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ABSTRACT

MASCULINITY IN SPANISH FILM: FROM PROHIBITION TO
COMMANDED ENJOYMENT

By

Mary T. Hartson

H i linity as d in Spanish film from 1939 through the

present changed dramatically across time, initially organizing itself around prohibition

and self- iation during the di hip and later, with the onset of consumerism,
reorienting itself around desire and enjoyment. Employing psychoanalytic theory
following Todd McGowan and others, this dissertation describes the shift from a “society
of prohibition” to a “society of commanded enjoyment” elucidating how the oedipal
narrative can be used to analyze changes in the filmic representation of hegemonic forms

of masculinity. The oedipal narrative, a paradigm that has been widely cited for its

function in the reproduction of capitali ic str is eminently suited to the

analysis of masculinity as it relates to changing economic structures as seen in the

Spanish context. The oedipal father who prohibits the expression of desires and later the

"anal father of enjoy " who ina ist society does not prohibit enjoyment, but
rather actively promotes it, reflect the shift toward the rise of consumerism in Spain.

This change is ially rel in the Spanish context as a ive fascist-oriented

dictatorship gave way quite abruptly to a modern democratic consumerist society during

the transition period in the 1970s and 1980s. Early dictatorship war films, the so-called

“cine de da” exalted 1 int and sacrifice while later films represented

P

conflicts that arose as masculine figures were i ingly faced with

opportunities and pressures to buy. These p were ied by a breakd
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of sorts around the 1970 in the traditional hegemonic or dominant patriarchal male
model represented in both popular and "art film" traditions by infantilized, "perverse" and
dysfunctional sons, and absent and/or ineffectual fathers whose power was often shifted
0nto an overpowering female "madre castrante.” This breakdown represents the failure
of the oedipal father of prohibition as sons refused or were unable to take up the
traditional patriarchal role. Rather, from this period emerged a reconstruction of

“masculinities” in relation to carnal desires and consumerist opportunities in a society

that seems increasingly fragmented, plural and individualistic, as well as resistant or

reactive representations that seek to reject or disregard consumerist values. Filmic

of linity reorganize themselves in the aftermath of the dictatorship

not around prohibition but rather around desire and the pursuit of personal enjoyment

leading to a reconfiguration of the primary construction of the male identity.
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Introduction
The year is 1973. On screen José Sacristan, the "everyman" in Spanish
film of the "Transition" period, obsessively fixates on television advertisements

while filling scrapbooks with carefully cut-out ine images of beautiful

women and d He negls his wife and dalizes his long-

time work associates as he ricochets back and forth between buttoned-down,

tight-lipped busi man and free-wheeling, sexually promi super-
shopper. This popular "Third Way" film seems to belie the fact that the much
commented upon "Transition" in Spain was not so much political as it was

economic, and that its effects were not less or easily assimilated by the

individual, but were rather quite disruptive and incongruent with dominant values
of the past.
Economic changes have always been accompanied by changes in

consciousness. Karl Marx, while he could not predict what these changes would

be, drew ion to the inti ion b the two. And while humans
generally live in their historic i d in ideology and quite unaware of
the dous infl i ic forces have on their self-conception,

their identity, it is crucial to examine the effect of these forces if one is to draw

nearer to an und ding of human behavior and motivation. The twentieth
century wi d an i fc ion quite as d ic as any that came
before—the establisk of itali While it is self-evident that

such changes occur unevenly across the globe, this particular change can be said

to have occurred very in Spain around the early 1960s as a result of specific
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government policies aimed at sparking a stagnant economy along with the wide-

spread dissemination of the st hrough print and el
media in that era.

The purpose of this di ion is to ider how this change affected
and i d with ci i ions of linity from 1939, the

beginning of the Franco dictatorship, through the present. Since the concept of
hegemonic masculinity refers more to an ideal than to any particular male

individual, and since i ion has been referred to as a sort of

arena where societal change gets worked out, it is important to consider its

P ion as a way of drawing nearer to an und ding of how these
changes affect both society and the individual. While it is irrefutable that the
death of Francisco Franco, the Women's Movement, immigration, drugs,

internationalization and other forces need to be idered, it is my

that the primary struggle during the period under study is the struggle to
assimilate consumerist ideals into one's self-identity.
I have chosen to approach my subject using the primary tool of the

twentieth century for understanding the self and for explaining the reproduction of

the capitalist system—psych lytic theory. Under Franco the patriarchal

family served to duce and reinforce the hi hical

P

that ensured his power for 40 years. Within this system, the son had to reject
identification with the mother in favor of his father as a way of assuming his place
in the patriarchal hierarchy and thus share in male privilege. In a theoretical

framework posited by Freud, civilization was founded upon the idea of




prohibition and the mutual renunciation of pleasure. This is a model that can be
seen to reflect social organization in the early years of the dictatorship, but which
fails to explain changes brought about with the onset of consumerist values in
Spain. A sort of "breakdown" of this model in film in the 1970s led not to the

band of the patriarchy, but to the ad

of a new father figure—not

one that prohibited enjoyment, but rather one that d ded it. This di

traces filmic ions of this ition from the "father of prohibition" to

the "anal father of enjoyment” (to use Freud's terms) as a way of understanding

the effect that soci ic ch ifically ism, affect and are

assimilated by the male individual in Spain.
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Chapter 1: M. linity and C ism in Spanish Cinema

L Theoretical framework
Cataclysmic events in Spain such as its bloody Civil War from 1936-39, a

long di hip, the sub transition to d y, and the onset of full-

fledged consumerism in the latter half of the 20" century radically reshaped the
process of both individual and collective identity formation. My dissertation will

focus on the effect these ct have had specifically on line identity as it is

represented in Spanish film from 1939 to the present, in order to observe how the

transition that has taken place from a social order based on prohibition, as was the

early F ist di hip with its p ion of patriarchal fascist Catholic values,
to a society of "commanded enjoyment" which Todd McGowan describes as one in

which the individual is ded (th h advertising and ist

to enjoy, has refigured a centuries-old masculine ideal. He describes this shift as
"the transition from a society founded on the prohibition of enjoyment (and thus the
dissatisfaction of its subjects) to a society that ds enjoy or ji

(in which there seems to be no requisite dissatisfaction)" (2). This transition from
prohibition to consumption is observed by McGowan to be a pivotal change in
direction in the development of Western society. It has special relevance for the
study of masculinity given that one of the foundational concepts of traditional
patriarchal masculinity in the Western world dating back to Aristotle was the ability

of the h ic male to p 1 pl in favor of duty, and to master

his own desires. Consumer society is founded upon an idea that runs directly

counter to this former ptualization in that it ges the individual to
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recognize himself as lacking rather than self-sufficient, and thus in need of the thing

that could satisfy and alleviate that lack. In psych lytic terms the supereg

p to forgo p 1 pl for duty is d as the subject comes to
see his duty as the imperative to enjoy. A consumerist society has been described
as one in which "many people formulate their goals in life partly through acquiring
goods that they clearly do not need for subsistence or for traditional display. They
become enmeshed in the process of acquisition—shopping—and take some of their

identity from a procession of new items that they buy and exhibit" (Stearns vii).

This definition is ill i icularly in its ion of life goals and identity—

two fundamental factors in the conceptualization of onesself in the world—that now

orient th lves around the ion of desire.

While some consumerist tendencies have existed throughout history in
Spain as elsewhere in the world, they achieved unprecedented institutional and
social support in the latter half of the 20" century and have expanded to include the
consumption of sex as well as substances such as drugs and alcohol. The effects of

the transition from one model to the other produced di in the perf
of linity as rep d in Spanish cinema. This di led to a sense of
di inuity and finally breakdown in the previ P ion of the
h ic male—a disi ion that is especially in films of the earlier

part of the period in Spanish history that became known as the Transition. At this

time patriarchal support of h i linity from the di ship waned and

d. The period of reorganization that followed the

death of the dictator reflects not only the political reorganization as has often been
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observed, but more signifi ly the reorganization of the individual's self-

perception along with the masculine ideal under the new hegemony of consumerist

forces. The dramatic shift effected an I ization of both the individual

and society in which personal enjoyment, not the public good, was the highest ideal
with the result being a politically disinterested populace united by the common
desire for the satisfaction of consumerist desires. McGowan describes this
phenomenon in the following way: "rather than being tied together through a shared

sacrifice subjects exist side by side in their isolated encl; of enjoy (2):

Ironically, as he points out, enjoyment itself has b the new mandate, and the

injunction to enjoy ever more precludes the possibility of true enjoyment due to the
subject's constant dissatisfaction.

