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Abstrakt
Magisterská diplomová práce “ETA ve španělských hraných filmech: Produkt či
tvůrce kolektivní paměti?” se zaměřuje na vzájemný vztah mezi historií, filmovými
obrazy and způsobem jakým jednotlivci vnímají španělskou traumatickou minulostí
spojenou s baskickou separatistickou organizací ETA. Ačkoliv v posledních letech
výrazně vzrostl objem literatury zabývající se kolektivní pamětí, přístup, který je
charakteristický pro tuto práci, se snaží zaplnit mezeru v akademickém bádání tím, že
kombinuje makro-úroveň (veřejnou) a mikro-úroveň (osobní) kolektivní paměti. S
pomocí využití dynamické koncepce paměti, teoretického přístupu, který je čím dál tím
vice populární v rámci interdisciplinárního pole kolektivní paměti, tato diplomová
práce analyzuje čtyři hrané filmy, jejichž námětem je působení a činnost baskické
teroristické organizace ETA. Tyto vizuální obrazy minulosti nám umožňují reflektovat,
jakým způsobem španělská kinematografie organizace zobrazuje, a jak se její
zobrazení mění s koloběhem času. Aby bylo doplněno zkoumání na makro-úrovni,
zabývá se práce take analýzou 14 polo-strukturovaných rozhovorů, s cílem zjistit,
jakým způsobem jsou filmové obrazy organizace ETA u jednotlivců přijímány. V obou
případech jsou data podrobena tématické analýze.
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Abstract
The Master’s thesis “ETA in Spanish Fiction Movies: Product or Creator of Spanish
Collective Memory?” focuses on the interrelationship between history, cinematic
representations and the way individuals perceive the traumatic past of Spanish history
related to the Basque separatist organization ETA. Althought in the recent years there
has been a proliferation of literature on collective memory, the approach, which this
research follows, fills the gap by combining the macro-level (public) and micro-level
(personal) of collective memory. Using the dynamics memory perspective, a
theoretical framework that has grown popular within the multidisciplinary territories
of collective memory scholarship, the thesis analyses four movies dealing with the
ETA subject. These works allow us reflect on how the Basque separatist organization
is portrayed in Spanish cinema and how this image has changed through time. To
complement the investigation at the macrolevel, semi-structured interviews with 14
participants were conducted, searching for answers how cinematic representations
influence people’s perception of ETA and its actions. In both cases, thematic analysis
was employed as a technique of data analysis.
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“We speak so much of memory because there is so little of it left.“
Pierre Nora
“History decays into images. “
Walter Benjamin

Introduction
What is the process of remembering and forgetting? This question lies at heart of the
collective memory studies. Furthermore, scholars concerned with this subject ask how the
way the past is remembered shapes the present and what memory biases may
influence individuals` perception of current and future events. The recent advent of collective
memory studies reflects our fascination with the past. If we are to understand essential
political events of our history, one needs to grasp the importance of collective memories,
which are shared and contested in every society.
Undeniably, modern mass media, including cinema and television, belong among
elements that exercise their power over the process of creating collective memory narratives.
They have long occupied a privileged role among audiences as the agents of truth, offering
viewers visual reproductions of reality (Rosenstone 1989; Pfau 2008; Wolfgram 2010;
Pincherski 2011). The role of cinematic representations as vehicles for collective memory is
vital to the societal reconstructions of historical events, a relation that must be understood in
order to properly assign meaning to them. This thesis examines these interrelationships,
centring specifically on Spanish popular movies that depict the armed struggle carried by the
organization Basque Homeland and Freedom (Euskadi Ta Askatasuna, ETA).
Along with the legacy of the Spanish Civil War (1936 – 1939), the activity of the
Basque separatist and nationalistic organisation is believed to have profoundly entrenched
into the socio-political and cultural reality of contemporary Spain (Colmeiro 2011). The ETA
terrorism has been one of the most serious problems faced by Spanish society since the early
sixties, with a special emphasis during the eighties. Although recently public opinion polls
have shown a decline in perceiving the organization as a threat on both national and personal
level (Público, 1 January, 2011), the legacy of the Basque separatists still prevails in Spanish
society. Every now and then, when the ETA question emerges in the public discourse, it
3

