Spaiowever the Spanish women of the
colonialpast are presented as inhibited and controllget longing for this liberation, as
represented in Julia, who complains about the gendered double standards of casual
sexual encountersnRSLIA OU Ay 3 Wdzt Al Qa gthedili reinfarcsl  NXB |- €
the idea of transformation from repression to freedom that followed after Franco,
which is at the core of contemporary Spanish national identitiesomparison, among
the locals, Bisila appears as the virtuous healer trapped in a culture that shetsespe
but which constrains her (Martin&aez, 2016, p.34). In opposition to this
representation and constructing a VirgiWhore dichotomy among the African
characters, other local women are constructed as hypersexual women who work as
prostitutes.Decadesyf 1 2 (G KS FdzidzZNE> . A&aAtl Qa fAFS A3
remarried and has raised her sons aloFige changes experienced in Spain are not
mirrored in Equatorial Guinea, which further emphasiSpain's transformaticsince
colonial timesand Francoist Spain
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If Clarence and Killian stand as aspirational role models of the Spaniard, Bisila

represents the colony. Shortly after arriving, Killi@mtsancedby the sight of Bisila

(Figure 43, above) and her preseafeer thatmakes him gaz@ fascination. Despite

marrying a Bubi leader, Bidikemgs forKillian. They make lovédden in the nighand

teach each other their local languages, inciting readings of cultural exchange and equal
standing between them. When Killian travels to Sfuaihisa A & (i S NBigilaig S| £ { K
sexually assaultdaly Jacobo and his friends, an Englishman and a Poseiguen.

Without Killian, Bisila is unprotectedA & A f | OQs@eksrelmngel-agaist the three

men. The other two European colonisaqgpear hanged from a tree addcobo is

attacked by Mosi, who is shot dead in the confrontation. Arriving in the natithe
aK220Ay3 YR KIFE@Ay3 2dzad RA&ZO2OSNBR GKS
Jacobandinstructshim to leave for Spaimmediately and permanently, since he can
Gadl NI KAa tAFTS 20SNEO

Reparations for the violence of the past are neveds and only the discovery of the

events is sougHty Clarenceln the context of contemporary Spain, the film offers a

reading where the recovery tife memoryof the pastis configured as the only goal,

without inciting any further amends beyond the el relationship suggested at the

end. The atrocities committed in Equatorial Guinea are pinpointed to indivahdils

the filmidealsescolonial relationgpreseningthem in a discourse of common

experience around romantic love and labour. As ardpyedolmenero (2018, p.453),

0KS a02NB GSyO2dzNy 3Sa I FlrftasS AyiadSNLINBGI
symbiotic relationship, as if the colonizer and the colonized would have found

themselves in different yet comparable situations, even @afall 2y S&d¢é¢ @ ¢ KS | ¢
criticaldepictionof the colonial process also emphasizes the discoursguatiity,

expressed through the relationship of Kilian with the loGalssupporthe ideas of

equality and fraternity that Killian evokése film elides the force@panisteducation

and conversion to Christianittyat happened in this colongpmmenting instead on the

locals' superstitiomandassociating violenogith culturalpractices However, the film

also showsomedeferenceto the traditions and customs of thetherwith the
RSLIAOGAZY 27F . A &6 ater méurniads ahlRdal\dahces and a 2 & A

celebrations
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Ininvestigatinghe past, Clarence cannot ralg the testimonies athe living witnesses
WhenClarence asks an elderly Jaleut a Bubi woman and her childrdnljiarefuses

to elaborateanddirects Clarenceo Killian. However, Killidrasdementia and his

memories are unreliable. With one survivor unable to tell the story of the past, and

another refusing to delve into these memories, the trip to Bioko is seen as the only way

to obtain the lost knowledge. In doing this, the fuggests readings thatliude tothe
rediscovery of historical memory taking place in Spdith one testimony being

withheld, and another unreliable because of a flawed menitis/the task of the new
generationto seek thetruth. When Clarencdiscovers this truthshe cries in distress

and apologiset Bisilafor what happened. However, no further reparations assm

Clarence returns to Spaamd although Killian is still alive, there is no suggestion of

bringing Bisila to meet him. The money transtérhe past are not reinstated.earning

0KS GNYziK A&z (Kdzaz inkSigatogaiidavhag mi@Srélia A S 2
Upon arrival in SpaiGlarenceNHdza K Sa (2 Y kritidallyill, yn@singsid ArRS =y 2
a Bubisongtaught by Bisila, prompting him to reminisngoy. The songoecomesa

trigger of memory but also of reconatibn with the pastlt is the new generation who

fills the gaps and, in doing so, bsrgmfort toits victims andacilitatesa conclusion.

Palm Trees in the Snaligplay Spain as a gentler coloniser within the confines of
Hispanotropicalism, epitonisR Ay Y A f f IAdepicQaihistorKdSNanighii S NJb
influenceand powerin the colonial territory through the family tree¥fA £ £t A I y Qa ¥ I
and theirmanagemenbf a plantation The role of Spain in the territodgclares its

efficient management of the producti@ompared tahe locals' ability configuring

ideas of Eurocentrism in this hierarciiyie withdrawal from the country is portrayas
unavoidablefollowing the withdawal ofFrance and Germany from occupied African
territories. While the fight for independence from the locals is depicted as of increasing
violence, he surge in protests pt® Y RSLISY RSY OS | yR GKS { LI yAl
leaving the colony is depicted adifference of opiniorthat grows to unsustainable

levels wherei KS f 201t & N8 SyO2dzNy 3SR (2 dzy RSN&
colony and their desire to remaimdeed, the film positicgKilian, Bisila and Juéa

neutral characters in thjgrocess evenrescung anemerging political leader despite

therisks
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Spain izonstructedas aEuropearcolonial powerlnd equated to other European
countries in théAfrican territory through the presence of characters from England or
Portugal When these other powers leave the colonies, Spain follows as a natural
consequence of the changing tim@hese aréimeswhensovereigntys starting to be
enacted at the supranational leyel the form of participation in international
agreements andrganisationsWith these portrayals and despite the circumstances of
Francoist Spain, the nation is configured as in a process of transformation, one that
aligns Spain to other European powers through a shared historicahpadet)e that
associates begn colonialismvith Spain At the same time, the filmecovers a period of
history not well known in contemporary Spain. Tike of an investigative plot allows
the audiences to discover this history through the main contemporary Spaniard
character, Clareze. Knowinghe truth of the eventdbecomes the main motivatpior
which Clarence cannot rely on the accowarsund herln this context, the film alludes
to Spanish anxieties over the recovery of historical memory and the interrogation of the
cultures of the transitionwhich originated debates over the risks of investigating the
past agotential to open old wounds and generate conflictthe film,the new
generationdind ways taconvivialityafter the past is revealed, a verbal apologyasle,
andthe surviving main charactedse, leavingthe conflict in thememories of the past.

This discovery of the past and the s&Hliso a feature in the next case study.

Neckan(Gonzalo Tapia, 2014)
The truth is for those who seekiRevenge and pact of forgetting in the Spanish
Protectorate.

Neckartakes place in the Spanish Protectorate in Moratewtly beforeSpanish
withdrawal In the film, Santiag@ablo Riverdythe adoptive son of an influential

lawyer who had been a minister under Frankfier receiving a family picture and a
cryptic letter, Santiagtvavels from Spain to Tétouamsearchof the family

Manipulatedb f ! £ SYt Yy 6 a i KS DS, $xntiagoeedscoverS tHae - vy y
the parents, a Republican Spanish teacheramérab Jewish womawere murdered

at the onset of the Spanish Civil Woreseeing a change in leadership, mercenaries in

Tétouankidnaped andexecutal severapeople aligned with the values of the Republic
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and a Masonic lodgé, 2 ¢ KA OK { | y i A | Jraexhildréd, hiidgeyerl & 06 S f
survived and were given to other families the night of the muSiantiago discovers

that he is the boy in the picture andathhe has a sisteAngela(Natalia Plasenciayho

still leaves in the same hous&h her Moroccan adoptive fathemnaware of her

origins.In configuring the society of this period as religiously diverse aggisting in

peace until the start of the av, the film constructs notions of convivencia in the

Spanish Protectorat&Vith the association of the murders with a rogue mibfiaditler
sympathisers, th&lm displaces the responsibility of the attacks onto a groupe

margins, not representatvof Francoist Spain, nor the Republiside avoiding

associating the murders witiny of the sides in the Spanish Civil War.

Neckan(2014) had problems with distribution anmdnimalbox office. Registered with a
release date of 2014, the film was firstly screened in film festivals in 2015, not receiving
a wider distribution until 2017. In contrastRalm Trees in the Snpwhich has

received some interest in scholarly wadeckarhas not been explored in any known
academic publicatiorNeverthelessits narrative of a Spanish colonial period in Africa
and the investigative thread makeNéckara valuable film for comparison Ralm

Trees in the Snowposit that in the context dhe loss oSovereigntyerived from the
Spanish Protectorate's loss, the film suggests that this is the result of changing times,
where international and supranational-operation is more valuable than retaining
influence in the colonies AsPalm Treesiithe SnowNeckaroffers readings where
discovering the truth ithe main objectivewhichoncerevealed can be left to reand,

in the interest of avoiding further conflict, the characters agraeneain silent in a

pact of forgettingor a greater god.

The Protectorate is depicted as a convivial place only disrupted by the actions of the
Europeans and the individual revengaaurvivor of the executionsleckanopens

with the urban landscape of Tétoyahe capital of the Spanish Protectorate. Having
received many Sephardi Jews and Moriscos during the expulsion of'thad 36"
centuries, the city encompasses different architecture styles and cultures, being still
home to small Christian and Sephardmmunities among a majority of Arab Muslims.