As masculinity will never be considered to be monolithic, the interplay

b the app ly fz ble or positive version and alternatives, often within
the same film, will reveal the insecurities and pressures that surfaced in the
maintenance of the male ideal. I consider that 'masculinity’ is an historically
relative term and, while it must be kept in mind that masculinities are always plural,
indeed infinite in practice, this study will attempt to trace tendencies and repetitions
in the performance of masculinity on screen in order to discover the hegemonic

model at work as well as the iated with the adoption and

of that model. Andrea Cornwall and Nancy Lindisfarne define the h

model as "successful ways of being a man" (3) and rightly point out the complexity
implicit in this concept which was first used systematically by R.W. Connell in his

imp work Masculinities, and which still proves a productive way to talk about
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the power relations that are so important in the formation of masculinity. Cornwall

and Lindisfarne note that the heg ic ideal is an ab ion that serves the

purposes of certain interests but that it does not actually reflect modes of behavior
of the vast majority of men:
Hegemonic masculinity is far more complex than the accounts of
essences in the masculinity books would suggest [ . .. ]. Itis rather,
a question of how particular groups of men inhabit positions of
power and wealth and how they legitimate and reproduce the social

lationships that their domi C ly the

culturally exalted form of masculinity, the hegemonic model, may
only correspond to the actual characters of a very small number of

men despite the fact that large bers of men are licit in

sustaining the hegemonic model. (19)
The relatively narrow definition of the h ic model in exi: during the

early part of the di hip reflected the ion of power in the hands of a

few and a belief in strict adherence to Catholic fascist values. The hegemonic
model becomes much more difficult to identify in films during the Transition and
afterward, but certain trends can be identified, among them are the pursuit of

P | ad and enjoy derlying goals that are seen to become

normative in the later part of the Transition through the present.
The rise of consumer culture in Spain dates back to the early 1960s when a
newly appointed government made up largely of Opus Dei "technocrats" instituted

Py P Sl g
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to tourism. These changes were directly opposed to economic policies of the

Falange and early Francoism and posed a most serious and specific challenge to the

way that linity had been rep d and lived up to that time. It is a change
that was even more marked in Spain than in other Western countries given that
fascism had been specifically linked with an anti-consumerist ethos and had
survived as a dominant ideology longer in Spain than elsewhere in Europe. Peter

Stearns comments on this correlation in Consumerism in World History: the Global

Transformation of Desire: "Basic fascist goals, h , were anti ist.
For fascist leaders, modern society had b too disunited and individualisti
C ism was a fund: | part of modern d y" and he states that in

fascist Italy and Nazi Germany "the defeat of fascism discredited the most general
effort to stem consumerism and replace it with a more military and collective
identity" (72). I contend that this change is a primary cause of the widely observed

"crisis" in Spanish masculinity in the Transition period--a crisis that is represented

lly through the victimization by one means or another of male characters in
many Spanish films as well as the of the rep ion of an abund:
of "deviant" lities. Like ism, many of the forces that had been at

work in other developed countries during the 20" century (rapid economic and
hnological devel feminism, rise in illegal drug use, immigration,
globalization etc.) arrived more abruptly in Spain in the aftermath of the

di hip and ibuted to a ive reworking of the process of masculine

identity formation.






This study is divided into four parts ding to a ch logical sep

of Spain's political history. The first encompasses the years from the establishment
of the dictatorship in 1939 through the death of Luis Carrero Blanco, designated
successor of the ailing Franco, in 1973 which marked the beginning of what was
known as the dictablanda in Spain. The following two chapters divide the so-called

Transition period into two parts: the first p those years b the

death of Carrero Blanco, and the Socialist Party victory in 1982, and the second
includes those years from 1983 through 1992, the year in which Spain established

itself as a modern E nation through the hosting of the 1992 Barcelona

Olympics and World's Fair in Seville, as well as the signing of the Maastrict Treaty
in 1992 which led to the formation of the European Economic Union. Finally, the

years from 1993 to the present will be discussed briefly in order to indicate current

trends in li P ion as these pond to and react against the
imposition of the ist model of lini
The reorganization observed in the diachronic study of linity in film

reflects a shift in societal organization from under what McGowan (citing Freud)
called the "father of prohibition" to the "anal father of enjoyment", or in Slavoj
Zizek's term "Pére jouissance" (x). Freud posited a theoretical framework in Totem

and Taboo in which he d to envision the when civilized life began.

His speculative framework was taken up by Jan Jagodzinski in his article
"Recuperating the Flaccid Phallus: The Hysteria of Post-Oedipal Masculine
Representation and the Return of the Anal Father" and was further developed by

Todd McGowan in his highly suggestive work The End of Dissatisfaction? Jacques
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Lacan and the Emerging Society of Enjoyment. The crucial concept for the

devel of my thesis Western capitalist society's ization first

around prohibition and later around the pursuit of personal enjoyment. Freud's
theory, described in Totem and Taboo, can be summarized as follows: Before the
dawn of civilization there was "a violent and jealous Father" who kept all the
females for himself and drove away his sons as they grew up. One day the brothers
who had been driven out came together, killed and devoured their father and so
made an end of the patriarchal horde. United by their guilt, they now transformed

their sense of remorse into a system of prohibitions that led to the beginnings of

cooperative communal life. As Freud states, "The patriarchal horde was replaced in
the first instance by the fraternal clan" (Totem 181). As McGowan goes on to

describe it, the "anal father of enjoyment" or the "Great Fucker" as Lacan calls him,

ded but never di d from the collective consciousness. Mutual

prohibition led to the creation of a public space where no individual would take his
pleasure, and the Oedipus complex established the orderly transfer of power and its
reproduction within the family unit. Again, in the words of Freud, "There were
fathers once again, but the social achievements of the fraternal clan had not been
abandoned; and the gulf between the new fathers of a family and the unrestricted

primal father of the horde was wide enough to guarantee the continuance of the

religious craving, the persi: of an unappeased longing for the father" (Totem
185). Furthermore, as a means of describing desire itself, McGowan further

describes the myth:







Though this prehistorical enjoyment did not exist, the idea of it
nevertheless continues to have a power over the subjects of the social
order. Having given up a part of themselves—albeit a part that did
not exist until they gave it up—these subjects insofar as they remain
in the social order are incomplete or lacking. Bound by this lack,
they imagine or fantasize an object that exists in the gap left by their
sacrifice. This object is what Lacan calls the 'objet petit a'. The
'objet a' constitutes the subject as desiring; it provides the lure that
acts as an engine for the desire of the subject and also directs the
desire in its circuit [ . . . ] It causes the subject to emerge as a
desiring subject, as the subject of desire. (16)

Whereas in a society of prohibition, public recognition is the socially accepted form

of enj isely b it involves allowing the symbol to enjoy in one's

i ”

stead, in a society of enjoyment this space is dissolved as individuals are

encouraged to enjoy at all times. Suddenly the individual is not ded but rather

berated for his failure to enjoy and the individual b involved in an i
quest for the 'objet petit a'--some object that is constantly held up as an apparent
satisfaction of the perceived lack. In global consumerism, the shift to an imperative

to enjoy b more and is ied by a radical revisioning of the

concept of duty. As McGowan describes it: "This notion of a duty to be happy
dically fc the very pt of duty, which has historically involved

limiting rather than maximizing ones happiness" (35). Thus the foundational
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conceptualization of civic life is reformulated to promote the needs and desires of
the individual over those of the collective.
In the Franco dictatorship the old model reigned--even the dictator himself

was d as a self-disciplined soldier, a hard-working father and regular

churchgoer. It was a model that was constantly upheld in the media particularly as

was seen in the early di hip "cine de da" films. Pl king was
seen to interfere with the real work of "being a man" and is observed in films of this
time to be the realm of women and weak, feminized men. Positive male models
reject self-indulgence in favor of service and self-renunciation. Later, starting

around the early 1960s, films gradually began to p ist values which

aged the individual to seek p | satisfaction and ad Jan
Jagodzinski and Todd McGowan expanded on the mythic origin of civilization to

describe this societal shift away from prohibition and shared sacrifice. For them the

daptation of ist values itated the "anal father of enjoyment" as the
organizing principle in Western society and the imperative to forgo personal
satisfaction gave way to one that demanded that the individual seek it.

Though Freud never wrote a formal account of masculinity (Connell 12),

psych lysis has been employed in various important explorations of the subject

(R.W. Connell, Anthony Easth Kaja Sil n, Jan Jagodzinsky) and serves as

a useful model given its freq: iation with the duction of the family

unit as a tool of capitalist development. Franco drew heavily on the ideological

weight of the nuclear family unit as a hanism of social ization and control.

The patriarchal father figure was held up as the unquestioned authority within each
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family and was expected to take his place within a rigidly established hierarchical
social structure that allowed no room for deviance. Employing a psychoanalytical
perspective following the work of Lacan, Silverman and Jagodzinsky, I intend to

consider how changes in the oedipal narrative, whose repetition had long ensured

patriarchal domi but whose sut ive p ial has been identified, reflect

the changing reality of line identity fc

The psych lytic model of linity has been applied specifically to
the consumerist context by Jan Jagodzinski and Todd McGowan. McGowan
expands upon Jacques Lacan's description of the fundamental symbolic lack that
forms the basis of a child's sense of his/her own identity as separate from the
mother's. Unlike Freud, Lacan focuses on entry into the symbolic law of language
as the primary castrating event (sacrificing being and oneness with the mother for
entry into the symbolic order). In the so-called "Mirror Stage" the child identifies
with an image of itself. While the female child comes to identify with the mother
(who is also seen as lacking since she does not possess the phallus or anchoring
signifier) she is more accepting of the lack. The male child however enters into a
more complicated process in which, ultimately he should identify with the father,
bearer of the transcendental phallus or symbol of power. However, since the

identity is based on the falsified equation of penis to phallus, or rather male sex

organ to symbol of power, the male individual is ly th d with
disintegration of the constructed ego and a sense of foundational lack. He seeks to

"plug the hole" of symboli ion (Silverman, Male Subjectivity 4) in a variety

of ways including fetishism and narcissism, both of which are seen to be fed by
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consumerist advertising which promises fulfillment and an escape from lack.