produces heated debates, such as the one over the recent release of ETA members from
prison (El País, 8 December, 2014). Yet regardless of the importance of ETA’s activity in
shaping Spanish socio-political context, in terms of cinema production, there are still many
taboos surrounding the Basque problem.
The ETA terrorism is studied in this work as a means to enhance understanding of the
role these films play in the constructions of collective memories. Unlike studies within the
field of humanities that look at the films, their content, structure or director’s motivation, this
thesis conducted within the social sciences discourse furthermore asks the question what
effect these images have on its spectators. The research is interdisciplinary in nature,
combining the cinematic landscape analysis with collective memory studies. From the
theoretical perspective, at heart of this thesis stands Barbara Misztal’s categorization of
collective memory studies. Her classification will be explained in the Chapter 1.
The decision to centre the focus of this study on Spain is motivated firstly by the
author’s firsthand experience with the tabooization of certain topics from the nation’s history,
such as the Spanish Civil War or the Basque question. Secondly, the construction of
collective memory has been in the centre of process of political and cultural decentralization
following Franco’s authoritarian regime (Colmeiro 2011). Thus, investigating this area
becomes highly relevant in the context of modern Spain and the post-transformation period.
In general terms, it is desirable that revolutionary or terrorist groups, as seen through the
prism of cinema, should become of interest for political scientists. The primary reason for
this, as we will see, is that film – or any other representation of the past – has an influential
role in the political life of our societies. Thus, the argument put forward in this thesis
highlights the role of cinema as an active agent in challenging the official canon and opening
undiscussed topics of nation’s violent past.
Whereas the previous text answers the question why it is important to examine the
chosen topic, the following paragraph provides an overview of information on what reader
can and cannot expect to find in this study. To draw on the above-mentioned problem
statement, this research is aimed at exploring what is the nature of the relationship between
nation’s past, its cinematic representations and personal remembering. At the centre of the
research lies an analysis of collective memories of ETA generated through the silver screen.
Although this study offers a historical and critical journey through the film titles dealing with
the Basque separatist organization, it does not provide a comprehensive overview of the
4

organization’s development, nor does it have ambition to present an analysis of all
cinematographic works about ETA.
The structure of the thesis will proceed as follows: after this introductory part,
Chapter 1 will give an insight into the research framework of the investigation. Firstly, the
chapter will elaborate on four key theoretical strands within the collective memory studies.
Secondly, it will advocate the concept of film as a tool for collective memory construction.
Thirdly, this theoretical framework will inform both conceptual basis and research question.
Finally, it will offer a description of the selected methodology, reasoning the choice of the
four particular visual stories. Chapter 2 will be dedicated the empirical part of the
investigation. First section will focus on analysing the film narratives, providing a brief
historiographical background, while the second will via semi-structured interviews examine
the individual perceptions of visual representations of ETA. Following the analysis, Chapter
3 will discuss the results presented in the previous chapter. Furhermore, it will include some
general conclusions relating to the findings of the study in more detailed manner, offering
recommendations for practical implications as well as reflecting on limitations that restrained
the present study. Finally, the conclusion for this research will be provided, suggesting areas
for further investigation.

5

Chapter 1: Research framework
By providing insight into the theoretical background and methodological framework
relevant for this study, this chapter sets the ground for the analysis in the Chapter 2. It
introduces main theories and conceptualizations of collective memory, which are
instrumental for understanding the present research. Furthermore, it deals with the subject of
cinema as a cultural product participating in collective memory formation, arguing that
resonant visual representations influence individual’s views of history and contemporary
reality. The remainder of this chapter describes the methodology employed in this thesis
project, including the research question.
Recently, the academic discourse dealing with the issue of remembering and
forgetting has experienced an enormous growth. There is a rapidly growing literature on
memory realm; producing attempts to summarise the knowledge within the young field in
several handbooks and anthologies. There is the Theories of Memory: A Reader (2007), put
together by Michael Rossington and Anne Whitehead, which covers relatively broad
selection of topics. An anthology published the following year entitled Memory: An
Anthology (2008) is work of two editors, Harriet Harvey Wood and A. S. Byatt. Last but not
least one must mention the book The Collective Memory Reader (2011), published by an
editorial team constituted of Jeffrey K. Olick, Vered Vinitzky-Seroussi and Daniel Levy in
2011. It is probably the most valuable source for anyone wanting to get a thorought overview
of the current research efforts in the field. Good introduction to the field furhermore offers
Cultural Memory Studies: An International and Interdisciplinary Handbook (2008), whose
editors were Astrid Erll and Ansgar Nünning. As a guide through the scholarship can also
serve book from the Anglo-Amercian scholarly world Memory: Histories, Theories, Debates
(2010) edited by Susannah Radstone and Bill Schwartz.
By looking at the titles of the contributions in these collectively authored publications,
one must recongize the noticeably interdisciplinary character of memory studies. Many
works cross boundaries between different fields, such as historiography, psychology,
psychoanalysis, literary and cultural studies, film studies, anthropology, sociology, as well as
art and architecture. Regarding to researched topics, they mostly include investigations of
experienced trauma and violence, such as wars, dictatorships, terrorism, or different forms of
societal oppressions (Olick 2007; Hirsch 2009; Kattago 2009; Misztal 2010; Rolston 2010).
6

This is especially true for the European continent, which has to deal with the burden of the
Holocaust.
As the memory studies stand at the intersections of traditional canons and theoretical
discourses, they offer an excellent opportunity for cutting across the boundaries of long
established disciplines in social sciences and humanities. However, primarily scholars within
the latter are concerned with the topic, while only a relatively small amount of works falls
within social sciences, and political science in particular. Wolfgram (2010) argues that one of
the reasons for this imbalance is that collective memory studies demand a rich qualitative
methodology and work with cultural data. As with any theoretical concept, memory studies
have undoubtedly their limits and they still pose a challenge for the current scholarship. The
boom of memory studies and their interdisciplinary character resulted in a frequent
methodological misconception. Given the fact that it is not yet a well-established theory, it
also lacks coherence in terms of terminology and focus (Kansteiner 2002). Nevertheless,
investigations driven by this approach offer numerous possibilities and opportunities.