The spaces of the film convey this multicultural diversity, echoing notions of
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Convivencia throughout. Benaboud (208&%sserts thathis diversity of cultural

St SySyida KIFa SR (2 awusénphzmizh@the dve2shi R | S NJ
communities that have influenced the city's culturethe opening scene, an
establishing shot takes the viewer to the top of iedinaMosque, followed by
Spanish colonial buildings, and finally the cemetery. The filmttakeswer through
the small artisanal markets in the Medina, the touristic Gran Hotel, the Spanish
barracks, the Spanish school, and the Moroccan holy city of Chaouen. In doing so,
Neckaremphasizes the multicultural composition of Tétouan. While thergasters
about Moroccan independence, the town is peacefot there is no unrest. In the
context of contemporary Spain and the tensions surrounding the contested cities of
Ceuta and Melilla, this portrayal of a peaceful and conlifgialsserts a hisrical

SpaniskMoroccan ceexistence and eliminates conflict.

The main antagonist is El Aleman, yespite leading Santiago to uncover the truth, is
motivated by financial gains and is constructed as an individual of dubious morality,
makinghim the target of revenge at the end of the film. El Alemresses

disappointment for the withdrawa&l ¥ O2y G NRf Ay (GKS t NPGSOG2
leadership was stronger when aligned with fascesna suggesthat Spainhas lost its
strengthin NB Ay 3 (2 I LILISI a SHisinot&atiaing iryr@lpldg Sanagot NR S
are purely personal, as unsettle the life ohisold business partn& g K2 A& #Yy 3S
adoptive fatherEl Alemansinvolvedin local crimeandis depictedas amorally corrupt
mansurrounded by underagdoroccan boy$or unspecified companyis duplicitous

nature is conveyed in his introductory scene, where the door of the café creates a

mirror image (Figure 45).

32 https://www.loc.gov/item/webcas?i644
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Figure45. Neckar(2014). Introduction oEl Alemarf00:10:45]

El Aleman dies in the final scenes while he is luring a boy into the shadows of the street.
Instead, he is surprised by a mysterious figuf€2 Y dzi G SNE ab SOy ! R
6 a wS @Sy 3 Sixhisear wHil2shdRghigthroat, aninscription thatappears on a

wall after the 1936 executionShe film suggests that this mar{i¢ y (i Jibl@yRad a

uncle, Jacob Ben Allas (Abdelatif Hwidan) is presumed to bihe only survivoof

the execution in 1936l his mysterious character appears as a silent figure around the

town of TétouanHis stern expression, quiet demeanour, and unclear motives make the
character an untrustworthy figure (Figut6). When Santiago is robbed the stred

on his first attempt to follow him, the audiencangially left to wonder whether the
SYA3AYlFGAO OKIFNIYOGSNI Ad KAYRSNAY3I {IyiaAl 3:
or whether he is instead working fat AlemanHowever, the film never gis any

opportunity for this character to develop, remaining in the margins of the story as a
threatening figure. Watching him from his hotel room, Santiago sees him sharpening a
knife andstaringd  O1 I G { | lyefork bnde2m@r@ didefEpeaingdarthe

streets. With these brief scenes, the character acquires connotations assoudiéted

0KS Gaz22NEX GKFG A&xX dzy ( \Bisd 2N Kes A 2f
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Figure46. Neckar(2014). Mysterious locahan, suggested to be Jacob Ben Allas, Santiago's uncle. [01:22:25]

Allusions to Spain are made sparingly. El Aleman speaks of his disappointment at what
he sees as a softening of Francoist Spain after the regime distances itself from fascist
ideology, withdaws from the Protectorate, and initiates negotiations with international

L2 6SNAR &dzOK a GKS ! {® {AyOS {IylAal3I2Qa
under Franco, but is also involved in negotiations with Europe, Francoist Spain is not
configurel as a space of conflitieverthelessit is a space of secrets, haliths

designed to avoid conflict and maintain the status qume Spanish space is limited to

0KS RIENJ] FEFLa 27F { Iy awith tRed@ktnesslofdd Mardccan ¢ K A
spaces. In doing so, the Spain that the adoptive parents represent, that which silenced
the sins of the past, is presentedrapressivelLight and shadows, covering and

uncovering are themes visually represented infiln@s miseen-scenehrough

curtains blinds, drying sheets, and hidden hatclfgéghe end El Alemars killed in the
shadows and Santiago visits in bright daylight the place where the killings took place,
staring pensiigl G G KS ¢ 2 Nderiaé GOISNIIS R 2y ITKAterald2y S
beat, Santiago turns his back to it ammhtinueshis trip back to Spain. In this context,

the film advocates for reconciliation and acceptance through acknowledgement, but

also for letting the past rest to achieve peaceful living. Batm Tres in the Snoand

Neckaruncoverthe fathers' sits, but their resolution is acceptance and compassion.
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Figure47. Neckar(2014). Santiago visits the inscription before leaving for Spain. [01:28:18]

As withPalm Trees in th8nowtK S O K | GHrisiiainfaNgs &dd layers of meaning

by expressing symbolically connotations of Convivéinaiaverlap with theSpanish
ArabJewish ancestry of Santiago and Angeid,the Masoniconnectionf their

biological familySantiagos the patron Saint of Spain aadymbol of Spanish

Catholicism, whiléAngeld connects witht |y IMBefnénte of the protagonist

reinforces his Spanishnesdsspite hignaternal Arab and Jewish ancestry. This is an
element also used ifHarka!(Arévalo, 941), where MartifiMarquez (2008, p.210)
notesthatil KS y A Ol Yl YS 2 F-kidey forithe SantNSRuitidgo alsy 2 2 NJ
evokes the reconquest and assigns normative Spanishness to the protddgmeist.
Santiago symbolises Spain @aodvivencidhrough his mixed ancestry and Christian
upbringing. As the character who resolves to avoid conflict by not revealing the truth to
Angela, Santiago embodies notions of personal sacrifice, acceptance and consensus,
having agreetb remain silent to avoidanflict in his familyThis decision hasgnificam
implications for Angela, who had expressed her desire to leave Morocco and travel the
world, but as the only daughtef her Moroccan fathershewas unable to do sonless

through marriage

Angela is prtrayed as a suppressed woman who dreams of travelling and attending

parties.While she dreams of freedom and equaldige is trapped in a patriarchal
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conservative structure that conflicts witler aspirations of modernitshe wears

trousers andB0s sving dresses, she takes the initiative to kiss Santiago, and invites him
to remove his clothes to join her in the swimming pool (Fig8yeNeverthelessmost

of these transgressior@se performed in private. She drgwine andsmokesehind

his backhides her Parisian bikini from her fathandbuys music and alcohol from

Spain After omplaining to Santiago that she will never be allowed to leave Tétouan
unless a man takes her awayssilence at the end of the film makes her fate even

more poignah Angela evokes the literary trope of tira cautive(captive Moor

woman), often a Christian captive in need of rescue. Keeping her behavioursiprivate
the context of thepatriarchal societies of Francoist Spain and Morocco, Angela

represents theepressed womaltonging forthe transformatiors that Europe and

modernity could bring

Figure48. Neckar(2014). Angela in her Parisian bikini. [00:37:17]

The film articulates criticism of the Cults&F¥ (G KS ¢ NI yaAlGA2y I &dzOK
F2NBSGGA Y 3 dgreememnotiofngestigdte@hk past or to respect the

amnesty laws of Francoist Spdin: y (i A | 3 gemesentitisidé&siBeNd keep the

truth in the past, whereas Santiagmkes hisgy | ANBSYSy (i A GK #y 3!
in the context of avoiding conflidlowever, the difference is that Santiago wants to

know this truth and confronts those around him, whereas Angela is not aware of any
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secrets andloes not question her originshetruth, thus, is for those who seek it and

once knownrelieves the individual from a burden of uncertainty.

Palm Trees in the Sna@ndNeckarapproach the colonial period of Spain in the African
continent at the brink of independence. This articulation of the colonial past aligns with
trends in Spanish cultures that interrogate the collective meniodoing so, they
construct a benign versiaf Spanish colonialism that avoids engaging critically with the
structures of power and the systemic racism that perpetuates them. Instead, any
reparations are kept at the level of acknowledging (the Spanish version of) the past,
forgiveness as the patb the future. The trope of Convivenciaéepictedas a

successful cexistence not only for theolonies, but also by extension for

contemporary Spain. In this contesgassertinghe Europeanness of Spamphasises

a discourse afiationalunity under sipranationalidentity. The presence in these films

of European characters aligns the Spaniards with other colonisers, presenting the
European countries as alikat where the fiegemoni¢ Spaniard demonstrates a higher
moral ground. These fictions of thecemt colonial period allow for an identification of
Spain with European colonial poweYet, the trope of Hispanotropicalism also allows
for exceptionalismwhere Spain is presented as more sympathetic and metgisrior
While films about Spanish colonialism in Latin America, suidmasién ldluvia/Even

the Rain(Bollain, 201Qkxplore the violence of colonialis®alm TreeandNeckan
construct a kind of benign colonialism that supposedly benefited the Africaories;

whichenter periods of instability and violence upon independence.

With Palm Treesovering a colonial period between 195368, andNeckara few days
in April 1956, the narratives are anchored in times of political change where Spain
withdrew fram the colonies under international pressuaedesire to participate in the
EECand appease the UN. The films reimagine the Spanish past and connect it to
European colonialism but also the European project of tmatywould become the
EECEU. In doing s, Palm TreeandNeckarreassert intersections of Spanishness and
Europeannesby delineating a shared historical past. Europeanness is not expressed in
terms ofbecomingpart of the EU, as narratives of modeationor liberation had
expressed previousl but in terms obelongingo the group ofEuropean powers with
international influence, alluding to historical similarities with France, Germany and the
212



UK and, in this way, separating itself from newer EU members. This approach echoes

ideas of globalignificanceand cooperatiorthat also permeatehe next section.

The Films of Contemporary Global Threats.

The films depicting the fight against contemporary global threats construct notions of
sovereigntyelated to the controlnd securitisatioof the national space. For Castells
(2010b, pp.2111), global crime directly threatens statvereigntyand itis often

associatedvith immigration:

State sovereignty, already battered by the processes of globalization
and identification, is directly threatened by flexible networks of crime
0KF G o0& LJ a &urtiiengré, NiEcé immigrattnetworks are
often used by organized crime to penetrate societies, the excessive,
and unjust, association between immigration and crime triggers
xenophobic feelings in public opinion, undermining the tolerance and
capacity of coexistence that our increasingly reihinic soeeties
desperately need.