‘Whereas early di hip cinema p d lack as vol y self-

that actually served to raise the status of the individual, later films rep it as

imposed rather than embraced and individual subjects are forced into recognition of
lack- hing that it is und d could be avoided through the acquisition of
goods or i d enjoy
This study iders that filmic rep ions serve an ideological

facilitation to the dominant social order by providing a "mirror" image in which the
subject "recognizes" itself in what Althusser saw as a collective captation, one that
occurs on a mass as well as an individual level, and which contributes to the

constitution of society as such. The role of film in this process has been described

o

in the following way: "Films' imaginary reinfi of an illusory subjectivity
fulfills a crucial role in the working of ideology, which has as its fundamental aim

1 >

the production of a sense of cinema acts as a sort

P

ivity" (xiv). Fi

of bridge between the public and the private, "an art form that has an active and

dy ic relationship with existing models of identity" (Marsh, Nair 2), and as such

facilitates the individual's incorporation into society as a whole. Since popular as

well as artistic or critically ful films are implicated in this p both bear

study ding their line rep i Aesthetic jud; of quality are
disregarded here in favor of attention to films that were widely seen and/or are
larl ive of trends in li ion. As Nuria Triana

P » P

Toribio says of popular film: "Their value is instead diagnostic. The fact that they

were seen by so many people means that they were the main medium for those



s

e

Sty
idey

ref]



people to imagine themselves" (11). Silverman, employing an Althusserian reading
of ideological facilitation, claims that the individual does not directly inhabit either
the symbolic order or the means of production, but rather is accommodated to
his/her "reality" through an ideological facilitation or captation that takes place on

an imaginary or fantasy level: "fantasy posits a given object which is considered

(but not) capable of restoring whol to the subject” (Silverman, Male

Subjectivity 20). Itisi to observe the way in which filmic production and

serve this ph ic purp and filmic images are especially

important within the context of the society of enjoyment because they serve as the

y 1 to the individual subject: "an emphasis on the image is

symptomatic of the society of enjoy b it provides the illusion of total

enjoyment and freedom without the kind of enjoyment that might disturb the
functioning of the social structure itself" (McGowan 59). Film is the subject of this
study not because it is unique in its ability to reflect and propagate existing
ideology, but because by its nature as a corporate production it is an artifact that

reflects a collective experience, while its traditionally public consumption facilitates

its group ideological function. While individual di can ise a

4 o

over the ion of their films, the larger political and

economic issues, along with the various creative processes involved in the
production of a film are in fact part of the reality of its production and as such
reflect (more than a novel for example) the collective imagination—in creation and
consumption. Thus I agree with Hopewell that "auteur is an inadequate term and
that it is necessary to talk about Xdirector and His/her circumstances” (190). While
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1 do not reject Andrew Higson's suggestion that "the National should be used as
much at the site of consumption as at the site of production” (52), this work focuses
on films that have been produced and released in Spain and that have received
significant popular and/or critical acclaim. This is not to imply that films from
outside Spain are irrelevant to the discussion, but rather that those film projects that
are primarily produced and marketed in Spain will reflect ideological concerns both
at the point of creation as well as at the point of consumption and thus are doubly
relevant to the process of ideological interpellation. Francesc Llinas expressed this
dual ideological function: "el cine no es solo un reflejo de la sociedad, sino que, en
mayor o menor grado, forma parte de aquella, es uno de tantos elementos que
contribuyen a la dindmica social" (qtd. in Hurtado 17). Thus it reflects the

processes that contribute to its production while also ing an infl: upon its

release. Rather than seeking to achieve parity in the representation of regional or
minority masculinities, this work observes global changes in representations of

inities includi ion to the h ic models at work.

H , wh Silverman idered "perversion" ("Masochism" 23) or

non-phallic masculinities to be a way out of the oedipal patriarchy and thus a
liberation, I propose that this "liberation" was short-lived and with the ultimate
result being not a free and whole individual, but rather an individual who, though he
may have gained some freedoms (especially in the realm of sexuality) was now
subject to a demanding new master—the "anal father of enjoyment." Oscar Guasch

comments on the new sexual openness that has occurred in Spain since the fall of
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the di hip, indicating that its employ (in Fi Itian terms) is

pulated by the domi di to conform to certain dictates of society:
La nueva definicién de normalidad sexual, la nueva forma de control
social del sexo se organiza de una manera més satil. Ya no se trata
de prohibir y reprimir la actividad sexual (algo contestado por
j6venes e intelectuales). Se trata ahora de dar normas para el acceso
al placer. La actividad sexual no es prohibida: se recomienda. Pero
dentro de un orden. (Crisis 80)

Developments made by Jan Jagodzinski and Todd McGowan who linked

psychoanalytic theory to the consumer context will be especially important for the

development of my thesis. Jagodzinski notes the shift from the oedipal father to the

anal father relating it to the rise of ism, "In ds

therefore, the oedipal father is in the midst of disappearing and with him, are

disappearing the prohibitions against enjoyment [ . . . ] rather than prohibiting

enjoyment, this new father ds it, thus unleashing aggressivity in h fi
unimaginable ways" (32). The model of the "society of prohibition" as described

by Todd McGowan in The End of Dissatisfaction? is particularl iate in the

y appiop

Spanish context as the National-Catholic State headed by Franco sought to

I the individual. As prohibition gave way to commanded enjoyment, many
of the ch he d b PESETRCTINT] political apathy and the
endless pursuit of pl can be seen rep d in Spanish cinema.

Following Chris Perriam who links a star's value to a certain place and

zeitgeist (Stars and Masculinities 9) and Joseba Gabilondo (and others) who links
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the male character to a larger political and social context, I will consider that male
stars and primary male roles come to represent key movements and conflicts in the
development of a collective and an individual identity. As Gabilondo states, "The

Spanish nation and linity come culturally d at least since the 19"

century" ("Spanish Masculinity at the Verge of a Very Queer Breakdown" 4). 1
suggest that the male character’s ability to embody the nation is much older than

that and that literary characters like the Cid have served to crystallize and reinforce

llective values and national direction for centuries.

Through ion to manifestations of linity which are idered

hegemonic, as well as to contesting and diverging masculinities in widely viewed

films, I hope to d that societal shifts were ied by clear

differences in the hegemonic model, most notably in its reorganization around

consumption rather than prohibition. I will consider the effects of a harsh

di hip on the fi ion of i bjectivity and its resultant gender
"confusion," but will also explore the way that other forces, especially economical
ones, created a new sort of imaginary subject. This subject, the product of the
Transition's call for unity as well as the collective economic purpose, suffered a

new sort of psychological subjugation as the mass media imposed a strong dictate to

This date b an inable goal that leads to an intolerance
of the enjoyment of others and, "the imposition of a new kind of superego, one that
develops from the Anal Father who psychically attacks us for our very failure to
enjoy rather than for enjoyment itself as the old superego of the Name-of-the-Father

once did" (33). Manifestations of masculinity in these films as well as their




popular reception indicate how the imaginary pl of the male figure presents
an opportunity for suture or imaginary self-recognition on the part of the spectator
and thus the development of new identifications whose hegemonic norms may have
less to do with the resolution of the traditional oedipal complex and the re-
establishment of a hetero-sexual norm, and more to do with engaging in a never-
ending quest to consume.

By observing the ways in which male figures address their lack of
traditional power, as well as the ways in which they attempt to compensate, one can
observe the effects of various pressures that contribute to the creation of male

subjectivities, but also the coping mechanism that h i linity employs

to "stay on top." A "crisis" in masculinity has been observed to have occurred in

the early Transition period. This change p d alterations to the h

white male figure including a ible "feminization" that, rather than signaling a

move toward a sharing of power, may have served as an adaptational mechanism

which d further I i line domi AsMacKinnonhasnoteq,
"The softening of masculinity may have little to do with female emancipation or

empowerment. The most cynical interpretation would be that, in order for

linity to remain h ic, it must admit the feminine at certain historic
" (15). Diversity and the rep of alternatives such as homosexual,
and regional linities may appear, but generally not in such a way as

to chall the Spanish white male's domi of the ic infr
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IL. Survey of relevant fields
Masculinity studies, a now burgeoning field, had a relatively recent origin as
an outgrowth of feminist studies in the 1970s. The feminist-inspired sp hip

paradigm sparked by Laura Mulvey's imp but sub ly chall d work

on the male gaze served as the backdrop for a feminist inquiry of

spectatorship of film. She incorp d Freudi pts (for a history of Freudian
related to linity studies see Connell 2005) such as the phenomenon

of castration anxiety and voyeurism to discuss the male reception of filmic images.
Subsequent studies by Pam Cook writing about a group of 1940s melodramas noted
that female desire and female point of view are highly contradictory (1982); and
Steve Neale (1983) who explored voyeuristic and fetishistic looking in the Western

genre of men by men inued to explore these pts. Mulvey herself

continued to revise her ideas especially her 1975 equation of the male with active
agent of the gaze and the female with passive object and by 1985 was beginning to
rethink the whole notion of this dualism. Other studies from the 1970s tried to

show how masculinity was socially constructed and learned—and also how it was

to the individual (David & B 1976, Farrell 1974, Tolson 1977,
Goldberg 1976).
Important advances in the 1980s were often critical of the first wave's

to "sex role paradigms" for its relative lack of attention to the issue of

power, questioning instead the very concept of gender and the discourses of power
that ibuted to their ion. Fund: | contributions were made in the area

of masculinity as related to h ic power various scholars including

20
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Anthony Easthope in What a Man's Gotta Do: the Masculinity Myth in Popular

Culture (1986) in which he sought to problematize the supposed "universality" of
the patriarchal identity and show that masculinity itself is historically relative.
Following Freud and Lacan, Easthope discussed the causes for masculine violence,
jealousy and homophobia, linking them to a struggle that the male individual
experiences to be masculine. R.W. Connell, in his work, Gender and Power (1987),

related masculinity to questions of politics and power using the term "hegemony" to

talk about line domination. Michel F It's work on the power of
discourse within the area of gender was elaborated in his multi-volume work, The
History of Sexuality, whose first three volumes appeared before his death in 1984
and which outlined the nature of power exerted through the discourses of
psychiatry, the penal system, and medicine in the development of gender identity.
His work along with Eve Kosofsky Sedgwick's Between Men: English Literature
and Male Homosocial Desire (1985) and Judith Butler's Gender Trouble formed the
basis for the newly developing field of queer studies—a field of inquiry anticipated

by Guy H hem in his i work, H I Desire (1972).

Hi hem's rejection of the coh of "ego" or "self" and his focus on desire

itself rather than on the individual's choice of object was also explored by Deleuze
and Guattari who rejected the Oedipus complex as a tool of capitalism and posited
man as a "desiring machine" capable of "plugging in" to other such machines in a
variety of configurations.

