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Spanish Film Policies and Gender

This book provides a comprehensive cultural and historical account of the key film policies put into place by the Spanish state between 1980 and 2010 through a gendered lens, framing these policies within the wider context of European film legislation.

Departing from the belief that there is no such thing as an objective and value-neutral approach to policy analysis because our society is organised around gender, this volume builds upon Pierre Bourdieu's theory of field to propose that film policies do not emerge in a vacuum because they respond to different demands from those agents involved in the field of the Spanish cinema. By so doing, it critically assesses how these policies have come into being, by whom, in response to what interests, how they have shaped the Spanish film industry, and how far and in what ways they have tackled gender inequality in the Spanish film industry.

This book will be of great interest to scholars and students of Spanish cinema, gender studies, film industry studies, film policy, and feminist film studies.

Jara Fernández Meneses is a lecturer in film studies at the University of Southampton, UK, where she teaches international film industry and film policy studies at undergraduate, postgraduate (taught) and PhD levels. Her research focuses on film policy, film industry and contemporary European cinema. Within this framework, she has published several articles in peer-reviewed journals and several chapters in edited books. She conducts her current research in two international research groups: TECMERIN (UC3M) and DeVisiones (UAM).
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Aims and objectives

Film policies have been essential to support the Spanish film industry since its inception due to its weak nature. Firstly, like most of the European film industries, the Spanish film industry suffers from the competence of Hollywood films and the major presence of the American majors’ branches in the distribution sector. Secondly, the Spanish production sector is heavily reliant on public funding – this dependence has nonetheless been decreasing consistently since the 1980s to the present day with the involvement of the public and private television companies in the 2000s and the streaming platforms from 2015 onwards in film production, but public funding is still fundamental for the production of independent cinema in Spain. However, we need to bear in mind that the involvement of both televisions and streaming platforms in film production did not grow out of their good willing: it was imposed by law. Consequently, the study of the film policies is fundamental to understanding how the Spanish film industry is regulated and how it operates.

In a similar fashion, when it comes to gender inequality, the Spanish film industry is not running behind the international film industry (Liddy 2020, 1–18). In 2022 – last year with available data – 37% of film professionals were women in the Spanish film industry, against 63% of men. Looking closer to these numbers, we can observe how these roles are gendered because they are organised following traditional stereotypes of what type of work is deemed to be more suitable for women in the film industry.1 Women have a major presence in the following departments: costume and wardrobe (80% women–20% men), makeup and hairdressing (73% women–27% men), artistic direction (63% women–37% men) and production management (55% women–45% men) (Cuenca Suárez 2023, 7–9). When it comes to either above-the-line roles or below-the-line technical roles, the presence of women decreases substantially: cinematography has 81% men and 19% women, scriptwriting has 28% women and 72% men, and direction has 24% women and 76% men.2 How can this structural gender inequality be explained? I do not claim to have a definite answer, neither that I can fairly assess the multiple factors that explain it in this monograph. However, I argue that the film policies enacted between 1980 and 2010 are a key factor in explaining the sustaining gender inequality that structures the Spanish film industry, be it because film legislation does not address gender inequality or because when it has done it – as late as 2007 through the Law 55/2007 – the outcomes have not been as expected, as we will see in Chapter 4. Further research can delve deeper into the myriad of reasons that account for the gender imbalance that characterises the Spanish film industry.

This book is grounded in the idea that androcentric bias should be purged from film policy analysis, understanding androcentrism as the belief:


that assumptions, concepts, beliefs, arguments, theories, methods, laws, policies, and institutions may all be ‘gendered’ [even those] that are officially ‘gender-blind’, ‘gender-neutral’ or ‘equal opportunity’ if [they] make it more difficult for women than for men to achieve the same outcome by following the same procedures.

(Hawkesworth 1994, 105)



Consequently, this book departs from the belief that there is no such thing as an objective and value-neutral approach to policy analysis because our society is organised around gender, as it will be explained in detail in Chapter 1. This is the first book that provides a comprehensive historical and cultural account of the key film policies put into place by the Spanish state between 1980 and 2010 through a gendered lens by critically assessing how these policies have come into being, by whom, in response to what interests, and whether they have advanced gender equality in the Spanish film industry and, if so, how far and in what ways. The lack of scholarship on this subject demonstrates that women's film studies is still a field in which plenty of work needs to be done.

As Patrice Petro has argued:


the project of reconstituting film history from a feminist perspective is not merely a matter of making visible the invisible. It also involves submitting regimes of visibility to a general critique of objectivity and subjectivity in the writing of film history and rethinking critical methods and theoretical procedures in contemporary film theory.