In this context, Castells (2010a, p.3a8yms thatil KS & O2 y i NRstate,dFe (1 K S
gl & 2N GKS 20KSNE 060S02YSa 2dzad 2yS YSlIya
successful narratives against the global threatstefnational terrorism and global

crime, the films in this section assert notions of powersowreigny.

Although national terrorism was a threat for much of #@s and thég0s in Spain,
narratives ofnternationalterrorism in fiction film have bedimited, as Veres (2013)
notes The author contends th&panish filnmasapproached the topic from a
historicist point of view, retelling events around the Basque separatist group ETA
(Euskadi Ta Askatasuna). More fictionalised narratives have been rare and more

frequent in the new millennium

For Baudrillard (200%ar.1,pal50 = G SNNBNA &Y Aa GKS a02yidsS
Jf 20 AT FGA2YEY 6KSNB GSNNRNRaY |Oda I a
K dzY A f ATheltbchaAtéack was read by some as a reactioth®involvement of

the then President José Maria Azmeathie Iraq War (Sinkkonen, 2016, p.332). While the
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government of Aznar insisted that ETA was responsible for the attack, the news media

pointed at AlQaeda. The refusal to consider@deda the guilty partyand the potential

to lose leads while they weegguing with the presd Yy ONB I 8 SR ONAR GAOA &Y
A2OSNYYSyYyldod 2A0K ylraAazylf StSOGA2ya KSER

vote, and the new government withdrew the troops from Irag. If the act of terrorism is,

thus, a reactive act dfumiliation, thatNo Rest for the Wickestiops this act from
happening preventsnationalhumiliation andasserts the cooperatiwealueof Spain in
the War of Terrorln contrast, the portrayal of a Spain fighting drug trafficking has a
long tradition Stane (2019) indicates thaluring Francoist Spain the thriller genre
(Spanish film noir) allowed the cinema of Begime toconveymoral lessons about
their use and frequently the criminal activities were associatéti notions of
foreignness5 dzZNA y3 G KS NI y & AdellhqughEfimépie@cted tier y S
social reality of marginalised areas of the city, ofteriraying regular drug takirend
drug ransactiongWhittaker, 2020del P0z02015,2020) Marafién(2020) argues that
I £ 0 K2dzaK K 8eclindiddeihg §ndzaf th& 804, ivhas madmeebackn

the new millenniunwith ams of a more global reach thapproaches popular genres
andco-productions although del Pozo (2015) also declares that drugs in Spanish
cinema have been addressed more significantly in the context of addiction and
consumptionFor Cascajosa Virine0(8), the inclusion ahore exportable themes of
global crime andrug trafficking are a consequence of a desire to reach more

international audiences after the financial crash

In portraying Spaiasfighting against global insecurity, the films of global threats

SYLKI aAasS { L} Ay Call fopimpralzgsudradatidngEoopetatiod In | y R

these films, the figure of the immigrant or the racialis#iteris at the centre of the

tensions betweettheir inclusion in themagined communitgnd the fears thatheir

lj dz

presenceS @21 Sad C2NJ / aGaStta 6unmnoI LlbPocmUL X

reactions around the world, often organized around the principles of national and

0 S NNA G 2 NJnlthe contéxtDi/Elrbp@an integration and supranational identities,

Castells (2010b, p.362) affirms that ethnic diversity has increased fears over loss of

national identity and the sense of insecurity that these fears promote:

¢KS dziAft AT FdA2Yy 2F GKA& AyaSOdzNR (e
the expression of cultural nationalism throughout the political system
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and the mass media. The linkage, in the public mind, between crime,
violence, terrorism, and ethnic minoritiesféigners/the other, leads

to a dramatic surge in European xenophobia, just at the high point of
European universalism.

For Boyd (2007), Hollywood films depicting the war against drugs function in a similar
way by portraying narratives where the proteatiof the nation means an increase
securitsation In this context, botiNo Rest for the Wickethd The Kictonstruct a Spain
affected by the dangers of glolsation but theirsuccessfulesolutions suggegt LJ- A y Q a
capabilityto fight against these tieats. While the authorities are flawed by either
bureaucracy or corruption, the Spaniard at the bottom of the hierarchy puts the clues
together to succeed. It is their network of contacts, their increased surveillance, and
their persistence that makes thereach their goallhe films configure a Spain that

once again reasserts its value as Guardian of Fortress Europe, but that in the face of

globalsationdoes so with an emphasis on international collaborations.

No habré paz para los malvados/No Ressthe WickedEnrique Urbizu, 2011)
The enemy withinAn appeal fomore efficient processes and further collaboration.

No Rest for the Wickdd011) is a thriller with western tones that reimagines the 2004
terrorist attacksin Madrid, looking at theircumstances and the failures that facilitated
it, andwith a main character that stops it from happening. Santos Trinidad (José
Coronado) is here a policeman who has fallen from grace. Oneinigihinken rage

he ends up shooting three people at aigtclub. Trying to eliminate the surviving
witness, Trinidad follows the tracks and stumbles onto the path of the terrorishgell.

he follows these cluede tries toelude the authoritiesnd hide his implication the

triple murder at the club. At thend, Trinidad faces the terrorist group and prevents the

attackin the nickof time, killing all the terroristgnd being mortally wounded

Scholars note the correlation of its narrative with the events of the Atocha bombings in
2004, as a film thaaddresses the terrorist attacks in the context of global threats. Paul
Julian Smith (2017,381) indicates that the film follows US trends but with local

concerns. Particularly, for Smith, the film goes beyond the terrorist attack to express
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national conerns. For example, the economic crisis is reflected indirectygh the

YIEAY OKFNFOGSNRA L2 aaAilA 249 psodding comtrasy & G G K S
between the wastelands, the skyscrapers in the distance as symbolic of the building
bubble, and tle casting of José Coronado as Santos Trinidad, and actor who had been a

GRIFAKAYI €SIRAYI YIyé FyR A& y26 6Gok GdSN

Figure49. No Rest for the Wick¢@011). Trinidad burning the evidence ie tutskirts. [00:14:31]

Silva Echeto (2013, p.22), Diaz (2012, ppl24) and Rodriguez (2016, p.139) connect

the film not only to the global threats and the financial crisis, but also to the failures of

the Transition, where the film reflects a contrbstween the globalised world in which

Spain is inscribed and the inefficiency of the governmental institutions. For these

scholars, the film expresses a warning regarding the arbitrary nature of violence in a
globalised world and the role of luck in iteyention, suggesting that Spain is not

prepared against these global thredtsuggest that the films advocate forproved
(supra)national collaboration, but that the successful resolution makes an argiament

the capability of Spain agartneragainst global threat# the obstacles posed by

inefficient individuals are removethis unpreparedness is also explored by Norton
GHnmMnY LIOMTTOY K2 AYRAOFGSaE GKFG GKS FA
that plague Spanish state securitgnagies and thus allow terrorist activity to go

undetected, while at the same time criticizing the ineffectiveness of the state in the face
2F OFLIAGEFEAAG F2NOSaé d 2héwnthe filrb RiNdgide§ O H A MM

Spanish identity bglepicting itas a borderland, a contested territory that rejects
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hybridity and reasserts a kind of hegemonic idemtityhiteness and Spanish ancestry.
Questioned about the stereotypes and prejudice that the film seems to convey, Urbizu
rejects this clainduring a Q& published ifEl Pa@l Yy R AYRAOF GSa GKI
OKIF NI OGSNR¢ KI @S { LI yAaK HFEeubdryih Celita)g > & dz
the antagonist of the filmHowever, this character @dheredthrough his racialised

appearance, his origins in the Spanish enclave of Africa, his use of Arabic, his role in
converting his Spanish wife to Islam, and the isolation from her family imposed on her

after marriage.

The majority of scholarship &b Restdr the Wickeaxplores elements of auteurship

and the thriller genre in recent Spanish cinema in relation to concerns over corruption
and evil (Diaz, 2012; Sanchez Zapatero and Marcos Ramos, 2014; Luque Carreras, 2015;
MP Rodriguez, 2016VS Rodrigue2017; Rico, 2016; Gonzalez, 20C&scajosa Virino,
2018;L6pezlerma, 2018L6pezMartinez, 2021). Another body of research has

discussed the transmedia meanings deriving from the presence of its cast and themes in
a parallel TV series (MartinAicaniz; 207), the portrayal of international terrorism

(Veres, 2013; Girbés, 2017), or the portrayal of immigration in fiction film (Norton,
2014;Marcos Ramos, 2014, 2020f these, the work of Norton (2014) presents

important points for this chapter in relation the portrayal of immigration, while

wkY2ad oHnmny 2FFSNARA AYyaAaKaGFdzZ LRAydGa RS
construction of immigrant characteirs commercial film. FdvlarcosRamos (2014), the
desire of the producers to encourage Spanigiiences to identify with the characters

leads to the relegation of immigrant characters to the background, while also reporting
on a lack of immigrant filmmakers or actors that could challenge this aspect of the
production process. His study concludes tieaearchprocesgsinfluenced by the news
media lead to the presence of many stereotypescripts At the same timehe

commercial interests of the film often make any realist characterisation suffer as a
consequence, giving preference to clichés fithispanish and immigrant characters.
Norton (2014) also engages with the stereotyping of the immigrant, particularly
concerninghe association of immigration with threatss well as notintpe

impossibilityof contrdlingthe border or prevenhgterrorist attacks. For the author

(2014, p.185), the hybridity of Spain is portrayed in negative terms and the removal of

3 https://elpais.com/cultura/2012/02/20/actualidad/1329753600_13297624438I
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Glrye OKIFNFFOGSNARA GKFG ddA3Sad Ke@oNARAGE NJ
{LI yAaK ylFaAz2ylt ARSYy (dijdoésinderdsédotiaftheBeK S LJ2 |
characters with danger, | suggest that these connotations are constructed within the
YIAYy OKI NI OGS NI a-herdSangos Trigidad (@aéSoranaddo)kvdio | y G A
represents a Spain in crisis, decadent, full of preguadnd in need of renewdlrinidad

is only in contact with the marginalised and criminal groups in spaibigh leads to an
over-association of criminality arathernesswithin the narrative. Howevegnder his

gazethe audiencealso witness immigrants enjoying their afternoon in the square,
laughingand chatting in groupsiffectionate couplesaandregular workersloing their

R & Q a ThédaahbfPrinidadat the end of the film removes from the Spanish space

the behaviours mbodied by this character, that is, the mistrust againsotherand

his moral corruption.