Kosofsky Sedgwick was on the cutting edge in the development of cultural

studies, using literary criticism to question the domi di of sexuality as

21
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well as race and gender. Judith Butler's important concept of "performativity," the

idea that the repetition of stylized bodily acts or "performances" established the

app of gender, proposed that the category was neither natural nor stable, but

rather the product of an ing process of repetition. Her work was influenced by

the advent of post-structural theory and rather than accepting the idea of a fixed
gender identity, she focused on normativity and performativity in her analyses.
Mark Simpson follows Butler's lead in his work Male Impersonators: Men
Performing Masculinity (1994) in which he reports a "crisis of looking" in which
masculinity seeks to prevent the "deflation" of manliness in the face of consumer
images that commodify the male body and thus threaten the stability of the very

fraught identification with the oedipal father as "looking" becomes confused with

"looked-at: " and thus h lity. He also explores glamour and
in relation to ion anxiety.
Another imp trend in linity studies in the 1980s and early 1990s
was composed of ethnographic and sociological studies designed to gather
infc ion about linity as it functioned on a societal level. It arose partly in

response to feminist theory and aimed to collect detailed historical or ethnographic

case histories. Andrea C 11 and Nancy Lindisfarne's edited volume
Dislocating Masculinity: Comparative Ethnographies adopted an anthropological
view using the of h linity to engage in a Foucaultian
inquiry of line power iations including an exploration of camp
aesthetics.
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In Masculinities (1995) R.W. Connell continued to advance his theory of

hy y in linity and ined the significance of differences among
masculinities—a term he insisted must be seen as plural (as did Steven Neale in his
1993 volume Screening the Male), while exploring the importance of economic and
institutional structures in the construction of masculinity. Throughout the 1990s

more and more interdisciplinary work bining literary, cultural and media

studies contributed to the importance of the representation of masculinity and its
larger significance. Althusserian and Lacan-inspired paradigms that had begun to
be incorporated in the 1970s lost favor in the 1990s as performativity remained the

focus. Among these, Peter Lehman's Running Scared (1993) is noteworthy for its

probl ization of rep ions of the male body, especially the penis,
attempting to show how various art forms have worked to control representations of
the male body in order to support the patriarchy. This theme was taken up and
explored further by Toby Miller (1995, 2001) who connected the appearance of the
penis in popular culture with the commodification of the male subject, noting that
man can take the place of either subject or object of visual spectatorship.

Masculinity studies in the early 1990s returned to an emphﬁsis on the need

to question the harmful effects of linity, focusing on the durability of

masculine domination despite societal changes that would seem to soften

patriarchal models of the past. S Hatty's Masculinities, Violence and Culture

(2000) explores the idea that violence, in the service of the modern self, preserves
individuality and forestalls the possibility of fusion with the dangerous "not self."

She includes a call to replace independ with the of interd ds as

P P
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ameans to creating a more productive, less violent model of masculinity. Pierre

Bordi i the di ion of male domi in Masculine De
(2001) in which he chall the lized and timeless quality of lini
which reproduces its domi hrough the institutions that it has created.
Kenneth Macki in Repr ing Men: Mal and M linity in the Media

(2003) returns to the focus on performativity and the instability of masculinity. He
explores the use of media representations to allay fear of the loss of identity that
results in the Lacanian paradigm from the threat of the restoration of unity with the

mother’s body. He sees popular culture as a site of contest in which an apparently

o 1

d version of now rooted in i a position
of dominance. The Trouble with Men (2004) by Phil Powrie, which provides a

good overview of work that has been done on linity and film, di the

phenomenon of male hysteria (first proposed by Freud) as a sort of smokescreen
under which to seek a realignment of power that allows a modernized version of

to remain domi: And finally, R.W.Connell in his general overview

of gender theory (2002) returns to the ptof h i linity to discuss

its implicit viol and to echo Bordieu' that patriarchal power operates

hrough the routine functioning of societal institutions.

As the emphasis on the social and cultural ion of linity and
its representation in popular culture proved an especially productive area of
linity studies, L ian-inspired di including the pt of the

acceptance of lack as the price one must pay to enter the symbolic order, were the
subject of d ion. The Freudian postulation about the beginnings of
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civilization which cited the collective murder of the father of the primal horde as
the foundational moment for social life was revived by Slavoj Zizek, Jan
Jagodzinski and Todd McGowan and serves as a useful model for discussing the
relationship of prohibition and desire to masculine subject formation. Zizek

2

p onl ian psych lysis dividing reality into the symbolic, the

y and the real, hasizing the real which for him is not a meaningfully
ordered totality but rather points to that uncanny element that resists incorporation
into either the symbolic or the imaginary and thus cannot be assimilated within any
system of thought. Jagodzinski suggests that the Freudian model can be used to

discuss inity ina ist age focusing on the post-oedipal return of the

"anal father of enjoy " who ds enjoy much as the oedipal father

prohibited it. McGowan's synthesis of Freudian and Lacanian psychoanalysis
within the consumerist context attempts to explain how the return of the "anal father
of enjoyment" has influenced society and the individual in the age of global

In the Spanish context relatively little ion was paid to the subject of

masculinity before the 1990s with a few notable exceptions. Two books from the

1980s mapped out a considerable amount of terrain in the area if only through

suggestion rather than the devel ofath ical fr: rk. These are EI/

varon espaiiol a la bii da de su identidad by Lidia Falcon in 1986 and Los usos

amorosos de la posguerra by Carmen Martin Gaite in 1987. Though neither work

.1 1

purports to pr acomp ive view of linity, their very p I styles

allow the reader to ascertain a great deal about gender relations from a point of view

25



Int

the!

Dis

Ma

van

wel]

fey;

dicy,

with



in the 1980s, including commentary on those historical factors that contributed to

their creation. In other areas, eth phic studies including David Gilmore's

studies of Andalusian social life and aggression (1980, 1987) and the anthology
Dislocating Masculinity (1994), along with Stanley Brandes' Metaphors of
Masculinity: Sex and Status in Andalusian Folklore (1980), focused on elements of
masculinity in Andalusia. Few other book-length studies have been devoted to
theorizing masculinity outside of the cultural studies paradigm, with the notable
exception of Oscar Guasch whose work encompasses the definition and historical

analysis of linity studies ially as they relate to questions of

homosexuality. He draws heavily on Foucault to explore the ways in which the

various di: such as religi dicine, psychology and the current "el sexo

8l

més seguro” in the age of AIDS, have contributed to the creation of masculinities as

well as the way in which these interact politically, observing the assimilation and

lization of the gay within popular consumerist culture after the

di hip. Much of

p mporary linity studies within Spain focuses on
the issues of the reaction to the phenomenon of AIDS in the gay community and
without, that in some ways has created a new ghettoization, gender-related violence
and new legislation dating from 2005 that legalized homosexual unions.

The majority of studies on masculinity in Spain have taken a cultural studies

ipproach in that they consider various manifestations of linity in literature,
film and the media in general and thus many of these will be integrated here in a
discussion of research done in cinema. An important current in this area is the work
done on the representation of masculinity and political identity. Various scholars
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have worked in this area including Paul Julian Smith, Chris Perriam, Isolina

Ball Joseba Gabilondo. In Laws of Desire: Questions of Homosexuality in

Writing and Film, 1960-1990, Paul Julian Smith shows how lesbian and gay

identities are inseparable from historical and political questions of national and
ethnic identities. He discusses at length the way in which the films of Pedro

Almodévar appropriate popular genres and narratives such as melodrama and

for the gay imaginati For Smith, the subject is caught at a crossroads
between individual identification and cultural d ination, and therefore cannot

reject the power of the political in the formation of the individual identity.
Perriam's book Stars and Masculinities in Spanish Cinema (2003) considers the
cultural significance of some of the most important male "stars" of Spanish film

considering that they can be read as "embodying the nation" and especially that

line stars rep imp j or crisis in Spanish history.
Joseba Gabilondo, in various articles dealing with Spanish masculinity in literature
and film (1997, 1999, 2001, 2002), is important in terms of his attention to the
conflation of masculinity and political identity. He points to the representation of
the male figure in film as a site for the embodiment of issues related to nationalism,

fundamentalism, sexuality, etc. He contextualizes masculine identity as within, and

parable from, one's political identity and explores how they interact, discussing
gay culture's re-appropriation of official culture in the form of camp, as well as the

lay t ional and regional Spanist line models. Isolina

Ballesteros' 2002 article "Counted Days for the Lone Man: Decentered Masculinity
and Ideological Fatigue in E/ hombre solo (1994) by Bernardo Atxaga, and "Dias
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contados (1993) by Imanol Uribe" expl ional linity's inali

and the de-centering of the male subject to observe that the male character often

goes th ha histic test only to ah ic position in the end.

Other studies in masculinity in Spanish film include Jo Labanyi's work on

the missionary- and folkloric-themed films of the dictatorship recalling work done
in spectatorship theory as she explores the possibility of subversive misreadings of
these popular genres. Steven Marsh and Parvati Nair in their edited volume, Gender
and Spanish Cinema (2004) acknowledge cinema and masculinity studies' debt to

psychoanalytic theory as articles in their book explore various aspects of cinematic

P ions of gender including perfi gender identity related with
political identity, marginalized gender identities and the horror film. David
Garland's 1991 article, "A Ms-take in the Making? Transsexualism Post-Franco,
Post-Modern, Post-Haste" bears mentioning as well since it is a relatively early

attempt to read lism in relation to culture. He observes, as

does Guasch later on, that consumer culture serves as a "resituating,

anticarnivalizing force" in the lives of those rep d in the ds y films

he studies. Fouz-Hernandez and Perriam's article on post-Almodévar gay-themed
films continues in this vein, debating whether these "camp" films represent real
change in sexual politics or simply an attempt to cash in on Almodévar's popular

style. R ly Fouz-Hernandez and Martinez-Expésito's Live Flesh: The Male
Body in Contemporary Spanish Cinema (2007) explores the representation of the
line body in film idering it as a marked and non-neutral space for the

embodiment of political and social issues. They study films from the last three

28



decades in terms of how the bodies of male stars are represented and how these

diate the ions that different audiences obtain of Spanish

masculinity. Their analysis of the ph of "Landismo" (films p ised

by characters played by the comedic actor Alfredo Landa) as well as the success of

films by di / Santiago Segura indi anxieties experienced in the face of
social change.
Other works on Spanish cinema include the excellent (though now

somewhat limited by their date of publication) inations of critically ful

films provided by John Hopewell in Out of the Past: Spanish Cinema afier Franco
(1987) and Marsha Kinder in Blood Cinema (1993). Hopewell provides an
excellent analysis of a large number of films and includes information about their

reception while exploring the question of whether psychological dramas rep d

on film can illumi litical i Marsha Kinder makes a connection

P

between the political and the family, pointing to the importance of the

P of the i ion b family bers, and specifically the
oedipal conflict, to speak about political issues and historical events that were
repressed from open filmic representations in the Franco era. In her assessment, the

representation of violent and dysfunctional linities in Spanish film can

generally be linked to a problem with the father figure and she uses the contrast
between primitive sacrifice and modern massacre to discuss the effects of the

dictatorial "father" on Spain. H , due to the imp of the oedipal

narrative in Western culture, she suggests that marginalized or disadvantaged
groups may try to alter the myth as a means of changing the social order and the
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process of subject fc ion. The relation between the

of family

faat o o

with a ponding political subtext is also taken up by Thomas

Deveny in Cain on Screen: Contemporary Spanish Cinema (1993). He reflects on

the ion b d conflicts and social and political issues,

referring to the fraternal antagonism that has existed historically in the so-called
"two Spains" and naming it "cainismo." In his work, as in the work of Jo Labanyi,
Constructing Identity in Contemporary Spain (2002), a resurgence within artistic
mediums of unresolved conflicts of the past is observed.