1.1 Theorising collective memory
This part of the chapter follows the structure proposed by Barbara A. Misztal in her
work Theories of Social Remembering (2003), which could be seen as an introduction to
social scientific theories of collective memory domain. Misztal’s book is a valuable source
for any young as well as experienced researcher who is about to embark on a research
journey into remembering. It outlines four general approaches to the study of collective
memory, starting with Halbwachs, but then dealing with more recent scholarship as well. In
addition, the book is of great significance because it offers an excellent survey of the
collective memory literature.
Foundations of collective memory studies
In the field of memory studies, scholars have identified different forms or strands of
memory. One of the most salient notions in the field is that of “collective memory.” The
concept was coined by Maurice Halbwachs (1877-1945) to specifically refer to memory that
is created and conveyed by social groups, as opposed to by the individual. Perhaps
symbolically, his work The Collective Memory (1950) was published five years following his
7

death and was neglected for a quite long time. Halbwachs was a pioneer in systematic
research on how the present shapes what we remember from the past. His theory has a link to
Durkheim’s legacy, as he emphasizes the collectiveness of social consciousness and his belief
that unity of a society is a prerequisite for collectively shared memories (Misztal 2003).1
According to Durkheim, the role of remembering is not to shape the past but to promote
sense of belonging to the group.
The classic theory of collective memory builds upon the Maurice Halbwachs’s
conceptualization of memory as a social construct. This theoretical stream argues that:
“individuals always use social frameworks when they remember.” As proposed by
Halbwachs, social groups determine what is to be remembered and how, as the past is
restructured according to present political interests (Halbwachs 1992). Moreover, Halbwachs
assumes that the shared image of the past ensures a group’s continuity. Collective memory is
for him a shared image of a past and at the same time the reflection of the social identity of
the group that framed it (Misztal 2003). As such it has potential to become a solidifying
element in societies. Besides, Halbwachs (1950) contradicts the belief that people are free in
their thoughts. In his opinion, it is rather the contrary; they draw on the same part of common
thinking and understanding. Although Halbwachs’s ideas remain at the core of the collective
memory studies, some scholars have confronted his conceptualization. Primarily, it has been
criticized for lack of clarity and confusing concept, which lacks explanatory power (Gedi and
Elam 1996; Osiel 1997). Halbwachs’s theoretical opponents also point out at the fact that he
did not explain how actually the dynamics of collective memory works (Mistztal 2003).
Halbwachs’ theory of collective memory has been further developed by Jan and
Aleida Assmann, among others. Jan Assmann (2006) differentiates between communicative
and cultural memory, stating that communicative memory is limited to the oral tradition of
the previous three generations, and is thus an “everyday” memory that is situated in the
present.

1

Halbwachs was a protégé of Émile Durkheim, who interested him in sociology, and he also studied

philosophy under Henri Bergson. Arguably, both scholars influenced him greatly.
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Hobsbawn (1983, 267) here quotes Italian politician d’Azeglio: “We have made Italy: now we must

make Italians“.
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The organization was established in the 19th century
with the purpose to serve as a meeting for
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Presentist strand
The presentist approach examines how popular perception of past is tampered in
favour of the dominant social structures. At the heart of this approach lies the argument that
history is manipulated to better serve current dominant interests (Misztal 2003). The theory
of politics of memory or tradition theory, as it is also sometimes referred to, aims to shed
light on the changes the state experienced as a result of the emergence of mass politics.
Scholars following this strand look into the institutionalization of memory, which takes part
at the level of national commemoration rituals and education system. They investigate who is
in control of institutional power and thus decides what is to be remembered and how.
Motivation for such behaviour stems from the need to legitimize the established canon and
power as such.
The central piece of this paradigm is Invention of Tradition (1983) by Hobsbawn and
Ranger. In this work they observed that the state usurped leading role in shaping collective
memory. According to Hobsbawn (Ibid.), social transformations, which took place between
1970-1914, resulted in a call for new ways to strengthen social cohesion and unite newly
expanded electorate. Nation-states in attempt to secure mass obedience and sense of loyalty,
introduced new symbols such, such as national anthems and flags, military uniforms and new
rituals.2
According to Gellner (1965), another scholar belonging to this strand of scholarship,
true communities exist but some history is invented whereas for Anderson (1983), all
communities are imagined. The deconstruction of an old national identity and the re-shaping
of a new one, as has happened in both Spain and Germany in recent decades, can thus be
described as re-creating an imagined community.
Also this conceptualization has raised some critical voices. Schudson (1997) argues
that the past can be kept alive in other terms than purely through commemorational rituals.
Another scholars oppose the idea of social groups being so easily manipulated by those in
power and draw attention to potential resistance of people to these fabricated traditions