Trinidad stares at the racialisetherand remainssolated from the rest of the

community. If theotheris chatting in a group, Trinidad is silent and alone; ibtheris
romantically involved with another character, Trinidad is lonely and rejected. In
NBalLlyasS (2 6KSIKSNI RS K& AVYXERARGSAFFINSI
lovedbynoone ® ¢NAYARIR Aa 2dzi 2F LX I OS Ay I {
prejudice is also evicted from the Spanish space. Although the main characters bringing
conflict are connected to notions othernesssome characters racialisedabersare
insteadvictims of Trinidadsuch as the initial triple murdewhichis partially condoned

in the film because two of the victims were associat@l crime This scene sets the

impulsive unreliability of Trinidadndthe plotconstructs him as toubled character

with a past to hide,raunspoken conflict with his old partner, amdestranged family

of whom only objects of memory remaiithin the first minutes of the film and

looking for a place to continue his drinking, Trinidad arrives at a striptatldsing

time. In the interaction with the waitress, Trinidad askeuther nationality due to her

I OOSyid YR a02FFa G KSNI I faySuI RSl LI v .
GfAFINDZ SOK2AYy 3 ¢ NA yAltdr tefstdig hinOe2dyinfy$dddli T 2 NJ |
shows his police credentials and the owagrees to serve him a drink. With a sudden

change in demeanour, the owrgfriendly approachriggers an aggressive response in

34The term is ambiguous, it can refer both to a brunette but also to a dskkered woman. The viewer never gets
more information.
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Trinidad, who shoots the waitress, the owner, and his gdavdiness escapes the

club, and Trinidadooks for clues among the possessions of the deceased. It is revealed
that the ownerwas a Colombian drug lord ahdmean trafficker, and that the guard was

I SO NR 2€é o/ 21 2 ¥Bekjianypassparil I attglbdtingsarBéldlan

nationality to the hitman, the film avoids suggesting that it is the postcolonial

relationship with Spain that allows networks of globahe from Latin America to enter

Europe. The threats, thus, do not necessarily enter Europe through the Spanish border,
odzi AYaiGSIFIR NBIFOK {LIAYy 06SOFdzaS 2F GKSANJ
GAOGKAYE A& | O2yaSl d&asieof tRefintemhdl Qupranatianall G A 2
borders derived from the Schengen areat Spain's failuréo protect its external

borders. The ability to travel and escape surveillance in a globalised world is further
suggested in dialogue. For example, the Cblamowner of the dance cldtequently

travelsto Italy, andEl Ceutis said to have travelled to the UK, Afghanistan and Yemen.

These connections between globalised countries pres&main that is fully

participating in the processes of globalisatoml, consequentlyis also vulnerable to its
threats.No Rest for the Wickexbnstructs Spain in relation ghobal significanciom

the onset, via the news on the TV in the background of the opening scene. Here, the TV
speaks of three events. First, timereased risk derived from the enrichment of uranium
within the Islamic Republic. Second, of a fictioraDGummit happening in Madrid

that same week. And third, of entertainment news related to the Carnival of the Canary
Islands and a Real Madrid fbatl match. In doing so, the film addresses dangers

derived from globalisation, attachpolitical significance to Spain as a host and

participant in the @0, and displaysultural capitathat attracts international interest.

This connection to the globe further emphasised via genre conventions associated

with the Spaghetti Western. The opening shot pauses on a slot machine depicting props
of the western genre, such as cowboy hats, sheriff badges, a saloon, or money bags. A
long shot allows the viewéo see Santos Trinidad playing in this slot machine, his face

is still unseen. Without revealing his identity, the first shots concentrate on Trinidad
playing and drinking whisky before a clogeof his cowboy boots takéhe audience to

the bar, where b orders another drinkand his face is finally revealed. Throughout the
film, Trinidad is characterised as the lone-aetio of the spaghetti western, an

outsider and an outlaw, who nevertheless saves the town.
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The spaces of the film emphasize the difties of reducing these threats via a variety

of non-placeshat underscore the mobility of threats. Trinidad is constantly on the

chase, with many scenes taking place driving around the city and its syiskidding
warehousesempty houses in the countryside, empty flats in the inner city, the Atocha
train gation, and a shopping centre. In the fanthropological placethat Trinidad

visits, he is depicted as out of place, not using the space as a place of commanity. At
square where he stop3yinidad gazeat the immigrangroupschatting Sat next to

him, an old homeless man drinks wine from a carton and creates visual parallelisms with
Trinidad, both with long hair, touching their beards, isolated from the encounters taking

place around them (Figu®).

Figure50. No Rest for the Wick¢2011). Trinidad in the square. [00:23:55]

In doing so, the scene reinforces the withdrawal of Santos Trinidad from society and his
own otheringwithin it. Similar notion®f the outsider are constructed in the nightclub,
where he observes the people dancorgthe dance floor while looking for an informer.

2 KSy KS @gAaArida HWakBaaSpansd vamarimarkie B Eeugh®

does not introduce himself andventsa pretext as he igfficially investigating missing
people Sneaking into the Cultural Association of Tangiers, Trinidad does not announce
his presence. In all these places, Trinidad is an outsider that never particightes

anthropological placehe visits.
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The visit to the Spanish domestic spacé t I f 2 Y Ire@edls dnllensdyyiiths!

Ceutiis described as from a very good family and kivla, however changed as soon
ashemarried As the parents revedt! Ceutcut their relationshipjeft for London with

Paloma andtransformedher into a symbolic oppressed womdrhis iexpressed

through exposition with I £ 2 Y Q& fF Ol 2F YSI yLa NBF 1GXY Y
rejection of her vejiwholamentto Trinidadd K & & F8S& Yeé Gt dzZa3K3G KSNJ
suggesting thater choice to wear a vedanantithesis tadfreedom.In this way, the film

also echoeshe trope of thecaptive Moor womathat Neckarexpressed, the

kidnapped Christian, captive, hidden, and in need of re¥¢b#ge Urbizu claims that

the film does not demonise immigration because the violence is enacted by Spanish
people (Trinidad, Ceuti), the fact thHatCeutis clearlyothered desjte his Spanish

citizenship, connects the hybridity of the immigrant to a dangerous potential for harm.

The constant references to global places reinforce notions of a Spain inscribed in the
global minorityandimpacted by the mobility that globsdition creates.The backdrop of

the G20 contributes to firmly positiong Spain in the context of globalisation and
financial growth. Despite being a film released during the financial crisis, the film does
not echo the issues derived from it. Instead, Trinielatbodies a moral crisis, one

derived from a traumatic past, a fight between close friends and partners, and
personal sacrifice. Trinidad constitutes a symbol of the old Spain that needs to be
renewed.The continuous mentioaf the G20, the leaders of ftuential nationstates

visiting Spain, or the embassies that need protection fromghmitialsationprotesters
constantly remind viewersf these connections and their political significafide

Spanish embassies abroad are alsges of influence and contact with tb#her. For
example¢ NAYARI RQa LI ad Aa GASR G2 [/ 2f2Y0Al X
shooting. With suggestions that Trinidad was involved in this shooting andsthat hi
partner might have been a corrupt cop, the film makes Trinidad the carrier of a
traumatic secret that has set his life in disartdg wears a weddingngand hs

apartment displays a picture of himself and his daughter, of whom the audience knows
nothing. The blinds are alwagiswnandhe drinks in the darkness toying with his gun.
Even though this is his persoaathropological plagehe place is void of other human
connectionsand there is no enjoyment of the placehe Spain of the film is expreds

as a country suffering from the impact of globalisation and modernity, that is, the
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fragmentation of the Spanish family, the porosity of the borders due to increased
mobility, and the threats of global crime represented not only in the terrorist cglls b
also in the drugand-humantraffickingnetworks As one of the characters states, Spain
Ad Gl O2fl yRSNEZ 6KSNB (0KS RNHZAAa (GKIFIdG 0SS
are now entering from Morocco and, from there, to the rest of Europe. By lkalbt

only the terrorist cell but also the Colombian smugglers that were continuing their illicit
businesses with impunity, Trinidad stops both criminal activities and reasserts the

securitisation of the Spanish space.

InNo Rest for the Wickethe boder is not seen but imagined via the presence of the
otherand the ability to move across countries undetected. Eh&teutis not in
Londonanymoreand has returned to Spain is situated in the context of an international
struggle to follow his tracks. The Spanish police comment on his travels to Afghanistan
and Yemen, lamenting the fact that transferring his file from one department to
another had faititated losing hisrail. This porosity is not exclusive to the Spanish
border, and the movements of those involved in the criminal activities expand to Italy,
Morocco, Colombia, or Belgium. By expanding the threats beyond the Spanish border
and configuing permeability both ways, the films reassert the importance of
international collaboration to secure the European space. In this alliance, it is the
Spaniard who solves the final clue that allows for the threat to be contained. In this
context, the filmffer a reading where Spain becomes a valuable ally stiihggles

against global threats.

While the bureaucracy of the system is also criticised due to its slow proc¢hsses,
ultimate obstacledo effective cooperation are a consequence of indivelliICeu@ a

file was transferredrom the unit investigating terrorisro the unit investigating
narcotraffic, buiafter its dismissathe file was never returned to th@evious uniand

red flagsvere missed. The information is not sharedd the fies in the system are full

of typos, so much so that the viewer is incited to think that they have been inputted
carelessly and in a rugHowever the film points at individuals when looking at the
inefficacy of the system. Although the processeuaezly bureaucratic and create
obstacles, it is ultimately the actions of individuals what impedes the course of justice.
While Trinidadolveshe puzzle by working outside these channels, the two other main
characters working on the case, Judge Chacélerid Miquel) and officer Leiva (Juanjo
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Artero), are constructed as justiedrivenofficialshindered by the inefficiency of others.
In this manner, the film posits hope in the system and the structures of power, only if
they turn to effective communicatioand share the information that they holo Rest
for the Wickedrticulates concerns over the management of the paskthe
inaccuracies of what is knawwhichhad emerged with the debate over the Law of
Historical Memory, and sets the tone for a naggsthat a year latewoulddevelop fully

in the context of the 1 movement and the interrogation of the cultures of the

Transition.