A chronological approach is taken in several important works on Spanish
cinema. Spanish film under the dictatorship is the subject of various studies
including Virginia Higginbotham's Spanish Film under Franco (1988) which

discusses how Franco used film as a visual to impose a mythology of his

regime and also traces how the counter myth or "estética franquista" employed by

Carlos Saura and others served to undermine that mythology. Spanish National

Cinema (2003) by Nuria Triana-Toribio also expl the of national

cinema including both the popular and art-house cinema in her analyses. Cinema
and political and social change of the Transition is the subject of various works as

well including Manuel T do R 's Cultura de masas y cambio politico

(1999) that considers cinema as place of symbolic confrontation in which relati

of power are negotiated; Voces en la niebla (2004) by Javier Herndndez Ruiz and

Pablo Pérez Rubio which focuses on the ci ic reflection of "pactismo" or
consensus politics that existed as the country moved from dictatorship to

d ; and the collection of p dings from a confé held by the
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Asociacion Espafiola de Historiadores del Cine: El cine espafiol durante la
Transicion democratica (2005) that examine various aspects of Transition cinema.
Though artistic or critically successful films have been featured in the
majority of works done on Spanish cinema, there are several important exceptions
and the trend is shifting toward a consideration of popular cinema as the cultural
studies movement disregards "quality" as a criteria for study. Among works that
focus on popular cinema are various volumes by Terenci Moix that explore various
film icons especially from the 1940s in Spain and abroad, exploring their power to
transport and engage the Spanish viewer with the exotic "Other"; Spanish Popular

Cinema (2004) by Antonio Lazaro-Reboll and Andrew Willis which, through

popular cinema, explores the subversive p ial of dy, the infl of
consumerism and the power of film in the re-working of history; and Pantalla
Popular: El cine espafiol durante el gobierno de la derecha (1996-2003) by José
Maria Caparrés Lera who, though he proposes an analysis of popular cinema, falls
back on judgments of quality in his evaluation of these films.

Other works that focus on visual culture as a means of exploring larger social,
political and economic issues are Marsha Kinder's "The Children of Franco in the
New Spanish Cinema" (1983) that discusses the traumatizing effects of the
dictatorship on those who reached adulthood during the Franco years, and
Refiguring Spain (1997), an edited volume that continues to explore the impact the
dictatorship has had on the Spanish psyche in its aftermath; Cine vasco de ayer a
hoy (1984) by Alberto Lopez Echevarrieta; Modes of Representation in Spanish

Cinema (1998) edited by Jenaro Talens and Santos Zunzunegui; Cine (Ins)urgente

31




(X
Po

Cr

An
ind
ho
In
po:
oy

apy

act

sz

Cor

Cor,
beh
Hig



(2001) and Los "Otros” (2001) by Isolina Ballesteros; The Cinema of Spain and
Portugal (2005) edited by Alberto Mira; ;Identidades espafiolas? (2006) by
Cristina Sanchez-Conejero; Spanish Visual Culture (2006) by Paul Julian Smith,
and Spanish Cultural Studies (1995), edited by Helen Graham and Jo Labanyi.
Among these are several studies that consider the effects of consumerism on
individual subject formation. "Paleto cinema” (2002) by Nathan Richardson shows
how "escapist cinema” is complicit with the very culture it supposedly critiques as
in the so-called "paleto” or country bumpkin films which use a variety of means to
position the audience as consumers. Justin Crumbaugh in "'Spain is Different':
touring Late-Francoist Cinema with Manolo Escobar” (2002) takes a similar
approach by analyzing popular films by the actor Manolo Escobar to show how this
actor and "star" played an important role in the ideological facilitation of the
Spanish public to incipient tourism and consumerism in the late 1960s and early
1970s. And finally Cristina Moreiras Menor's Cultura Herida (2002) theorizes a
connection between democracy and consumerism in Spain, showing how the
postmodem consuming subject suffers from alienation, political apathy and the lack
of a sense of solidarity with others. She shows that pluralism in society does not
correspond to solidarity within the consumer context.

A very active area of publication in Spanish cinema concerns the
contributions of individual directors and focuses on them as the creative force
behind their films. Among the studies are Luis Bufiuel (1979) by Virginia
Higginbotham, Spanish Film Directors (1950-1985): 21 Profiles (1986) by Ronald

Schwartz, Indecent Exposures: Buituel, Saura, Erice & Almodévar (1994) by
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Gwynne Edwards, Bigas Luna: sombras de Bigas, luces de Luna (2001) by Isabel
Pisano and Luces y sombras en el cine de Imanol Uribe (2004) by Javier
Aguirresarobe. Another director who has given rise to an extensive body of critical
literature is, of course, Pedro Almodévar. Among the many monographs published
on this individual and his work are the following: Post-Franco, Postmodern (1995)
edited by Kathleen Vernon, Un canibal en Madrid (1999) by Alejandro Yarza, ,
Desire Unlimited (2000) by Paul Julian Smith, 4 Spanish Labyrinth (2001) by Mark
Allinson, Almodovar (2001) by Gwynne Edwards, Almodévar on Aimodévar (2006)
edited by Frederic Strauss, Pedro Almodovar (2006) by Marvin D'Lugo and Pedro
Almodévar (2007) by Jean-Max Mejean.

There are a number of general sources that provide an overview of Spanish
cinema and thus should be considered for their reference value. Rob Stone's
Spanish Cinema (2002) and José Enrique Monterde's Veinte aios de cine: un cine
bajo paradoja (1993) provide a basic analysis of many films relating them to the
various major movements and legislative and economic influences on the Spanish
film industry. Three other volumes that provide a detailed chronological
presentation of legislative, social and economic changes and their effect on Spanish
cinema are Escritos sobre el cine espaiiol, 1973-87 (1989) by José Hurtado and
Francisco Pic6, La produccion cinematogrdfica espafiola de la Transicion a la
democracia (1989) by Ramiro Gémez B. de Castro and E! cine espaiol: una
propuesta diddctica (1992) by Emilio Garcia Fernandez. Other encyclopedic or
general works that provide little if any film analysis, but contain basic information
about a film's production and reception in Spain are titles like Cine espafiol (1999)
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prepared by Augusto M. Torres, Cine espaiiol en cine peliculas (2002) by Miguel
Angel Barroso and Fernando Gil-Delgado, the Larousse El cine espaiiol (2003), and
De Almodébvar a Amendbar: el nuevo cine espaiiol (2005).
II1. My contribation

It is revealing that the area of masculinity studies has a relatively recent
origin—as an outgrowth of feminist studies in the 1970s—given the importance and
influence that gender relations have historically had on almost all aspects of daily
life, especially in Spain where violence of gender continues to be a problem despite
legislative equality. The "given-ness" or invisibility of masculinity that refused
interrogation as part of masculine privilege has now given way to an abundance of
suggestive studies as indicted in the previous section. While this study makes no
pretense to attempting to resolve violence of gender or any other social ill, it does
seek to add to the discussion by historicizing masculinity through an observation of
its cinematic performance within the larger political and economic context in Spain
from 1939 to the present. As Pierre Bordeau points out in his work, Masculine
Domination, "Combating these historical forces of dehistoricization must be the
most immediate objective of an enterprise of mobilization aimed at putting history
in motion again by neutralizing the mechanisms of the neutralizations of history”
(viii) and it is the purpose of this study to open discussion on a most important and
underrepresented area of investigation—the effect of consumerism on masculine
subject formation as represented in Spanish cinema. Recent theorization of a
change in the fundamental organizing principle of society—from prohibition to

commanded enjoyment—opens the way to an examination of the effect that this
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radical change has had on masculine subject formation. The relevance of this
approach is especially clear in the case of Spain in which this change occurred
abruptly and dramatically and is thus more directly observable than in other
countries such as the United States in which this change occurred more gradually.
Film itself, given its widely-theorized role in the captation and interpellation of the
viewer proves a fertile ground in which to observe this change. While
consumerism's effect on masculinity has been treated in various articles, I seek,
through this book-length study, to consider it as the central defining factor in
masculine subject formation as represented in Spanish cinema from 1939 to the
present.