(Pietro 2002, 32)



Following Petro, this book makes visible the invisible by bringing into light those women who had been working in above- and below-the-line roles between 1980 and 2010. These terms are used in this book as follows: above-the-line refers to those professions deemed to be the senior creative roles – director, executive producer/producer and scriptwriter. “Deemed to be” is used intentionally here; as many scholars before me, I do not agree with the traditional division of labour in the film industry which argues that artistic decisions are only made at the top of the hierarchical pyramid. Regarding below-the-line roles, the term refers to craft/technical labour. The informed reader will find well-known names such as the directors Pilar Miró, Josefina Molina or Isabel Coixet. However, he/she also will find the names of those lesser known directors, producers and scriptwriters who do not usually make it to the canon of Spanish cinema but who have indeed played a fundamental part in creating and developing what has come to be known as contemporary Spanish cinema. Regarding the roles below-the-line, I must acknowledge here the limitations of this research, limitations that will be detailed in the next section and that are closely related to the scarcity and inconsistency of the data available by the Spanish Film Institute (ICAA), the public funding body in charge of the film policies in Spain, about the artistic and technical crews that work in each Spanish film produced. Due to this scarcity and inconsistency, I have had to rely on the International Movie Data Base (IMDB), where the limitations and dispersion of data are even bigger. Therefore, for the sake of clarity and consistency in how data has been processed and how information has been presented, the reader will find percentages of the women working in below-the-line roles, but I have not been able to provide a systematic naming of these women. This endeavour is due to further research. This point is closely related with Petro's assertion that assessing film history from a feminist perspective involves questioning traditional regimes of objectivity and subjectivity. By acknowledging its own limitations, this research does not make any claim of historical objectivity or historical truth: I am well aware that the history that I trace and the conclusions that I have drawn are dependent on the data I have had access to. Consequently, both history and conclusions are fragmented, as the data they are based on is, and I have no doubt that they could be challenged and rewritten if/when new data comes available. I hope they will. Finally, this research has been approached from a cultural and an historical perspective, not from a theoretical one, so I have no intentions of subverting current film theory. I leave it to the film theorists, but, as I explain in Chapter 1, I do propose a new theoretical framework from which to approach the study of film policies – Pierre Bourdieu's theory of field – that I hope will open further lines of research.

As with many other studies that assess the role that women have had in cinema historically, this book confronts a range of methodological questions about how to research women's film history (Gledhill and Knight 2015, 2). These issues are addressed in the next section.



Methodological issues

As Shelley Cobb and Natalie Wreyford have already argued building upon Ann Oakley (1999), feminist research has traditionally leaned towards qualitative methods, such as interviews, to ensure that the experiences of women and other oppressed social groups are heard. However, when researching specific industrial contexts where there is gender inequality, hearing from members of the minority group only includes the experiences of those who have managed to be part of that labour market, but it does not tell us about the women who are not able to be part of that profession and the scale of their exclusion (Cobb and Wreyford 2017, 107–108). Even more, as Jacqueline Scott further argues, “quantitative approaches are essential to examine the processes of selection and exclusion that reflect and create gender inequalities” (Scott 2010, 223). The strength of quantitative research, Scott claims, is that it allows the understanding of patterns (Scott 2010, 224). Consequently, in order to have a broader view on how structural gender inequality operates, we need to resort to quantitative data; as Cobb and Wreyford have succinctly put it: “through quantitative methods the missing women, whilst still not heard, can at least be made visible by their astonishing absence” (Cobb and Wreyford 2017, 108).3 As the reader will see, this book makes a systematic use of statistics to make visible the gender imbalance that has dominated the Spanish film industry between 1980 and 2010.

However, numbers never tell the complete story. Since the main interests of this book are to critically assess (1) whether Spanish film policies have contributed to gender equality in the film industry and (2) how Spanish film policies have come into being, a cultural studies approach is also used in this book. Consequently, I also rely on traditional materials of film history – archival research – and on qualitative methods – interviews with key agents in the field of Spanish cinema – in order to reach a broader understanding of how Spanish film policies have been created and how far and in what ways they have tackled gender inequality in the Spanish film industry.

Regarding archival research, this book uses the following sources:


	Close readings of the film laws.


	Reports from the European Audiovisual Observatory on gender equality.


	To gather information about the main struggles in the field of Spanish cinema between 1980 and 2010, the following primary sources have been used: daily newspapers, El País, El Mundo and ABC; both non-specialised and specialised film magazines, Fotogramas, Cinemanía and Cahiers du Cinéma. España; and, finally, the trade journal Cineinforme. These are the sites where the ongoing debates about the problems that the Spanish film industry faces take place in Spain. Therefore, they are primary sources to locate the demands raised by the key agents within the field of Spanish cinema and to determine which agents and institutions are engaged in the struggle to advance gender equality in the Spanish film industry.


	Reports from the ICAA. The ICAA issues yearly reports on the performance of the Spanish film industry and the films produced that qualify as Spanish each year. These reports are used to gather data on how many films have been produced yearly and who has directed them.


	IMDB.


	Reports from the Spanish Women's Filmmakers and Audiovisual Professionals Association, CIMA, created in 2006, that address gender inequality in the Spanish film industry.




This book also relies on the following interviews with policymakers and key agents in the field in order to provide first-hand testimonies on how the policies have been shaped and how they have contributed to the advancements of women in the Spanish film industry, General Directors of the ICAA and Ministers of Culture (1980–2010): Fernando Méndez Leite (1986–1988), Miguel Marías (1988–1990), Fernando Lara (2004–2009) and Carmen Calvo (Minister of Culture, 2004–2007). When it is not possible to arrange an interview, print interviews have been used, such as in the cases of Pilar Miró (General Director of ICAA, 1982–1985, deceased in 1997) and Jorge Semprún (Minister of Culture, 1988–1991, deceased in 2011). I have also interviewed Inés París, Head of CIMA between 2006 and 2012.