Although theAtocha attacks inspire the filnthetargetin the filmisthe shopping

centre Islazul. Upon stopping thea¢lat, the images of the centre that close the film are

2F | AdzZLISNXYIFN] SGZ F OAYySYIl T NXEriirdidadstops K 2 LJA |
anyone with access to the triggénese places fill up with peopdadthe camera

reminds the viewer of thedmbs still in the fire extinguishers. In closing with the indoor
playground, the film creates hope for the futimat also uncertaintyAnother element

that the film changes from the bombings is tHa harrative is set in 2010, instead of

offering an alternative version to the 2004 events. While the month and day of the

planned event coincide with the Atocha attack! bt March(11-M), the year is piece

of information that misleads the vieweontinuously The computer files provide

different datesf calculatedoy thesuspects' date of birth and ageositioning the

GASHESNI AY HnncI HANT |hasBeememptyfdr two yeararid Qa |
has a2007¢ | £ £ O f SY RI NE ¢ K Aal2BL00oKeS This itlie e/ (1 & Q K 2
dateon the Interpol reportbut a videowhere the terrorists have filmed a

propagandistic message, s#te dateon April 2009. While it might becantinuity

issue | posit that it is an intentional way to mislead the audience, bringing the idea that

this is & event that could happen at any time, one that has been stopped in the

confines of the film, but that it is ewpresent as a possibility. Other elements in the

film echo the events of the 3 without mentioning it but inciting the audience to

recall theactual eventleadingthe viewerto make assumptions abotite plot. TheTV

in theopening scenéwhichnarratedthe possession of Uranium by the Islamic State

the preparations fothe G20, the Carnival festivitieand a Real Madrid matcimyites

the spectator to assumihat one of these eventsthe target of the attack. The

constant allusion on screen and in dialogue to tHOGwith Trinidad even in stakeout
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investigation continues, other places of big gatherings are suggested as potentially
relevant in the plot, such as the Airport and stedium of the Real Madrid, both

appearing ira GPS and mentioned in dialogue. The place oathal 2004 attaks,

Atocha, also appears echoed at different points throughout. First, in the few first

minutes of the filmn the address of a missing gwiho liveson Atocha street. Second,

with a train station visible from a window from which Trinidad peeks, inat& room

ofi K\ G NARKANRS |4 | @Aaddzrf NBEFSNBYyOS i
tracks are echoed throughout three paintings on the wall (Figure 55). And finally, when
Trinidad chases some of the suspects through Atocha station tovierésd of the

film.

Figure51. No Rest for the Wickgd011).Judge Chacdn's office. Train tracks on wall. [00:55:27]

These are elements that remind the viewer of the real event while reimagining a
completely different one. As the fictional attack is finally confirmed to be in the
shopping centre, all other potential targets are misleading. In doing so, the film creates
an alternative line of events, bottoncerninghe year of the attack and the place in

which it is set to occur, which lead the audience through different possibilities and,
ultimately, asserts the role of chance and the need to be prepared at any point. In
dealing with the trauma of the ¥, the film reimagines a different ending and line of
events, creating different circumstances for a different endindallowing the

audiences to echo the events without reliving the ordeal. The cathartic ending, where

the terrorist cell is obliterated, serves to bring retribution and resolutionvever in
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the film, no one gets to know how close this reass was. Chacon and Leiva arrive at

the scene after Trinidad has djeohd although he holds in his hand the nieiphone

that could have set off the bombs, it is retrieved from his hand with a puzzledteok

film posits that the threats of the global are e¥&@NB & Sy G & ! ND AT dzQa FAf
further collaboration and effectivity, one that brings closemsmtions between

countries and speeds the sharing of information at national and internationa level
sincelnterpol delivers the more reliable information in the filwthereas the Spanish

units delay sending the files, or these documents contain muttigtakes, the Interpol

file is absent of the typos and age inaccuracies of the Spanish ones. However, the threat
has been contained, even if by unorthodox means. Now that Santos Trinidad has
disappeared from the Spanish space, all that remains is theftwotee future,

represented in the children and families walking through thedfifinal montagelt is

only through better communication and transparency that future threats can be
contained.The next film in the case studies is less critical regatiugngfficiency of the
authorities in regard to security, yet individual corruption also hindergtastigation

and the film asserts the value of supranational cooperation.

El Nifio/The Ki(Daniel Monz6n, 2014)
Everpresent threatsn the StraitSupranational collaboration against global crime.

The Kids a thrillerengaging with drug smuggling into Europlee narrative starts with
two different plots that intersectn one,police officerJesus (Luis Tosatiempts to
intercept aconsignment of drugarranged by the criminal networks operating in the
Strait of Gibraltarled by a character known &sInglégthe Englishmarian McShane)
in collaboration with Eastern Europegioups In the otherH Nifio (Jesus Castro)
convinces I3 friend EI Compi (Jesus Carroza) to smuggle cannabis across the Strait to
earn cash quickly and set up a beach baey approacHhalil (Said Chatiby), a
youngster whose uncle Rachid (Moussa Maaskri) gaetstionsfrom Morocco to
SpainThe youngstetdirst assignment is to take a consignment, but they are
discovered by Jesus. Instead of throwing the drugs overpasmRlachid instructed
them if they were caughEl Nifio proceeds to run away and initiates a dangerous
persecution that endwith one ofJesusrolleagues seriously injured. WHieNifio
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escapeshe discovers that the assignment was a decoy to allow farctioel
O2yaArayyYSyild G2 NBIFIOK {LIAYDP LYFdz2NAFGSR |
he agreeswith Halil tosmugglehashishacross the Straiising his jet ski. To do so, they
SytArald GKS KSEfLI 2F | FfAfQa BANmDinteEFa ! YAY !
romantic relationshipAt the end, Jestand his teandiscovera colleagués a mole for

the Englishmepnstop the consignmenand arres8 Nifio.Halil escapes the authorities,

H Compi joinghe Guardia Civil, and Amina vigitdifioin prisonto tell him she will

wait for him.

The film follows trends in Spanish cinema also founbiRest for the Wickeduch as

the use of the thriller genre, the approach of international themes anchored in the
national,depictions ofjlobalcrimelinked to theother, and an articulation of

globalisation thatinchorSpainto the global minorityout alsothe increased precarity

that it brings.The Kidocuses orcriminal drugnetworks also reflectingssues of

corruption withinofficialinstitutions as a consequenceth€ tensions between

financial precarity and the pressures of goeiety of consumerVhie the film was

very successfalt the box officethe body of research is more modesith most
scholarship addressing it in the context of the crime genre. Paul Julian Smith (2017,
p.132) approaches the film alongside Rest for the Wicked discuss the shifts in
hegemonic Spanish national cinema and the use of popular genres. Rodriguez Ortega
(2018) also approaches this fibm exploringgenre as a channel for addressing

corruption in the context of neoliberal transnational practices.|&\oth scholars

discuss the film in relation to global crime and the porosity of the border, their emalys
focus on the use of genre for a critique of political corruption derived from globalisation
and a problematic Transition. My analysis expands tinese positions to engage with
howthe tensions between the national, tltherand the global construct notions of
Spain. In doing so, | contend that the film anchors Spain to the glotaity. The film
constructs notions of significance in the contefxthe fight against global threats, its

positionon the southern European border, and forgiveness as a resolution to trauma.

In The Kidspaces related to mobility and the border are also prominent and, once
again, a Spaniard secures the Spanish spas®wpping the criminal activities. The sea,
the port, Gibraltar, and the border in Ceuta are prominent spaces in the film. The sea
opens the film, with an image of a shipping port and texs@een locating the view as
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G{ONIAG 2F DAoaNZNRAON & ISy {ARPAY G KR L2 NI
thefimQa 2 LISy A y Fhe $patidl codrfedtiegn& Hetiveen these three poiffitse
proximity of Africas immediately underscored with @treen text, connoting thahis

closenesss a factor irthe entry of illegal drug§-igure52).

Only ten miles of water

separate Africa from Europe.

Figure52. The Kiq2014). Opening scene [00:00:43]

Theimage of the with the African coast in the horizemindsthe viewerof! ¥ NJ&A Ol Q&
proximityand the porosity of the boraewhich continue to be emphasized through the
following scenes. Jesus and Eva, the Spanish police o#fittersGibraltar looking for
the Englishman, who identifiedas one of the leaders organising the consignments
from Europe. Despite their efforts, clues have been planted toadiiiem into

opening the wrong container at the ppand they miss the shipment. If the border
control at the portisinefficient at thg stage, it is not becausetbt incompetenceof

the Spanish authorities, but because of the collaboratietween global criminal
networks and corrupt officialSergio, ae of the police officerdqiladbeen alerting the
Englishmaimn exchangdor money while bribery of the officers patrolling the border
seems to ban everydayccurrencgor RashidThe porosity of the border is not linked
to its management and surveillance, s consequence of the better organisation
and influenceof criminal networksWhenJesus receives more support from Interpol
and isolates the corrupt official, the operatisisuccessfulAlthough this signals the

end of this operation, th&llowing day he town wakes up to new leadership in the
227



criminal groups. ThEnglishman appears beheadgtdesunably by Albaniansand a
telephone voiceoverin codesuggests the operations are continuiAgEI Nificand
Compi declare in the first scenéisthey donoti Ydz3 3t S RNXHzIazX dazyS?

drug smuggling operation continues because the dendianes it.