This dissertation is divided into 5 chapters. The present chapter defines the
subject under study, details the methodology used to approach it, defines the scope
of the project and outlines existing scholarship in the field. Chapter two considers
cinema that appeared during the dictatorship (here defined as the period between
1939 and 1973 with the assassination of Carrero Blanco, Franco's designated
successor) especially regarding the promotion of a specific hegemonic model based
on self-sacrifice and prohibition. It also considers the ways in which this model was
undermined especially in the latter part of the dictatorship when the promotion of
consumerist values began to conflict with it. While "art-house" cinema sought to
openly treat the disjuncture caused by economic changes, popular cinema looked
for ways to reconcile traditional hegemonic masculinity with the fundamentally
antithetical consumerist values, especially by focusing on a sort of hyper-
heterosexuality that allowed self-indulgence to coincide with heterosexual virility.
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Chapter three explores the effect on masculinity of this opposition between the
traditional patriarchal model based on prohibition and hierarchy, and the
consumerist model that promoted self-indulgence and enjoyment. In the early part
of the Transition period (1973-1982) the abundant cinematic examples of "broken"
or "perverse" (considered within the context of the Oedipus complex) masculinities
reveal the incongruity of the two models as well as the pressures exerted on the
male individual in the aftermath of the death of the patriarchal father figure,
Francisco Franco. This death while not considered of utmost importance in and of
itself, does provide a convenient punctuation marking the end of the psychical reign
of the "father of prohibition,” a moment represented in film by the appearance of
masculine models that undo the patriarchy and represent the liberalization of desire
that was taking place at the time. Chapter four continues to explore the
liberalization of desire as seen in films from 1983 to 1992—a phenomenon that
came to be equated with modernity as seen in the widely promoted Almodovarian
model of fluid sexuality. Spanish cinema of this period, especially under Miré Law
funding that rewarded high-budget "artistic" literary and historical adaptations
became homogenized, reflecting consensus politics as masculinities appeared to
become softer and masculine bodies were packaged for visual consumption much as
female bodies had been in the past. The chapter ends by analyzing the eruption of
various "ghosts" of the past—unassimilated bits of Spanish history that embodied
themselves in films of the mystery and horror genres as well as those of regional
Basque cinema. Chapter five provides a brief view of several trends in the

representation of masculinity from 1993 to the present. During this period of
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heightened global consumerism cinema in Spain reflects a growing emphasis on
image over "reality” including the problematic disjuncture that occurs when one's
self-image is discontinuous with one's physical reality. Individualism increases in
importance as films focus on the hedonistic pleasure-seeking individual who
disregards the well-being of others. This trend often leads to alienation and
violence though some alternative models promoting connection with others appear
at this time as well. The representation of minority and regional masculinities
increase in frequency though characters in these films are often relegated to token
"exoticized" roles in continued subordination to white, heterosexual hegemonic

representations.
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Chapter 2: Hegemonic Masculinity under the Dictatorship

This chapter analyzes widely viewed Spanish films from the years 1939-
1973 regarding the subject positioning of masculine figures as well as their
relationship to viewers' subject formation. Among the films chosen are some which
represent the officially endorsed vision of masculinity during the Franco
dictatorship such as those from the so-called cine de cruzada treated in the first
section of this chapter, as well as others which question the hegemonic model. In
films of the early dictatorship period a clearly hegemonic model appears with little
variation—a physically strong, emotionally reserved character who shuns pleasure
in favor of service to god and country. In each film the principle male character,
usually a positive representation of the officially promoted model especially in early
dictatorship films, is of primary importance for study. However, within these same
films there appear hysterical and unstable elements of "unacceptable” masculinity
along with a variety of ways in which hegemonic models are undermined especially
in films made during the dictatorship. The role of women and children will also be
considered in terms of the way in which they interact with and facilitate the process
of masculine subject formation. Furthermore, it is important to note that a film's
ideological effect can never be reliably calculated due to differences in
identifications and assimilation practices on the part of the viewer. Hegemonic
models could be undermined by a public who, in the process of appropriation,
participated in the act of creating meaning. These "negative” models and
"unauthorized” readings will serve as an indication of the fears and pitfalls related

to accession to the hegemonic model and are especially important for understanding
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the process of masculine identity formation in Franco's dictatorship Spain. Finally,
this chapter will examine the cinematic reaction of male characters to the rise of a
consumerist society and its effect on masculine subject formation—-a theme that
predominated in the 1950s and 1960s. The shift from a society of prohibition and
self-restraint to one of consumption and self-indulgence will be considered to be of
primary importance in the crisis of masculinity that has been perceived most
notably in Spanish cinema in the 1970's.
L Cine de Cruzada: Setf-Sacrifice and Insertion into the Masculine Hierarchy
The model of the ":ociety of prohibition” as described by Todd McGowan
in The End of Dissatisfaction? is particularly appropriate in the Spanish context as
the National-Catholic State headed by Franco sought to dominate the individual.
Basing himself on Freud, who hypothesized an original mythic patricide as culture's
foundational moment, McGowan expands on the role of prohibition in society. In
Spain prohibitions were enforced by a brutal and unforgiving regime that sought
complete conformity to a hierarchical social structure allowing very little personal
freedom to the individual, and brutally punishing transgressions. This phenomenon,
coupled with economic devastation and shortages caused by the war forced the
individual to renounce personal pleasure or risk censure, imprisonment or even
death. In exchange for conformity, the individual was granted a place in the social
hierarchy. The traditional mechanism of social control in Spain, personal honor, or
"a good name," is seen in post-war films to be more important than personal
enjoyment or satisfaction. This tendency is in keeping with the requirements of a

society of prohibition as described by McGowan: "A society of prohibition requires
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all its members to sacrifice their individual, private ways of obtaining enjoyment for
the sake of the social order as a whole. That is to say, one receives an identity from
society in exchange for one's immediate access to enjoyment, which one must give
up” (3). This social identity and public recognition were available, however, only
to male individuals who adopted a normative, heterosexual subject positioning
which ensured participation in the social hierarchy. This subject positioning
centered itself on the transcendental phallus as the anchoring signifier, and equated
it with the penis, establishing patriarchal dominance in which "deviance" was
punished through ostracism from the public sphere. The war films described in this
section illustrate a connection between the renunciation of pleasure and the
insertion of the individual into a patriarchal social hierarchy—the greater the
renunciation, the more highly esteemed is the individual. In each of these films,
one or more of the characters struggle with this insertion, and the repetition of the
theme reveals the unstable and performative nature of the masculine heterosexual
subject positioning.

Franco's immediate concerns after fighting an economically and spiritually
exhausting civil war, were to legitimize his rebellion (Trenzado Romero 56), to
achieve consensus among the populace and to ensure that the military hierarchical
social structure, with himself clearly at the fore, would be accepted and maintained.
Though it has been pointed out that the Francoist State never had an
unproblematically clear nor coherent plan for the surveillance and reeducation of its
citizenry (Lézaro Reboll 40), there was a definite recognition of the ideological

power of cinema by Franco, and José Maria Caparrés Lera asserts: "la verdad es
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que si existia un cine politico: las famosas peliculas histéricas, por ejemplo, jugaban
al desplazamiento temporal, esforzindose en hallar en el pasado circunstancias
similares en su ejemplaridad a las que en ese momento se vivia en Espafia" (31).
Franco's regime attempted to exploit cinema for its purposes starting with a
censorship effort even before the end of the war, and developing into a full-fledged
national cinema in the 1940s (Triana-Toribio 17). Though generally the state did
not directly produce its own cinema after the war, it controlled and directed
cinematic production with clear ideological goals through a system of censorship
and subsidies. As Trenzado Romero notes:
no sorprende que en poco més de un lustro el muy desregulado cine
espafiol pasase a estar sometido a una férrea censura (1937), inserto
en un sistema proteccionista altamente arbitrario (1941), sometido en
todos sus aspectos laborales y crediticios al sindicato Gnico (1942) y
con la cinematografia informativa obligatoria monopolizada por el
Nuevo Estado (1943). Por este motivo, podemos afirmar—en contra
de la historiografia conservadora de Méndez-Leite y otros—que la
implantacién de un sistema de proteccion a la cinematografia
obedecié més a una estrategia comunicativa global de control que a
un verdadero interés por la creacién de un tejido industrial s6lido.
(134)
The Franco dictatorship recognized that the control of dangerous ideas, and the
promotion of desirable values could be obtained by controlling and directing the

cinema.

41



mas

bor:

mar

Cre4




Franco himself penned a glorified autobiography under the pseudonym
"Jaime de Andrade” which was then given to the director Luis Saenz de Heredia, a
nephew of the former dictator Miguel Primo de Rivera who came to be a "primary
exponent of cine cruzada” (Stone 28) to be released in 1941 as Raza. The crusade
cinema films produced in the years following the conflict in Spain (Higginbotham
19), which includes the four films discussed in this section, were considered the
most important vehicle for the dissemination of the Falange's extreme nationalism
in the early 1940s. Indeed, as Mark Simpson suggests, the war film is specifically
concerned with masculinity: "The war film is perhaps the richest of all texts of
masculinity. Escape from the feminine, bloody initiation into manhood, male
bonding: these are all themes which the traditional war film employs. In a sense,
the war/military film is hardly ever about anything other than what it means to be a
man and how to become one" (212). A manifesto that appeared in the newly
created Falangist film journal Primer Plano makes explicit the connection between
the aggressive masculinity represented in these films and Spanishness:
Not a metre more . . . to try and give us melodrama in a lamentable
exploitation of tenderness. [ . . . ] We want instead a cinema that
exalts the deeds and actions of those who fought and gave their lives
for the mission and the greatness of their Patria with a spirit and an
outlook on life fundamentally Hispanic. (Anon. 1940 n.p. qtd. in
Triana Toribio 44)
This cinema contributes to the idea of a revaluation of violence as creative and

purifying through the celebration of militarism and martial values (Triana-Toribio
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46). As one of only three films in which the State intervened directly in its
production (along with Alba de América and Franco, ese hombre) (Trenzado
Romero 136) Raza may be considered emblematic of the ideology of the regime in
its early years. By observing the positioning of masculine characters as well as the
interpellated masculine viewer of this and other films of crusade cinema such as Sin
novedad en el alcdzar (1940), Harka (1941) and Los ultimos de Filipinas (1945),
we can observe how an ethos of self-sacrifice was solidified as power was
centralized in the hands of the State and the Church. The good subject was seen
not only to accept, but to embrace prohibition, receiving a sort of super-ego
satisfaction that resembles masochism. Each of these films uses history as the basis
for a non-historical elaboration of the themes of brotherhood, tradition, crusade,
obedience, self-sacrifice and a sort of transcendent experience of masculinity that,
even as it finds itself subservient to higher powers, draws the assurance that within
the rigid hierarchy in which it is placed, it will be recognized and respected. Each
film also contains negative male figures, characters that are shown to be undesirable
as role models and who fail to triumph, and are thus exposed as clearly inferior to
the positive models that embody those values considered important by the State.