2
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imposed from above (Schudson 1997; Osiel 1998). In addition, Misztal (2003) pinpoints the
fact that the tradition theory does not question why so many of the traditions work and
accepted while others failed.
Popular memory perspective
Third approach is based on the premises that as a counterweight to the dominant
ideology there exists a popular memory. In contrast to the previous presentist theory,
investigators of the popular perspective are less rigid, leaving room for a possible
construction of the collective memory from bottom-up. They assume that social groups are
capable of shaping their own versions of the historical events. In other words, they centre
their attention on the interplay between the public and private notion of the memory. Popular
memory research draws on Foucault and his concept of popular memory, which is to
determine who is heard in the public arena. The equation is simple, who is in command of
what people remember, is in charge of their dynamics (Foucault 1978). However some
scholars, such as Pearson (1999), reject Foucault’s assumption that mass media
reprogrammes memory by showing the values of the dominant social structures.
The popular perspective groundwork is Making Histories (1982). Process of
remembering and forgetting is perceived as a site of struggles of different voices over the
visualisation of the past, it is a contest of interests and influences, which has many diverse
layers. Scholars falling within this strand are for instance Luisa Passerini with her work
Fascism in Popular Memory (1987) or Alistair Thompson and his Anzac Memories: Living
with the Legend (1994). By challenging the hegemony of the political élite’s construction of
the past, counter-memory turns memory into a “a contested territory in which groups
engaging in a political conflict promote competitive views of the past in order to gain control
over the political centre or to legitimize a separatist orientation” (Zerubavel 1997).
Voices of criticism point out that the popular memory approach views past solely as a
political construction, which only serves to those in power (Schwartz 2000). Additionally, as
in case of the tradition theory, also popular memory perspective fails to provide explanation
why some symbols, rituals or events, prevail while others disappear (Misztal 2003).
Dynamics of memory approach
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Finally, there is the dynamics of memory approach, which views memory as a process
of negotiation. The research presented on the following pages falls within the dynamics of
memory approach. Its starting point is that memory is always partly given and it is never
purely a fabricated construct. As Schudson (1997, 4) puts it, collective memory is an ongoing process of negotiation and illustrates “limits to the power factors in the present to
remake the past according to their own interests.” In line with the popular memory approach,
scholars following this perspective agree with the possibility of the construction of memory
from bottom up.
While being rather a broad theory, a common element for studies within the dynamics
of memory approach is a belief in the linkage between remembering and transformation
(Misztal 2003). Researchers of particularly traumatic accounts of the past hope that memory
can be instrumental in preventing repetition of tragic events. Dynamic memory scholars
assume a more “complex view of relation between past and present in shaping collective
memory, which they see as “an active process of sense making through time (Olick and Levy
1997). Even thought people are to a certain extent resistant to the efforts of remaking past,
they can choose only from the available past, which is limited (Schudson 1989). As Misztal
(2003) sums up “among the many factors constraining people’s choice are traumatic events
that make the past part of us as their impact and importance commit us to remember them.”
Collective identities are considered as historically constructed and shaped by
transformations through time and space. Memory viewed from this perspective is never
purely manipulated or fixed. In Zelizer’s definition (1995), remembering is a perpetual action
by which “people constantly transform recollections they produce.” The approach gives
emphasis on the presence of the past in the present through psychological, social, linguistic,
and political processes (Schudson 1997). It combines the permanent and temporal versions of
the past, arguing that investigations of representations of the past are heavily embodied in
historical evidence and symbolic structures. The issue of memory has been also embraced in
the research of French historian Pierre Nora and his influential theory of lieux de mémoire.
He follows Halbwachs in his argument that memory and history are fundamental opposites.
Nora’s core argument is that there are “sites of memory”, monuments, museum,
commemorations, books, documentaries etc., “where a sense of historical continuity
persists.” Another definitions put forward is that of Schwartz (2000), who conceptualizes
memory as a unifying process that provides a framework of meaning through which society
11

maintains stability and identity, while adapting to social change. Memory is thus considered
as a product of narrative activities (Misztal 2010). The strand aims to address the lack of
attention to the interpreting self (Prager 1998) and to the level on which memory takes place,
be it social or individual.