The film presents Spain as a valuable partner against global crime, where not only Spain
but also Gibraltanavethe responsibility to contain thegbreatsbecause of their

positionon the southern European bordetn the context of renewetkrritorial claims

2OBSNI DAONI fGFNI AY (KS G @ Kidlghs WiEh theBarasNg  § 2
nationalallegationthat the status of Gibraltar requires specific measures against global
crime The porosity of the bordes bidirectionglhoweverandis not only associated

with drug smuggling into Spain, as goods are also smuggled outéatainto

Morocco. ItishBB 6 KSNB (KS I dzZRASYOS Aa AYy(dNRRdAzOS
money as a porter for essential and luxury products. As the newsipbParseported,

GKA&a UGN} RS GaNBLINBaSyida Y2NB GGKFy p%H: 27F
By showingmuggling activities going to and out of Spain, the film underscores the

mobility of people and goods across the bordae toglobalisation and demand.

Monzon indicates that the story dhe Kids based omctual events and interviews with

the police ad drug hatiers®®. Neverthelessthis is not a biopjand theexact events
arefictional. It echoes anxieties around the contested territories of Gibraltar, Ceuta and
Perejil Island, all of which are depicted in the film in connection to the drug sngugglin
activities. Whereas in th80s andg90s the entry of drug smuggling wasthe North

West coast of Galicia, the new millennium saw an incrieasrauggling activities in the
Strait, a point that is also made through expositioNanRest for the Wickeds del

Valle Galvez (2013) reports for the Instituto Real EI Cano, with mounting tensions since
the change in governments in 202011, a diplomati crisis in the summer of 2013
between Spain and the UK broke after Gibraltar created an artificial reef in waters
claimed by Spain. Part of the countermeasures considered by the government, included
GONBSAYT2NDOAY I Ay a LIS O levehtysdmugdling, moes F NP Y G A
fl dzy RSNRY 3 |y Rlel ¥, 2008Apll4Mringing t& theTdrekrgha €

concerns over the role of Gibraltar in the border and moving beyond the issues of

35 https://english.elpais.com/elpais/2019/12/10/inenglish/1575972423_610599.html
36 https://www.rtve.es/radio/2014090/aniekmonzonnino-revelamoscosasgente-ni-seimagina/1003461.shtml
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fishing waters and environmental protection that had pervantbér claims to date. In
doing so, the porosity of the border becomes not just a Spanish issue, but a European
one. Since then, numerous news reports have echoed twsmernsvith articles on

the drug rings in Gibraltar, the use of this artificiaf ree¢he smuggling activities, or the

role of British nationals living in Gibraltar in the narcotraffic.

The area of the Strait is not only a focal pooricerningsovereigntybut also an area in
which the control of the border and the sea is expresséerims of influence and
power. Alvanced technology is displayedrime Kidhrough theinvestigation. e
Spanish authorities are seen using shieveillance systet@IVEintercepting phone
calls,andsuddenly appearing from within the darknegth the helicopter. In contrast,
the Moroccan Navy Coast Guardéscribedas a big ship clearly visibly frardistance,

GAGK YAETAGFINER YSy ¢K2 dakKz22d FANRIG FyR

GAOK (GKS NBUONASGIE 2F | oA3 OFNB2 27F RNJz

constructed with notions of efficacy and modernity. The inclusion in thatharof the
Interpol to help track containers or the emphasis on Gibraltar as afplaoeadof
operations make the border control a European issue, where Spain leads the way in
technology and resources. In this manner, the film expresses the vap@nbSa

partner in the War o Drugs thus, reassertings symbolic capital

Modernity isalso expresseih terms ofEuropeannesd.ikeother case studies in this

thesis, The Kicexpresses notioldB5 3 NRAyYy 3 (GKS GNRLIS 2F ¢g2YS

contextof European cultureHalil describghis sister Aminas troublesome because
she got divorced and her attitude would never get her a husband in Morocco. In
specifying the geographical space, the film maleeehavioursncompatibleonly

with Morocco. On the day they me&tmina argues with Haliemoves ler headscarf in
defiance and leavesOn their first dateand mmediately after shgets off the bus
Amina removes hdreadscarfputson jeans and packs away haiginalclothes

aligning her visually with ideasExdropean fashio(Figures3and54).
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Figure54. The Kid2014) Amina has changed clothes. [01:02:26]

2 KAES ''YAYlI S@21Sa 2y0S Y2NB (KS (GNRLIS 2°
Halil echoes therejudice that Flesler (2008) associateth the contemporary

Moroccanmant¢ KS | Y EA S A S & expréssednkiSlogaeagairstNiiliitor NI

whom the charactersrefeoy’ | FSg 200l AA2ya Fa GY2NRBE O
(Moroccan. In the scene where Halil is introducétifio and Compi stare at him

through the café windownd have the followindialogue
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®w/ hatL8 C¢KIFIQa KAY

[NINO] Him? What argou saying? That guy is a Moor

[COMPI] No, not at all

[NINO] | am telling you, | am looking at him

w/ hatlL8 b2 KS Aa y20 I az22NE KSQa {LJ
in a club, sniffing a line. They sneak over when they are little, and because they
cannot deport them, they put them in a schanid after a whilethey become

Spanish.

The didogueconjuresthe concernsover Spanish nationalitgs something that can be
acquiredadministrativelyThe narrative of sneaking over from Morocco to Spain
connects with the figure of the Moand the 711 AD invasion, whilterary versions
retell with a plot ofmanipulationand stealth. These are signifiatso associatedith
the Army of Africat the start of the Spanish Civil War, when Fraranwsported
thousandsof SpanisiMoroccan soldiers into thEeninsulaln both cases, the entry of
the troops irto Spain is recorded as unexpected andcealed However, it must be
noted thatthis is the view of these specific characténe, young and impulsive Nifio

and CompiwhomHalil at some poinnocksfor using the term.

As with other films in this chaptérhe Kidtarts with an identity search, in this case

the identity of those leading the drug trafficking network. As the narrative progresses, a
second investigative thread emergekenJesus becomes suspicidbat the

information is being passed to theroinal group At the risk of damaging his friendship

with Sergio Jesus proceeds select the information he shares with him and
Ay@SaidAaarisSa { SNHA2Qa | O acdegtingibdibed tédhelp G A &
Fdzy R KA& RIdAKISNRa dzyA@SNBAGE FSSa Ay il
of a Spanish officefhe pressures incited by the competitive maykiee symbolic

capitalof the North American universities, and the impossibility of earning that much
money, make Sergio accept the transactions in exchangeeftmcations that they are

going to raidThepressures oliquid modernityo consume seek individual pleasure,
andacquirefashionable productsverlapswith the increased global mobility of

peoples, services, and produdisS NA A 2 Q& R | adzAiversitg abroaddoi tBey” R a
increasectultural capitathat it offers the drug traffickng does not stop with the

removal of the Englishman because it is driven by depthegorterson the Ceuta

Morocco bordercarry twice their weight in luxury goods to meet the demanithef
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buyers andEl Nificand EI Compwant to open a beach hut because the tourfsten
central Europdaved LI Sy e . 2F R2dAKE

Bordercrossing appears as a regular activity, impossibteotator thoroughy, despite

the technological advancdsl Nificopensthe filmcrossing the seas personal

challengg 3IANI 66AYy3I | NRO]l FNRY ! FNditedbva@dsi O2 | &
The smuggling activities from Moroaege decoysnd bribery to pass undetecteand

the big consignmentsnter the Spanish port hidden in orté the thousands of shipping
containersWhile globalisation has facilitated this mobility, the collaboration between
supranational agencies and security systenwghat ultimately makes the investigation

a success. Sergimd El Nificare arrested,andthe shipment isntercepted Yet, & the

final craneshot takes the viewer through the shipping port, a phone call heard as voice
2P0SNI KAyida 4G + ySé RSEAGSNE o0SAy3a LA Fyy:
catch some criminals, lér ones come to take their place.

This chapter opened with Clarence redefining Spanish colonisation of Africa as no more
than labour imaginingt as benign colonialism and erasing the imposition of language

and Christianity in Equatorial Guinea. Chooaingrrative of romance and embodied in

the characters of Kilian and Clarence, the ideal Spaniard is constructed as curious and
tolerant towards theother, attracted by their difference. Their characterisation aligns

with the European ideals of freedom,uadjty and fraternity; against which tio¢heris
configured. Th015 films of colonial theme®nstructSpainon a par with other

European colonisserboth in relation to their occupations and their withdrawals, which

are depicted as part of a changing woNe@verthelessthese narratives are shapby

the notions ofConvivenciandHispanotropicalispconfiguring a Spanish

exceptionalism thatircumvens responsibility towards thenpact of (modern) slavery,
exploitation, anderritorial control of the coloniesThe filmsaboutglobalthreats No

Rest for the Wicke@ind The Kigdconfigure a different response to the narratives of

decline. For Elsaesser (2019, p.13}raume of confrontation and accommodation

with Islam is being revived with different signs, that is:

of immigration rather than military conquest; of coexisteratber

than crusade; of human trafficking, drugs and the prostitution of

women, rather than spices, silk and trade; of homegrown Diaspora

NI RAOIFfAAaY NI GKSNJ GKIy SE20A0% (2 dzNR 3

232



Bothhaveantagonistsonnected taNorth Africg aligning with € & I S &rausnbD a

Yet, they also inscribe these characters within global criminal netwihkson
SpanistEuropearieaders By portraying it in this mannejlobal crime is not associated
with a Spain in crisis narith a Spain unable to contrit border, but is instead a

symptom of globalisation that affects all of Europe @atpiiresclose collaboration to
intercept. Thechapter has delineated the way in which these films contribute to the
configuration ofa Spain anchored in Europe asttler globalactors The filmsreflecta
symbolic capitadf strategicpartnershipR dzS (i 2 po§itlaitoi tifle@oithern border,

its technologicatesources, and its determination to eradicate these dangers. According

to Bauman (2016, p.14) secusdtiion

consists in shifting anxiety from problems that governments are
incapable of handling (or are not keen on trying to handle) to
problems that governments can be segdaily and on thousands of
screeng; to be eagerly and (sometimes) successfulliliag.

In successfully stopping the immediate threats, these films refiimge anxieties from

the Spanish space, even if temporarily, and construct an image of Spain ready to fight
these global threat€Qonsumption appears as the driving force behinelsmuggling
activities, or as the target of terrorismwhile notions of Europeanness in many of them

are also expressed through the symbolic portrayal of the modern European woman.