Obviously these films from the postwar period did not introduce the values
mentioned into Spanish consciousness but, like their recycling of history, recycled
older ideas such as servitude, obedience to the Catholic Church, the virtue of
suffering and male dominance over women since Franco encouraged machismo as
well as political and national chauvinism (Hopewell 31). The repetition and

elevation of these values within widely viewed films, as well as the exclusion of
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other points of view served to promote a certain vision of manhood. Virginia
Higginbotham draws on Barthes' conception of myth in her groundbreaking work
on Spanish cinema during the dictatorship, to point out that:

History transformed into myth becomes distorted and duplicitous in

order to serve not fact or authenticity, or even the demands of the

box office, but an intention. Franco's intention, of course, was to

force acceptance of his military dictatorship, and he used film as a

visual language to impose the mythology of his regime. (x)
And while his ideas were not new they served an ideological purpose such as that
described by Alan Williams in Film and Nationalism; "If [films] cannot by
themselves mobilize nations and give them a new direction, they can, apparently,
reflect and keep in circulation values and behaviors associated with a particular
nation" (8). By keeping in circulation a particular vision of masculinity, these films
propagated a hegemonic model that excluded contesting representations and
attempted to cement the male into a role within a strictly hierarchical model in
which any satisfaction the subject was allowed to experience was to come from
self-abnegation and identification of the self with society as a whole.

The epic model represented in these films provides an exalted framework in

which to stage masculinity's functioning against a tumultuous wartime backdrop. A
mythic and timeless basis is established in each of these films either by portraying
or making reference to Spanish wars of the past, or by staging the action in remote,
exotic locations as if to recall Spain's "glorious” colonial past. In Raza it is through
reference to the Almogévares, in Los ultimos de Filipinas it is the struggle at a



remote outpost in the Philippine islands, and in Harka through the exotic dress and
backdrop of the Moroccan desert. This geographical and historical remove acts to
limit the possibility of initiating any sort of divisive debate related to present reality,
but also provides a sense of inevitability in the implication that the Nationalist
triumph over the Republican State is the logical outcome of a universal history. As
Benedict Anderson states, "it is the magic of nationalism to turn chance into
destiny” (12). The film presents "ideals" and "values" which have largely been in
circulation in Spain for hundreds of years, played out here in stilted and
exaggerated situations. In this way, masculinity is not created anew, but rather,
those influences and widely circulating characteristics that served the early
dictatorship's need for social order and obedience are brought to the fore. By using
the word "crusade” to describe this cinema, a connection is made to the "holy" wars
of the past against the non-Christian "infidel" which were supposedly won through
divine support. The frequent allusions to a divine authority in these films serve to
support the idea that, in challenging a democratically elected state, the rebels were
answering to a higher power and therefore cannot be questioned, nor do they need
to justify themselves before earthly judges.

Through a process of "remembering" a glorious and continuous past which
culminates in the present moment, as well as a "forgetting" of those details and
events that detract from the meaning of the fascistically unambiguous message,
these films act to create a context which has been described by Benedict Anderson
as being necessary for a profound change in consciousness: "All profound changes

in consciousness, by their very nature, bring with them characteristic amnesias. Out
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of such oblivions, in special historical circumstances, spring narratives, because it
cannot be remembered it must be narrated” (204). Joseba Gabilondo has also noted
this tendency: "Renan ya apuntaba en el XIX la importancia del olvido en la
construccion de las naciones: 'Olvidar y—me atreveria a decir--malinterpretar la
historia de uno son factores esenciales en la construccién de una nacién'™
("Histéricos con casta”" 123). These films narrate the meaning of "Spain" and
"Spanishness" through a manipulation of the male character who, wearing the
uniform that represents his country, metonymically speaks and acts as a
representative of the whole and for the greater good of the nation rather than for
himself or any individual. His actions do not respond to his immediate needs or
desires, but rather are embedded in a larger context and seem to exist on a higher
plane where personal sacrifice is the maximum value.

In these military films, the hierarchical organization of society is strongly
emphasized. In Raza, the family mimics the military hierarchy and reinforces this
structure as the basis for all human relations. It is a structurally simple film, with a
linear narrative, few principal characters, continuous action and a thematic unity, all
of which make it accessible to the viewer and limit the possibility of "mis-readings”
by the public. The viewer is sutured into a stable identity within the hierarchy
through a process of identification motivated by an avoidance of "castration" which
is relieved through the traditional shot/reverse-shot sequence. Raza employs a
number of characteristics which facilitate suture on the part of the viewer and thus
contribute to the acceptance of values represented in it. As the falsification of the

"I" is necessary in order to solidify the ideological position of the spectator, the



spectator needs to understand and feel familiar with the events represented on the
screen. In this case the patriarchal family stands in as the easily recognizable
socializing unit. The value of recognition in the process of learning an ideological
position has been explained by Bill Nichols in Ideology and the Image:
"Recognition of the familiar in the realist image . . . belongs to this pattern of
confirmation . . . All the viewer need do is fall into place as subject, an easy step
yielding the pleasure of recognition as identity is once again confirmed" (38). The
simplicity of the realistic style of Raza coupled with the representation of the
nuclear family allows the viewer to enter smoothly into an identification with this
well-known hierarchy—an identification more universally acceptable than the
military one. The essential point, that of identifying oneself within a hierarchical
structure, with the self-sacrificing male patriarchal military figure as dominant, has
been accomplished. It is important to note that the dominant male, the Churruca
patriarch and later his sons, are not seen to sacrifice themselves for those beneath
him, but rather for an even greater entity--the patria.

The play of subservient gazes within the film reinforces this hierarchical
arrangement, with servants looking to the mother, the mother and children looking
to the peatriarch, or, in his absence at some point in the distance, and the patriarch
looking off with his gaze elevated as if seeing some vision in the heavens, as he
speaks about duty, responsibility and sacrifice. Figures within the film may be seen
to look directly at their inferiors (the mother to the servant or children, the male
child to the female, the father to his children, etc.) but this primarily occurs when
the dominant figure is engaged in teaching his/her inferiors. The actual physical
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placement of characters within the scene reinforces this hierarchy, with dominant
figures being either taller or placed in a higher or more central position than their
inferiors. This is of special interest in two early scenes in Raza which establish the
hierarchical importance of the sons. In the first of these, the young Pedro races
around the table trying to catch his sister. Their mother, Isabel, interrupts the
dispute and brings order, disciplining Pedro (the child Isabel leaves the scene
immediately, indicating that she is of no importance, not even worthy of her
mother's attempts at discipline). Pedro, who will be seen to be morally inferior to
his brother Luis, is placed at a normal child's height next to his mother and is forced
to look up at her as she speaks. This contrasts with the following scene in which an
excited Luis calls to his mother from the top of the stairs with the news that their
father will soon return home on leave. Isabel climbs the stairs towards him, but
stops short of the top thus causing Luis to appear taller than she and therefore
physically dominant and of superior importance. Although the mother is shown as
a primary figure within the nuclear family, she is not seen to have any existence of
her own, but rather reflects exactly the being of her husband. She mouths the
patriarchal discourse repeating and upholding his opinions and is seen as nothing
more than an extension of her husband and the social order he represents.

Female figures in Sin novedad en el alcdzar serve a similar purpose. The
film, though made by an Italian director, has been called "the prototype of the
Spanish Civil War Epic" (Higginbotham 18) and was inspired by events that
supposedly took place in Toledo in the days following the outbreak of the Civil

War. Colonel José Moscardé and a group of nationalist soldiers, on hearing news
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of the coup d'etat, seized the military academy in Toledo and took possession of the
weapons stored there in order to keep them from falling into Republican hands. In
order to protect their families from any possible reprisals, the women and children
were moved to occupy the cellars of the alcdzar and stayed there during the siege
that then took place. The film's action revolves around the captain, whose
protagonism and exemplary behavior mark him as the positive male model in the
film. He is universally admired by the soldiers, his soldier's fiancé Conchita, and
her friend Carmen who quickly falls in love with him. Although granted a degree
of independence and agency in early scenes, Carmen comes to realize that it is
through submission to the military project, as a nurse in the infirmary, that she will
achieve happiness and fulfillment. She is ever subject (and happily so) to her true
love, the captain, a man universally praised by his subordinates. Another soldier,
physically somewhat unattractive and of lesser rank, who attempts to serve her and
satisfy her whims, bringing her a softer pillow, etc., is shown to be a defective male.
He is weak, thin, bespectacled, disrespected and, finally, rejected as a suitor. On
the other hand, the captain who refuses to consider the demands of the woman, and
is seen as serving a higher purpose, once again the patria, becomes the focal point
for the attention of others within the film, including being the object of the gaze of
his inferiors. In one scene, the besieged receive word that the nationalist troops
have won an important military victory and are advancing on the alcdzar. Those
within rejoice and break into patriotic song along with shouts of "Viva Espafia.”
The captain is seen from a low angle shot singing energetically with his gaze fixed

on some invisible point in the distance. A cut to Carmen's face reveals that she is
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singing as well while staring at her beloved with a similarly transfixed expression
thus establishing her submission to him. Another rejected suitor-Who will later be
shot due to his carelessness—is shown to be looking at Carmen rather than keeping
his eyes on the higher goal as does the captain. He is also portrayed as an inferior
sort of male who does not keep his sense of duty in the forefront and is therefore not
"worthy" of marrying Carmen. On his deathbed he seems to recognize his own
failure and urges the captain to claim what he was unable to—Carmen's hand in
marriage, demonstrating his submission as well as woman's status as an object to be
exchanged among men--an identifying characteristic of a patriarchal society