1.1 Cinema: The mirror of our society
While the previous section focused on the theorizing the collective memory, the
following text discusses the role of mass media, specifically filmmaking, in the process of
remembering and forgetting. It argues that the rapid proliferation of mass media resulted in
the prevalence of mass culture and market-driven process of memory fabrication.
As Wolfgram observes we learn about our past in three ways: 1) through immediate
personal experience, 2) throught intergenerational dialogue; and 3) through narratives
generated at macro-level (for example seeing a film, reading a book etc.). Cinema, rich in
narrative resources of the past, is often branded as a medium that enhances remembrance of
collective past and triggers a social memory (Azevedo 2013). Wolfgram in his book Getting
the History Right (2012) assumes that mass media, such as film, through which individuals
engage with the past, are shaped by the cultural matrix and hegemonic social ideologies. His
investigation departs from Anne Norton’s definition of culture as a matrix, which is
characterized by the relational nature of the meanings attached to both material objects, such
as films, and abstract objects, such as the nation. Actors operating in a cultural matrix attempt
to identify themselves, their interest and behaviour. Simultaneously, other agents inside the
indentical matrix defy efforts to create meaning and establish interest (Norton in Wolfgram
2010, 19). A person encounters with an image of the past, such as film, in a given predefined
social context (cultural matrix). As memories are malleable and unstable, these images can
therefore serve as a point of reference. However, they do not embody any fixed meaning.
When the social context changes over time, and as individuals engage with other people, their
perception is likely to change.
In similar vein, Stuart Hall (1989, 72) in his well-known essay entitled “Cultural
Identity and Cinematic Representation” speaks of cinematic representations as “a secondorder mirror held up to reflect what already exists, but a form of representation which is able
12

to constitute us as new kinds of subjects, and thereby enable us to discover places from which
to speak.”
Wolfgram’s work must be credited with establishing a paradigm for discussing the
memory-market dictum, which explains the dynamics between the market forces and memory
production. His position is formed based on a contention that memory makers need access to
“capital” to take their products into to market and is summarized as follows:
The more capital intensive a product is, the more sensitive the producer will be to
prevailing attitudes either in the population at large, in the case of democracies, or in
state ideology, as in the case authoritarian regimes. The more capital intensive a given
medium, and the more dependent it is on market success, the less challenging the
material produced (2010, 21).

From this perspective, the market forces can thus function as a censorship in terms of what is
to be remember and what should be forgotten.
Another scholarly piece combining film analysis with collective memory research is
Henry Rousso’s work on French cinema and reflection of Vichy France The Vichy Syndrome:
History and Memory in France since 1944. He examines how the way Frenchmen talk about
their recent history has altered in the distinct contexts. Relevant to this investigation is also a
recent analysis of two Portuguese documentaries (2014) by Isabel Macedo and Rosa
Cabecinhas. Their standpoint is that cinema generates other forms of historical
representation, such as reviews, magazines, websites, or educational materials. In this sense,
these films have certain inherent properties, “they draw viewers into a specific narrative
about the past; move them between laughter and tears, developing particular images in their
minds” (2014, 66). A collectively authored handbook from Spanish scholarship Los
mensajeros del miedo: las imágenes como testigos y agentes del terrorismo (2010), edited by
Esther Gaytan, Fátima Gil and María Ulled, belongs among other titles that are concerned
withe communication media as tools for shaping nation’s consciousness.
The predominant mode of Spanish narratives about the past has been produced by the
mass media of television and cinema. Often it is the case that the complex and traumatic past
is simplified in order to make the visual representation widely accessible and understandable
to general public. As Colmeiro (2011, 29) adds, these efforts made the past possibly “too
palatable and comfortable, as they do not challenge the widespread image, thus neutralizing
their potential as instruments for social intervention”. Conventional mass culture tends to
13