In all the films in this chapter, an identity search leaadsdiscovery tthe truth. In

Palm Trees in the Snp@larencél NI @St & G2 9ljdzr G2NAIf DdzAy S
past, revealing decadedd secrets. ItNeckan Santiago travels to Tétouan to learn

about his biological parents and reveals a tragedy of the pdst. Rest for the Wicked
missingpersons officer Santos sets to find the identity of a witness and discovers a
terrorist plot. InThe Kidpolice officer Jesus aims to identify the members of the drug
smuggling network and seize a big drug consignment agt&pain, discoverirggmole

within the policeforcein the processl suggest that these themes connect vatimeof

the main concerns in contemporary Spain: in the context of the recuperation of

historical memory, théepiction ofa hiddenpast; in the context of corruption scandals

among top politicians in the last decade, éxpulsion ofmoral)corruption through
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arrest expulsionpr death in the context of the interrogation of th@ilture of the

Transition, narrative resolutions connected to sacrifice and cons#reusowever,

allow for the prioracquirementof the truth. The films of this chapter configure Span a

a valuable ally against the global criminal networks, portray multicultural diversity in
ambivalent terms, and condemn inefficiency or corruption within the institutional

bodies At the end, once the truth is revealed, very little else needs to be dahana

most cases there is no necessary reparation, the characters return to their usual spaces
(Neckan, Palm Trees in the Shdtve complete truth is revealed only to the protagonist
(NeckanNo Rest for the Wickgdand underlining messagef resumption of life

permeates the resolutions in all films. In conjunction, these elements enunciate ideas of
nation that are anchored not only in Europeanness but also in the global. In doing so,
the strains of globalisation are not a consequence bfBSgo@s@management or
wrongdecisions but threats affecting aflEurope. By stopping or delaying the impact

of these threats, Spain is configured as an impopaninerin the fight against global

crime, and thussymbolic capitak repaired.

Thedepiction ofthe border in the films of this chapter associates it with porosity and
increased mobilityThe immigrant films of the previous chapters refleatbdnges in
the way that the border was configureghichafter the start of the crisis loses
significance iconnection tarregularborder-crossingand the associated meanings of
undocumented status. The films of this chagtisio reflect these notions of increasing
mobility anddepictions of thghysical bordeare not focusedon irregular immigrant
entry. Howeverin this chapterthe more commercial filmsf global threats dsignal
anxieties over the (supra)national borders in connectidhéchreats of terrorism and
global crime, in which the immigrant and racialisttterare part of these criminal
networks alongside the neBpanish Europeasther. The control of the border and the
European space is helieked to cooperation between nat-states Inregardto the
films of colonial themes, considerations of the border are absent, bi@ghaeish space
is constructed in terms of transformations linked to the loss of sovereignty in the
colonies in exchange farmore political role in theupranational organisations. The
films of this chapter, thugnagine a Spain of influenaé par with other European

countriesand give it a cooperative role against the global threeassforming notions
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of sovereigntyconnected to the control andelimitation of the bordemto ideas of

supranational influencand securitisation

Theimagined communitgeflected in the films of this chapteonnote ideas of
multicultural ceexistence that are disrupted Ioyorally corrupt individuals and criminal
networks. This is also a theme in possis immigration films of previous chapters,
where the immigransuffer exploitatiorresultingfrom the drive for consumption and
pleasure characteristic ofiquid modernityHowever, whereas in the immigrant films
the peopleat the top of these networks were Spanigrh the films of this chapter

they are often associatedith notions ofothernessin all of them, an investigation
leads to the search for the truth. Thishe wiltimate goal in films of colonial themes,
whereas in films of global threathis truth leads to stopping immediate threats.
Violence and (moral) corruption are present in all these films as part of the societies
they represent, whether enacted by tbéheror SpaniardsSimilarly, whereas in the
films of previous chapters the narrative makecase foconvivialityto decrease the
precarity of the immigrant, in the films in this chaptee potential forpeaceful ce

existence is offered at tHevel of romantic encounters

Overall, the films of this chapteontribute to configunga postcrisis Spaiwherethe
notions of thelimited, sovereign, imagined commuratg intertwined with expressions
of globalisationThat isanincreased mobilit thatdecentralissthe borderin relation

to immigration but that centralises it in connectiorthe increase of global threats; a
shift of notions okovereigntyhere power and influencare displayed as
supranational collaboration and where the securitisation of the nationdgepgendent
from the securitisation of Europand a display of the community in terms of hybridity
and multiculturalism, whichmight beembraced at individual leveubwhichrises

anxietiesn the community.
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Conclusion

The films that emerged after the crisis hit try to resolve the tensions between
reimagining a Spain that is embedded in this Europeanness, which faasti@anarker
of symbolic capitaknd reconcilingtis image with théissures that the crisis incited in
relation tothe image of avealthySpainboosting its political influence in the waorld
Within these tensions, the figure of tbéherbecomes a narrative device thalps
define theself For Ahmed (2000, p.100), the definition of natimyuires the
LINEEAYAGE 2F WwWa i NiwhétHed odBofxhappkokirkity iy deénfed (i

GKFG AG A& GKNRBRAZAK GKS vy NNdhérthabtes 2 F
GaidN) yISNE A& LINRPRdAzOSR 06! KYSRX uHnnnx
thesis has exploredow Spanish fictiofilm (20052015) with narrativearound the

presence of thetherimagine (and reimagine) the Spanish nation, looking in particular

at how the identity crisis brought by the financial crash and its aftermath has reshaped

the filmic expressions of tHenited,sovereign, imagined communifyhis question is
crucial for understanding contemporary films that approachother, as much of the
recent scholarship on the portrayal of immigration in fiction Spanish film focuses on

films precrisis and these shiftseanot fully explored.

The analysis chapters have been divided thematically around the journey, the
SyO02dzy i SNE YR YSY2NE® ¢ KS #HS)) ndtiors wite/ (i &
map, censusand museum, which constitute three natibuilding toolsn his work.

That is, the configuration of the border and ttaer, the portrayal of themagined
communityand the welcoming or expelling behaviours to which Ahmed (2866%
above, and expressionssavereigntyandsymbolic capitathroughdisplay of
significancewhetherrooted in a shared historical pasthether securing the country
and the (supra)national bordesr whetherassertinghe value of Spain aspartner

against global threats.

Chapter Icontextualisedhe recent history oSpainthat contributed to the redefinition
of Spain posFranco, including the narrative of success derived from European
membership and financial growth. This chapestiews the tensions derived from
encounters between Spain and Africa, and Spain amulAerica, considering how
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they affect portrayals and narratives about thatin American, North African and Sub
Sahararother.| intertwine the conceptual and theoretical framework with these events
to better establistthe way in which these events haslgaped national identity, setting
the foundations for thease studiesin Chapter2, lexamine scholarship on
contemporary film about the (immigrardjherand establish that there is a limited

body of research engaging witbrtrayals of immigration after the crisMy thesis,

thus, expands the existing scholarsdungl brings a focused study of portrayals of the

immigrantotherthat also enquiriebow nation is projected in these films.

The remaining threehapters explor¢he case studies in connection to narratives of
journeys, encounters, or displays of sovereignt¢Zhapter3, | analysed narratives of
journeys. determined thathe precrisis narratives focus on the hardship of the
journey and create meritocracy of paithat is usually anchored to notions of illegal
border crossing from Africa. | proposed that these narratives contributed to
constructngnotions of Spain as paot Fortress Europe, underscoring the impact that
the hardening of the border and immigration policies have hattneasing the
vulnerability of the (immigrantther. Neverthelessthe pain and suffering represented
throughout the film also constructraading about theullof Spain, which is imagined

as a wealthy and modern European country. After the crisigguidisappears as
something that motivates the immigrant to initiate the journey. Insteadotheris
manipulated into believing this mative of wealth, configuring it @mirage bringing
nothing but deception. This deception is precisely what makes Hassan leave for
Morocco, with a journey of return that denies Spaia kd of opportunity. While

films precrisis often focus on theyoney as the most precarious part of the
AYYAANT yiQa SELISNRASYOS A y-2008Kn&Bpaln indke taesS f
journey a pleasant experience from both Africa and Latin America, focusing instead on
the precarity encountered in Spain. Tpiscarity is a consequence of deceptions that
incite the immigrant to invest all the money, properties, or even human lives for the
dream of a wealthier futurélhe narrative, in this manner, expresses anxieties derived
from the precarity inflicted by thmalpractices of the preferred bonds fraud, where
dishonesty and the promise of a financial reward led to the loss of savings of millions of

Spaniards.
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The narratives around manipulation, dishonest recruitment, and the precarious
situation that derives &m them echo these anxieties but with stories of extreme
vulnerability, embodied in the young and najtteer. These later journeys highlighted a
Spain anchored in Europe and tiilebalminority, benefiting fromthe mobility of

people and goods, but alspen to the security threats that this mobility introduces.
Instead of aligning with media narratives of the criminality of the immigrant, these
immigrationfilms position Spaniards in the criminal networks that lure the migrants to
Spain under false prongis. By doing so, films after the crisis underline the
transformation of Spain intofeawedpromised land, which retains Europeanness as
pull factorbut where the opportunities of the financial boom have diminished.
Furthermore, films before the crisis éeal a Spain firmly set in tiseciety of
consumersvhere immigrants often transited througion-placesandplaces of
expulsiorfor an opportunity to reach the Spanish shores. After the crisis, the narrative
fractures and either incorporates mobildyt of Spain, highlighting theush factorof

the crisis, or brings into play networks projectimg version ofa Spainof opportunities

that conflicts with the reality.