Unfortunately, the Spanish film industry does not have a film union such as the British Association of Cine-Technicians from where to extract data on the “movie workers” (Bell 2021, 2). Therefore, the process of gathering data on the presence of women in the Spanish film industry between 1980 and 2010 has been done as follows: firstly, I checked how many films were produced yearly and who directed them in the ICAA yearly reports (called Anuarios del cine español). Since these reports only contain systematic information on the directors but not on the producer and scriptwriter, neither on the below-the-line roles, I had to restore them to IMDB. Again, IMDB has only stable information on producers and scriptwriters throughout the decades, but not on the roles below-the-line. Therefore, the only categories that remain stable between 1980 and 2010 are Film Editing, Production Management, Second Unit or Assistant Director, Art Department, Sound Department, Camera and Electrical Department, Costume and Wardrobe, Makeup and Hairdressing, Editorial Department, Script and Continuity, Music Department and Cinematography. This is the reason why my focus has been on these categories, having to leave outside my analysis such important professions as Casting Director or Location Manager, on which data was too scattered throughout the decades for me to be able to draw any meaningful conclusions. I am aware of these exclusions.

The reader will also find that the figures are organised around how many films produced yearly have women working in below-the-line roles instead of the number of women working in each category. This is again a decision made because of the scarcity and inconsistency of the data available. As pointed out above, each category in the below-the-line roles contains incomplete information and, therefore, I did not want to add to the exclusions already present in this book by only counting the women who appear in IMDB knowing that there were many not listed in each category. I found fairer to count the films that had women working in each category to give a picture of the structural inequalities in the Spanish film industry. Again, I am the only one responsible for such exclusions.

As many feminist scholars before me, I am also concerned about intersectionality (Crenshaw 1989) and how the complex set of cross-cutting influences such as class, race, sexuality, ableism, age and other differences shape the construction and representation of identities, behaviour, and social relations and modify the experience of gender inequality. However, I have not incorporated other forms of inequality in my analysis for two main reasons: firstly, because there is very limited data on the multiple, intersecting and complex patterns of inequalities that cross class, race, sexuality, ableism, age and other differences that can support statistical analysis4; secondly, because this book's focus is on gender inequalities across different time periods and at different levels – above and below – the-line roles in the Spanish film industry throughout three decades. For these reasons, following Herminia Ibarra, this book focuses on the commonalities, rather than the differences, of women working in the Spanish film industry to argue that women are numerical minorities within both above- and below-the-line roles and that they are subjected to negative stereotypes and attributions concerning work-related competencies (Ibarra 1993, 65). However, an intersectional analysis of the inequalities in the Spanish film industry is essential because it will illustrate the ways different bases of discrimination and inequality interact. I leave this endeavour for further research.



Structure

This book is organised around three watershed pieces of legislation that mark turning points in the history of Spanish film policies since the advent of democracy in 1982 up to the last piece of legislation enacted in 2007. For the sake of clarity, the book follows a chronological timeline structured around the three decades the timeline covers.

Chapter 1: Contemporary Spanish Film Policies. This chapter starts by explaining how this book uses Pierre Bourdieu's theory of field to study film policies. This book then argues that the social and political context in which film policies emerge should be considered as a field – this is to say, that the film policies do not emerge in a vacuum because they respond to different demands from those agents involved in the field of the Spanish cinema: the policymakers in charge of the film policies and the film professionals, who gather in different associations that lobby to have their interests consecrated by the different film laws. Consequently, to have a whole understanding of how film policies operate, it is necessary to locate and interrogate the demands raised by the agents in the field, to identify who has raised them and what are the interests underlying them and, finally, to analyse whether these demands have been enshrined in law or not. From there, this chapter moves on to map out how the field of Spanish cinema has been constituted, how it operates, and who the key agents are within it. Finally, this chapter highlights why it is key to apply gendered lens to the study of film policies in order to unveil the fact that film policies are, as with many other aspects of our society, inflected by gender.

Chapter 2: The 1980s. Women Making Film Policies. This chapter focuses on the R.D. 3304/1983,5 popularly known as the Miró Law, enacted under the first Socialist government led by the Socialist Party (PSOE; 1982–1986), when democracy was definitely established in Spain after the transition period (1975–1982). The Law was named after Pilar Miró, a cinephile female auteur in charge of the film policies in her position as Head of the ICAA between 1982 and 1985; this law ruled the Spanish film industry throughout the 1980s. The three key issues this chapter assesses are: firstly, which were the main competing interests in the field of Spanish cinema during the period when the country was creating a new cinema that had to convey its new democratic values and to what of those interests the Law enacted by Miró responded to; secondly, how far and in what ways Miró own status as a cinephile shaped her tastes and how these tastes were enshrined in the Law; finally, what effects did the Miró Law had over the film industry and, particularly, over the women working in the film industry.

Chapter 3: The 1990s.
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