struggle in generating self-critical narratives. Producers fear to alienate the public, and risk a
subsequent box-office disappointment. Hence, self-critical narratives are inclined to appear in
less capital-intensive products, such as books.
There is a good deal of scholarship on both Spanish and Basque cinematographic
production. There are few investigations that centre specifically on the Basque separatist
organization. The first harbinger in this sense was Luis M. Carmona’s work El terorrismo y
ETA en el cine (2004). Unfortunately, it does not reflect on the relationship between cinema
and memory construction and serves to readers more as a catalogue of films about ETA.
Undoubtedly, the most fundamental in this respect is the recent work of Santiago de Pablo
Contreras. His Basque Nation on Screen: Cinema, Nationalism, and Political Violence, must
be mentioned as it stands out as an especially profound accomplishment. The monograph
along with a personal communication with the academician belongs to the instrumental
sources that inform this scientific endeavour. The Basque Nation On-Screen analyses a movie
as a witness to historical events. The author asks, what is the film’s role in influencing
society, and how it can assist in ability to help forging a collective memory. Pablo
Contreras’s case study examines the complex relationships among film, society, nationalism,
and political violence. It looks at the historical relationship between films and Basque
nationalism from a twofold perspective: the use of cinematic productions by Basque
nationalism as a means of inculcating national identity and ideology, and the depiction of
Basque nationalism – and especially the ETA terrorism– in films. Pablo Contreras concurs
with the discussion of mediated representation of past as a narrative of national memory. He
bases his analysis on a premise that cinematic production offers new analytical perspectives
of the development of Basque nationalism and through shaping and fostering historical
memory, has significantly contributed to the strengthening of Basque national identity.
Notable contribution to the subject also represents historian Carlos Roldán Larreta,
who systematically researches the topic of Basque film industry. His article eloquently
entitled “Suicidal challenge; ETA in the cinema of the Basque Country“ (Una apuesta
suicida; ETA en el cine de Euskadi) addresses barriers Basque filmmakers are subjected to
when dealing with contemporary Basque history. Side by side stand several other articles
focused on particular subject within the problematic of ETA and silver screen. These include
Jose Cabeza and Julio Montero’s report on ETA in documentaries (2012) to name but a few.
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Finally, Justin Crumbaugh (2007) reflects on the issue of lived violence and Spanish memory
as constructed by media, with a particular emphasis on the conceptualization of victimhood.
The argumentation of an active role of cinematography in constructing collectively
shared memories of the past has found many oponents among scholars. Perhaps the most
frequent point of critique is that cinema is not able to generate any meaning on its own and
that the notion of memory has originated in the minds of different invidividuals (Jameson
1991, Hartman 1993).
To conclude, in spite of the proliferation of the literature featuring collective memory,
there persist many gaps, which are waiting to be filled by social scientists. This is a result of
the fact that the origins of collective memory studies lie in other fields than political science,
area studies or international relations. Much of the existent scholarly literature focuses solely
on the representations of memory (Wolfgram 2010). However, how these facts of
representations influence facts of perceptions has not been subjected to much scholarly
attention. In this respect, Wolfgram’s comparative study on how societal level discussions of
the Holocaust in East and West Germany shaped individual perceptions and interpretations of
this traumatic experience is one of the first forays into this approach. Kansteiner (Ibid.)
further criticizes that the majority of studies on memory „focus on the representation of
specific events within particular chronological, geographical, and media settings without
reflecting on the audiences of the representations in question.“ This standpoint of advocacy
leads to the importance of this research, which could foster a new comprehension with regard
to how we remember and what are the implications of the interplay between our public and
individual notion of collective memory. Although studies of Spanish collective memory with
respect to ETA have emerged, a study by means of dynamics memory approach focusing on
the connection between the public level of collective memory shaped by cinema and
individual memory has, to my knowledge, not yet been undertaken.