In Chapter4, | approached encounters in the community through narratives of
friendship and romance between Spaniards andother. | found that as with the
narratives irChapter3, the precrisisfilms emphasise otions of illegality, this time
through immigration policies that left the immigrasthervulnerable to abuse. The
films of 2008A Boyfriend for YasmimedReturn toHansala express the symptoms of
an imminent crisis derivefdom globalisation in theociety of consumergVhile Spain is
still shapedasa space of modernity and progress, flasved consumeis not
configured in terms of vulnerability linked to illegalityPascessedid. As films aiming
to challenge the stereotypes in the media of the Morocutéwer post11-M, their
narratives offer readings abnvivialitythat alleviate the precarity of both Spaniards
and immigrants. The solutions are anchored in finliggl shortcuts and business
opportunities that improve the wellbeiraf the communityl assert thathe flawed
consumerontinues to create narratives of similarity between the Spaniard and the
otherin films posicrisis, emphasizing a kind of convityahat configures the idea of
G322 R O e ondwBoy/céntributesto minimisngthe vulnerability of others (in

general) orat least the onewho daesnot contribute to it. The status of traheris not
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relevant inthese latemarratives, and in the case d&corpion in Loyéhis element is

entirely missing. The emphasis is onithagined communitywhere notions of

convivialityO2 f ft ARS GAGK y20iA2ya 27 dEMENBIlI YRAY
and Chapter Soffer readings wheréhe Moroccan Muslim woman is included in the

imagined communitthrough negotiation oher religious customs and traditions, often

in ways that align with ideas of Europeanness connected to the values of fraedom

equality, and that are epitomised in the-uailing of the Muslim woman.

In Chapter5, | engaged with notions gbvereigntyn films postcrisis. The chapter
analysed narratives of the past througgms of colonial themes&nd narratives of
contempaary Spain and global threats. In all these films, an investigation legalstthe
The idea of revealing a hidden truth is at the core of these films, either through the
recovery of a historical memory that had been lost, or through the investigation of
criminal networks working in the shadows. In this manner, theseditimscurrent
RSolFiSa 20SN) 0KS NBO2JSNE 2F { LI AyQa KA&
culture of the transition (CTin the colonial films, this leads to the discovery of the

{ LI YyAFINRAQ FI YAf & Liorvitidityabdbedigh cdlaniallsnyf, 3 vy 2 G A ;
erasing the colonial violence or connecting it to the influence of a EuropeanIn

doing so, the films underscore Europeanness through a shared colonial pasthget at t
same time explore Spanish exceptionalisnHigganotropicalisithe re-construction

of this past as one of collaborati@ndnotions derived fron€Convivencia. In the films

of global threatsthis Europeanness is evoked through notions of collaboration and a
shared border, where Spain is configured as a valpaioteerin the fight against the
global threats of terrorism and glolaime In both, the temporary threat is stopped

yet the dangrsarenot entirely eliminated, which calls for further collaboration, the
purge of internal corruption, and effective sharing of information. In the context of the
interrogation of the Culture of the Transition and the recovery of historical memory,
these films offer readings where the discovery of the truth is at the heart of their
resolutionsand only then can be the matter laid to rdsassert that the films of this
chapter configure Spain as a valuable ally against the global criminal networres;, port
multicultural diversity in ambivalent terms, and condemn inefficiency or corruption

within the institutional bodies.
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The chapters work together to suggest that the-prisisfilmsare anchored in ideas of
Spain as a land of opportunity, where thél factor incites theotherto endure

suffering in the hopes of reachitige Spanish spaa# being integrated o the
Spanisttommunity Here, the border is both physical and symbolic, represented in the
Mediterranean Sea or in the immigration policieghVeih emphasis on secusiition
connectedfirst to the anxieties of Fortress Europed later of globalisatigrihe

precarity of the immigrandtherisoftenincreasedn films precrisisthrough their
undocumented status. As globalisation and an incipient financialbatsise more
noticeable, the narratives begin to shift from these notions of illegality, and the
documented status of the immigrant loses significance. As the Spaniarddsethe
flawed consumemarratives where Spain is configured as a promised land start to
decline. Notions of Europeanness in immigration films are here anchored to
multiculturalconviviality where the European ideal of equality and fraternity is
articulated in relation to a shared condition of precarity. In this precarity, the films offer
readings of theégood citizes, who approachstheir precarity and that of others with a
relief plan, or who understands this precarity as a bonding element of equralityan

in this way leave prejudiced positiolghile in the films discussed tlugnviviality

resolves tensionand improves the everyday life of the characters, its use as a key
feature in narrative resolutions risks oxsamplifying solutions to contdtiin the

multicultural community. In this context, successfuligimg is associated with

individual responsibility, whereas the institutional structures and policies that facilitate
institutional violence and prejudice asenplyseen as obstacles to vigate. In the

same way that the financial and political situation of the depifiszEigncountries is

never fully connected to the impact (@ostcolonialisnmor externaldebt; the precarity

and vulnerability of the immigrant in Spain is never fully connected to the legacy of
colonial prejudicandthe unequal configuration of immigration polgiénstead, many

of these films turn prejudice into an individual behavioumfbichconvivialityseems to
appear as the solution. In doing so, the films focus on individual actions and
transformations but exempts the (supra)governmental institutions from the same level

of responsibility and change.

This work advances research3manishimmigration cinema and cinema of crisis, but it

will alsointerestscholars working on European and national cinemas. While | focused
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the analysis on the largest n&uropean immigrant groups in Spaiaomerous films

include different nomationalothers such as European immigration to Spain. Similarly,

in recent times there has beersmnificah number of documentary films exploring the
hardships of emigration or the impact of Spanish colonialism, particcdadgrning

the Spanish Sahara. Rec8&pianish film has turned towards Afriaad there is a

considerable number of recent films with commercial aims that approach the African

other, particularly with narrativesf Spaniards travelling to African countrigsis is the

case, for example, & Odzr RSNy 2 RS { (LbdexAmadd 2K EBJa b2 1S
viaje de Marta/Staff OniBallus, 2019) okdu(Calvo, 2020).

Finally, films and TV seridsoat the historical memory of Spain have increased
considerably in the new millennium. Whilst the desire to revisit and understand the past
was notentirely new, with many films about the Civil War in the twentieth century,
what was new at the turn dhe millennium was the nostalgic tone with which some of
these stories were being revisited and the popular media genres in which they were
being told, such as in the midebeow nostalgic TV seri€uéntame cdmo
pas6/Remember Whd@001), or the daily soapmarin tiempos revueltdsove in

Difficult Timeg(20052012). On film, narratives on the Civil Waore prevalent during

the twentieth centuryhave been slowly displaced by films addressing Francoist Spain
and the transition, often with themes of identityaseh, secrets to be revealed, and
hideouts. These are the themes present in, for exanhjole girasoles ciegos/The Blind
SunflowergCuerda, 2008Balada triste de trompeta/The Last Cir(desla Iglesia,
2010),La isla minima/Marshlan@Rodriguez, 2014and the more recenita trinchera
infinita/The Endless Tren(Barafio, Goneaga and Arregi, 2019 @ntras dure la
guerra/While at Wa(Amenabar, 2019Narratives of global threats have also increased
with the new millenniumfollowing also global trersdonthe fight against global crime
and narcotrafficThese are the themes in, for examitéPrincip€20142016)
FarindCocaine Coagf018), Vivir sin permist/nauthorized LivingR019), La

unidad/The Uni¢2020),or the docuserieta Linegshadow of Narc@2020), which

focuses on drug trafficking activities in the Strait.

During the research, certain trends connected to corruptionsafective violence
started to emerge, where immigration films gmesis concentrated corruption and
violence on individuals, yet immigration films after the crisis often made this corruption
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a collective behaviour. This could provide a starting point for a nuanced analysis of
subjective violencand corruption, particularly in the context of the ongoing @ption
cases in SpaiAnother element identified in the course of tthesis and worthy of
attention in further researclsthe disparity of portrayals of Latin American immigration
in contemporary Spanish fillihe immigration films included in this theshow a trend
towards narratives of African immigrationdaimybrid African ancestry, and thiley
include fewer Latin American characters than initially expettedever,tiwas

observed thatn the films approached before a final selection was miaxaeportrayals
and narratives of Latin American immigrataten connectnotions of whiteness and
Europeanness to Argentinean Southern Coneharactersnotions ofnaivetyand
simplicityto characterdrom indigenous communities, and notiondwaf and pleasure

to thosefrom the Caribbean regiof.hesepreconceptionsan be traced back tdeas

of raceformed during the invasion and congu®f the Americgdor which thework of
Wade 2009, 20142015 can be illuminatingAlthoughthese portrayals are natew to
the period ofthis study,research in this area coudducidate further nuances andveal
contemporary constructions of race on Spanish scra&hde not exploed in this

thesis, the researcalsofound a limited portrayal of immigrant nuclear families settled

in Spain, with onlpear Bamakadepicting a young family within the main characters.

Overall, this thesis hatetermined transformations icinematicportrayals and
narrativesof the (immigrant)otherthat articulate also changes in the way that Spain is
imaginedas a consequence of the events surrounding the financial crisisZ20Q3

The crisis heightened anxieties over globalisatmithe influenceof Spain in the

world, which in many of the selected films is expressed thranghcrease of precarity
that impacts not only the (immigrarajherbut also the wider Spanish society.
Concerns over the increased mobility of globalisatioe Bhiftedthe attention from

the illegal bordexcrossing irpaterato the flow of peoples and products for
consumption acrosgsible andnvisible bordersAgainst the threats fomented by
globaliséion, the filmsconstruct readings where supranational cooperatiod
individualsacrificefor the greater googbrovide solutionsThe financial crisis has incited
discourses of solidarity that create points of affinity based on a shared precarious
experienceThese cinematic trends contribute to redefinitions of the nation in terms of

significance and Europeanness, where the previtarkers of wealth and opportunity
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lose relevance against notions such as cooperation and conviVialitsirds the end of
Black Diamondandshortly after being givea newopportunityto play football in
Estonia, Moussa indicatésat dwe have to demondtl (G S 2 diNEvedl®INsBak i
turns out, this worths performed in the context ¢éam cooperation to improve the
skills and progress afyoung star. After the financial crigig§ Spanish filnof the other
displaysotions of worthanchored irsolidarity and cooperatiomnimagined
communitysupporting each other in their precarignda participation in the
globalisatiorprocesseshat emphasise mobilitymodernity, and supranational

belonging.
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