And again in this film a highly stratified hierarchy is conveyed not only by
rank, but by gaze. Superiors are respectful of their inferiors, but allow no personal
consideration to interfere with the observance of the functioning of their rank. The
captain not only refuses to accommodate an attractive woman by looking for a
pillow as the "defective” male did, he requisitions her bed for the infirmary without
the least consideration of her feelings. Later, in an exaggerated show of dedication
to the larger cause, the general sacrifices his own son. He receives a call from the
chief officer of the militia, an overweight, unkempt, apparently ill-mannered leader
of the "obviously" treacherous and unworthy opposition, demanding that they
surrender in exchange for the life of the general's son. The general immediately
decides to sacrifice his son telling him "muere como un patriota." The son, with
extreme calm and submission to the will of his father and military superior says,
"Si, lo hare, papa” as he raises his eyes to heaven and stoically renounces his own

existence for the greater good of the patria. This eye-raising gaze is used
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repeatedly within these films as a way of indicating that the character is responding
to a higher or divine call or purpose. José Colmeiro refers to this "mirada
arrebatada"” in the context of another important early dictatorship film, Alba de
Ameérica (1951), indicating that it denotes the dream of a mystical-imperial sense of
destiny ("El suefio transatlantico” 83). Those characters exercising this gaze
remove themselves from earthly reasons or justice and are seen as exempt from it.
It is easy to imagine why this gaze and the reason behind it were favored by Franco,
who had only very recently rebelled against a legally elected government in order to
install himself as dictator and "Caudillo de Espafia por la gracia de Dios," and who
now wished to be seen as legitimated by a higher power.

Identification with the opposition to the nationalist troops is prevented in
various ways. The vast majority of the action takes place in the nationalist
environment within the alcdzar. The opposition forces are seen in battle to be
distant, unorganized and unattractive. When they appear in the shot of the
sequestered son, the soldiers again seem an ill-behaved rabble, drinking, smoking
and laughing callously. The camera does not dwell on them as individuals, but
rather presents a general shot of their headquarters without entering in to engage in
the shot/reverse-shot sequences that have been indicated to be productive in the
process of suturing the viewer into a subject position. In this way the model of
masculinity that is represented by opposition to the nationalist cause is rejected as
an option for viewer identification. Real political motives are never attributed to

either side, but rather a development of the positive subject identification with the
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stoic and self-sacrificing nationalists and the prevention of any with the apparently
self-indulgent, chaotic opposition troops is achieved.

Likewise, in Los ultimos de Filipinas, shot several years later, there is an
attempt to effect an identification with the heroic Spanish troops while maintaining
a distance from any contact with the enemy. The "Tagalogs" who appear only
rarely are seen in battle scenes to descend like a horde—without organization or
bravery and except for Tala, a Philippino woman who falls in love with a Spanish
man, are never considered as individuals nor even feeling human beings. Colmeiro
interprets this representation as a: "vista orientalista que representa negativamente a
los filipinos (como traidores, indignos de confianza, sediciosos, crueles) y que
afirma la implicita superioridad moral y cultural espafiola” ("Nostalgia colonial”
300). Tala herself serves as the ultimate representation of the "Other" and foil to
the Spanish troops. She is doubly marked as a woman and as a foreigner and her
metonymic relationship with the Philippinos further feminizes them. In contrast the
viewer observes the Spanish soldiers receiving mail, experiencing camaraderie and
love, laughing, and expressing emotions—-allowing an identification to take place.
This identification places the viewers (like the soldiers) in a position as servants to a
higher cause which is heroically defended without consideration for individual
needs which have been sublimated in those of their nation. It is interesting that in
the second half of this film, while hierarchical authority is still respected, it is the
authority of a dead figure-head, the captain who has been killed in battle. As the
highest ranked living officer, the lieutenant is ostensibly the leader after the

captain's death, but throughout the latter part of the film he can be seen "consulting"
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at the graveside of his deceased superior. The clear hierarchical demarcation
between the captain and the soldiers does not exist between the lieutenant and his
men. Though he is obviously respected as the leader, the soldiers do not snap to
attention when he enters a room as they did with the captain. He speaks with them
in a natural way and can even be seen in one moment delivering refreshments to an
on-duty soldier during their Christmas party. As in Raza, here the death of the
actual father figure is not seen to interfere or alter the workings of the hierarchical
machine. Quite to the contrary, in passing from a real, living male figure to a dead
patriarch, the patriarchal father's power is increased. He becomes omnipresent in
memor&ascanbeseeninthevoice—overoccmrencesofthefatherﬁgureinboth
Raza and Los ultimos de Filipinas. His voice transcends the individual and exists in
the atmosphere as eternal and infallible. Among survivors, a shift in emphasis can
be perceived from the hierarchical structure and a focus on "father" as in Sin
novedad en el alcdzar and the earlier part of Raza, to an emphasis on brotherhood
and a sense of comraderie among self-denying equals in the second half of Raza
and in the later film, Los wltimos de Filipinas. It is exactly this movement that
Freud considered to be foundational for the establishment of culture in which a
social order was established based on mutual renunciation.

The renunciation of one's own pleasure for the sake of a greater cause is a
dominant theme in the films pertaining to crusade cinema. Sacrifice is clearly
shown to be superior to the pursuit of pleasure, and reckless or extreme self-
sacrifice is the highest of male virtues. In Raza the "bad" brother Pedro not only

supports the Republican side, he is portrayed as a sensualist, more interested in his

53



OWn

ina

mot;

the

lony
imy
nt

it

ale
fen

o

ben
)

the




own personal advancement than any political purpose. His inferiority is represented
in a scene where, outfitted in a dress-like silk smoking jacket, he approaches his
mother to ask for his inheritance. The superior brother, José, is seen in military
dress, by his mother’s side and asking for nothing. A connection is made between
the feminized brother and the pursuit of self-gratification—something that is clearly
renounced by the end when Pedro realizes his error, dons a military uniform and
sacrifices his own life for the patria. Their brother-in-law, who shows weakness in
longing for home and his family, also comes to the realization that service is more
important than his personal gratification. Self-sacrifice reaches heroic proportions
in the film when José is arrested for espionage. In court about to be exonerated, he
interrupts proceedings to declare his own guilt thus sacrificing his life before the
inevitable punishment of the firing squad. As mentioned, in Sin novedad en el
alcazar self-indulgence is seen to be a weakness and is clearly connected with the
feminine. It is Carmen who seeks comfort and only weak and inferior men who
would try to please her (and thus win her favor). Those dominant male figures in
the film—the general and the captain--are shown to completely disregard their own
benefit for the sake of the patria—the general in sacrificing his own son, and the
captain in ignoring the desires of a beautiful woman and thus, apparently, foregoing
the possibility of gaining access to her sexually.

Another film from the period, Harka (1941), also clearly connects self-
indulgence with the woman and represents her as something to be avoided; the
film's misogynistic representations of women have been described as "dismissive,

castration-anxiety trivializations" (Evans 218). In this film an officer stationed in



the Spanish controlled Morocco longs for the comfort of home and the woman he
loves. He discusses this longing with his superior officer who is seen as a sort of
super-man who lives to serve. When asked if he ever needs a bit of human warmth,
the captain stands up, arrogantly grabs a woman from her dance partner and dances
with her himself: "El mensaje, explicito y tajante, se emite sin vacilaciones: la
mujer no tiene sino la categoria de objeto, y como tal, se toma o se deja, se trafica
con ella, con o sin contrato matrimonial" (Gémez 576). Through the captain's
actions it is implied that if he does need such warmth from time to time he simply
takes it without getting emotionally involved since he has dedicated himself to the
needs of his country. His attitude reveals the patriarchal moral double standard
whereby prostitution was tacitly approved of during the dictatorship while women
who participated in it were condemned. The officer leaves the desert for home and
in a series of juxtaposed scenes can be shown dancing, dining and enjoying the
pleasures of Madrid and his wife, while the campaign in Africa is being fought
without him. He finally repents of his lapse into self-indulgence and at the end of
the film can be seen, back in Africa, training troops for service.  Finally, in Los
ultimos de Filipinas we see this tendency toward self-sacrifice reach almost
ludicrous proportions. The besieged soldiers obstinately refuse to accept that the
war is over even after they are presented with a considerable amount of evidence to
support this conclusion. Led by the lieutenant who is now the highest-ranking
officer, they seem to happily remain at this far-flung outpost, singing and going
about their duties uncomplainingly. When the opposing Philippine forces offer

them the possibility of re-supplying their position with food and other necessities,
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they reply by refusing any assistance, actually sending a bottle of Sherry and some
cigars to their enemies. It is a sort of grand gesture that seems the essence of the
"gran caballero” or Spanish gentleman of the past--the ideal man will not only
serve, but will happily go without, thus proving his superiority to others. Again
woman can be seen as a threat to this ideal as the love-struck Juan seems more
dominated by his feelings for Tala than he is for the patria. He clearly disobeys
orders on a couple of occasions and when he does offer himself for heroic duty, it is
more for her sake than for Spain's.

In exchange for self-sacrifice, the male figures in these films gain in
recognition—-among their peers certainly, but also in the world. In Los @ltimos de
Filipinas, the licutenant who has led his men in their futile resistance, foregoing any
sort of material comforts for the sake of duty—even a duty that seems foolhardy and
excessive as his has turned out to be in light of Spain's official surrender, is afforded
the status of hero in the final scene. A long take on his stern face and fixed gaze as
he marches in retreat among ranks of the enemy standing at attention, is
superimposed by shots of newspaper headlines lauding his resistance, as well as a
shot of an applauding crowd and a voice-over proclaiming his status as "héroe en
Espafia." He is a hero not because he has achieved victory, but because he has
(recklessly and obstinately, it can easily be argued) sacrificed himself and his troops
"for the patria."

But while the soldiers depicted in these films are seen resisting the self-

indulgence of a love relationship with a woman, a high level of intimacy between
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men is characteristic. Anthony Easthope, commenting on The Deer Hunter
observes:
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