1.3 Conceptual scheme and research question
Drawing on the theoretical framework outlined above, this research falls within the
dynamics of memory perspective, which describes collective memory as a dynamic on-going
process of negotiation between various interconnected elements (Misztal 2003). In line with
Wolfgram’s (2010) conceptualization of the macro and micro-level representations, it departs
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from a premise that the process of remembering needs to be examined through the interplay
of the following three elements:
1) an individual embodied in a matrix of social relations;
2) representative representations, such as those of cinema;
3) and the memory’s social, political and cultural context
.
The above-stated argumentation and the recognised gap in the scholarly literature,
justify why examining collective memory requires looking at pictures as well as texts (Ibid.).
The conceptual foundations of this study leads to defining the overarching research question
as follows:
RQ1: How cinematic representations of politically motivated violence function in
constructing public and individual collective memory?
This overall research question presents a starting point for the formulation of two subresearch questions, which direct the analytical part. They read as follows:
Sub-RQ1: How has the violence related to ETA been portrayed?
Sub-RQ2: How has Spanish society reacted to this portrayal?
The first sub-research question addresses the ties between history and its public notion
generated on macro-level, in this particular case through filmmaking. The second subresearch question investigates to what extent and in what way the public narrative intervened
in the shaping of personal beliefs about ETA’s actions. The two sub-research questions will
then lead the structure of the analysis, which is divided into two separate parts.
By answering the main research question and two sub-research questions, this
research strives to investigate the complex relationships between memory, cinematographic
representations of ETA terrorism and their perceptions. When looking for answers to these
questions, one must be conscious in what kind of social and political realities we are
operating.
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1.4 Methodology
At the core of the research is analysis of films associated with milestone events and
important themes in the history of ETA. In addition, it is examined how different individuals
perceive these representations and what is the nature of this interaction. The methodology
used in this study is qualitatively oriented thematic analysis. Combining the thematic analysis
of cinematic representations with interview analysis permits the researcher to examine
themes and narratives associated with ETA. In addition, it sheds light on the process of
remembering on both social and personal level. This interplay was of primary importance to
the research. Quantitative research would not be appropriate in this case as it would not have
given the “thick‟ descriptions that qualitative analysis allows (Bryman 2012). The units of
analysis can be identified as the films and individuals subjected to interview (Yin 2009). Two
types of primary sources were collected as a part of investigation: four popular movies
portaying ETA and fourteen semi-structured interviews.
1.4.1 Selection of the movies
The visual representations of the Basque struggle for independence were carefully
selected based on several criteria: the director’s profile, origin of the production, the boxoffice success, the recognition among fellow filmmakers and most importantly, these movies
were identified by the interviewees most frequently as those seen. In selecting which visual
representations are to be investigated it became clear that fiction movies would be more
suitable for this particular research. This decision stems from a premise that memory-market
dictum phenomenon exists, assuming that fiction films have greater commercial interests,
which go hand in hand with attracting wider audience. Deliberately, films with Basque
director or scriptwriter or of solely Basque production were not included. In fact, the focus is
on feature movies of Spanish origin or with international involvement, as the idea behind this
research to map what is the image of ETA at the macro-level outside of the Basque context.
In addition, the cinematic representations chosen for the purpose of this research
illustrate four important moments in the ETA’s history. Of the many traumatic events that
have occurred during the ETA’s activities, two selected works portray assassinations of
prominent victims, that of Spanish President Carrero Blanco (Operación Ogro, 1979) and of
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the first female ETA leader Yoyes (Yoyes, 2000); one deals with the subject of an infiltrator
(El Lobo, 2004); and the last motion picture touches on the question of ordinary victims
(Todos estamos invitados, 2008). With respect to the movies, other information was gathered,
such as reviews and reactions in the press or audience numbers. In order to obtain such
information, the Sancho el Sabio Foundation library in Vitoria in the Basque Country, the
Basque Filmoteca and the Spanish National Library in Madrid were numerously visited.
Another sources of primary data were semi-structured interviews with fourteen study
participants. These were further complemented by two interviews with experts, precisely with
Santiago Santiago de Pablo Contreras, a professor in the Department of Contemporary
History at the University of the Basque Country and with Joxean Fernández, a director of the
Basque Filmoteca in San Sebastian.
For the collection of secondary data, journals, books, newspaper articles and websites
were consulted. With respect to the movies, other information was gathered, such as reviews
and reactions in the press or audience numbers. In order to obtain such information, the
Sancho el Sabio Foundation library in Vitoria in the Basque Country, the Basque Filmoteca
and the Spanish National Library in Madrid were numerously visited.
1.4.2 Selection of the study participants
The interviews were conducted with 14 participants, 8 of whom were Basques living
outside the Basque Country and 6 were of Spanish origin living in Madrid or in case of one
person in Vitoria, the capital of Basque Country. In terms of the Spanish interviewees, in
general, the researcher identified participants through networking. As for the Basque
participants, an initial contact was made through the Basque Centre (Euskal Etxeak) in
Madrid.3 The researcher provided the director of the organization with a brief description of
the study, enclosing an Invitation Letter issued by the University of the Basque Country and
an Interview Agreement (Appendix 2). A bulk email recruiting research participants was then
sent to all of members of the Basque Centre via the director’s office. Because of
the sensitivity of the topic, this was crucial for the study, as it helped to develop trust and

3

The organization was established in the 19th century with the purpose to serve as a meeting for

Basque people and to keep links with Basque culture and homeland.
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research were asked to send email to the researcher who provided them with more details.
The additional method of contacting interviewees was through "snowball sampling," a
technique where each key informant was asked to identify other knowledgeable individuals
to interview. Snowball sampling is appropriate when a study is primarily explorative,
qualitative and descriptive (Atkinson & Flint 2001). A small group of participants was
chosen considering the time constraints of the data collection, i.e. its duration of three weeks.
This implies certain limitations that will be further discussed in the discussion.
Data was collected through individual and group interviews with informants of both
Spanish and Basque origin that expressed interest in participating in the study. The data
collection took three weeks from 11 March to 29 March 2013. The interviews took place in
various locations in Madrid and the Basque Country; in homes, offices and cafes, at the
convenience of each participant. The decision to carry out face-to-face semi-structured
interviews as a data collection method, preparing questions in advance, allowed for a greater
consistency in investigation of particular topics. On the other hand, it promoted flexibility in
how the interviewees could respond to the questions, facilitating natural conversation and
providing deeper insight (Bryman 2012). When a point was made by the participants, which
was of interest to the study, they were asked to elaborate further on this.
The interviews took 17– 53 minutes to complete. Longer interviews would be
problematic to transcribe, especially given that the interviews were conducted in Spanish. In
order to decrease the threat to validity and reliability, the recordings were transcribed
verbatim. At the beginning of the interview, the researcher asked introductory questions with
the purpose to establish the researcher-participant relationship, set the respondents at ease,
and collect demographic information such as age, occupation and birthplace. These details
can be found in Appendix 1.
Not having a Spanish or Basque identity for the researcher presented an advantage for
conducting this study easily. It was expected that it would be easier to earn the trust of the
interviewees, when being an outsider to the community, this proved to be true. However,
coming from outside caused certain difficulties when making contacts with approaching the
interviewees.
2.1.3 Data analysis
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The analysis of the interviews will take shape in the form of a thematic analysis of
ETA narratives executed through manual coding of key words and common phrases and
creating connections, which will result in the identification of specific discourses to be
categorized under umbrella themes (Bryman 2008). The thematic analysis was selected
because it is synonymous with flexible technique of of data analysis. According to Braun and
Clarke (2006), thematic analysis calls for more participation and interpretation from the
researcher. An open coding process was instrumental method used both for the films and the
interviews. Discursive themes served as an initial guide.
The transcripts of the recordings were read through several times. Each time these
recurring words, emotions and feelings were highlighted. With each reading, these themes
were broken down into further codes. Subsequent data analysis of these themes allowed the
researcher to reduce the large number of themes to a more manageable number of major
themes (Creswell 2002). The major themes were analysed and categorised, and data was
continually reviewed and coded. The analytic codes were referred to as categories throughout
the presentation of the research’s findings and conclusions.
In summary, the selected methodology allows us go into the depth and is instrumental
if one wants to grasp how public and individual levels of collective memory interact. It hopes
to help in facilitating the discussion part and conclusions to the research question. The
openness of the process will allow for the development of a larger scope in the understanding
and identification of narratives prevailing in the Spanish collective memory.
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Chapter 2: Empirical chapter
This

chapter

outlines

how

Spanish

society

conceptualizes

ETA

through

cinematographic representations. The introductory part in short summarizes the ETA’s
history and its development through prism of filmmakers. Next, the four cinematographic
works will be analysed, with each section beginning with an introduction dedicated to the
historical period represented in the movie. Firstly, Operación Ogro, which deals with the
assassination of Carrero Blanco, one of the most significant events through ETA’s history,
will be discussed. The following paragraphs will observe the film Yoyes, centring on the role
of female members of the organization and on those who withdrew from ETA in order to
reintegrate into society. The third section about the police thriller El Lobo, will focus on the
issue of state-terrorism. The fourth analysis will be that of Todos estamos invitados,
examining the portrayal of ETA’s victims.

2.1 Historiographical background: The contested memory of Spain
This section seeks to provide an overview of the Spanish historical context relevant to
this study, outlining key events and their legacy, which has influenced how the nation deals
with its own past. Even in the present-day Spain, this legacy of the traumatic past surfaces in
heated debates and discussions. It is beyond the scope of this research to give a
comprehensive overview of Spain’s modern history, however certain level of understanding
of the historical and political development of the country in the twentieth and early twentyfirst century is a prerequisite for any discussion of current attempts to engage with a
contested past.
Colmeiro (2011) identifies three key cultural moments in contemporary Spanish
history that have formed the collective identity: 1) the Post-Civil War dictatorship, 2) the
democratic Transition, and 3) the post-transition process of European integration and
globalization. In the Spanish context, with respect to the remembering, the work Memory and
Amnesia (2002) by Paloma Aguilar Fernández, is of particular importance. In Fernández’s
view, the existence of traumatic memory was key in the process of negotiation and consensus
in the transition to democracy in Spain. She strongly advocates for the memory recovery.
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Among other notable scholars who influenced debates on the transition and historical
memory belong Joan Ramon Resina, editor of Disremembering the Dictatorship (2000) and
co–editor, with Ulrich Winter, of Haunted House: Sites of Memory in Constitutional Spain
1978-2004 (2005). In their view, only by reclaiming of the traumatic past will Spain be able
to understand the present (Resina and Winter 2005). Jo Labanyi’s publication titled
Constructing Identity in Twentieth-Century Spain: Theoretical Debates and Cultural
Practices (2002) centres on the ways in which cultural sources assist the construction of
Spanish identity. Some of the more recent works include a collectively authored handbook
Construyendo memorias. Relatos históricos para Euskadi después del terrorismo (2013).
The first moment, as identified by Colmeiro (2011), whose legacy was dominant for
the fabrication of Spanish collective memory, is the Post-Civil War dictatorship. After
defeating the Republicans, a unified Spanish identity was imposed from above with a policy
of one culture, one religion, and one language. Different national identities from the
periphery, particularly Basque, Catalan and Galician, were subjugated (Ibid.). Moreover,
anyone with a distinct political stance to the official one controlled from Madrid, such as
communist, socialist, liberals or those who were the Republican supporters, were considered
to be enemies of the state. A rigid control was imposed over the press through the Press Law
adopted in 1938, including strict regulations on radio broadcasting and film production
(Payne 2011).
ETA was founded as a Basque nationalist youth organization in 1959, being formed
by a group of students unhappy with the passivity of the Basque Nationalist Party (Euzko
Alderdi Jeltzalea, EAJ-PNV). In 1968 the ETA redefined itself as a Marxist group advocating
Basque independence. This year was a milestone in the organization´s history as it marked its
first two deadly actions – killing of civil guard José Pardines and Police Commissioner
Melitón Manzanas. Thus began “an interminable spiral of attack followed by repression
followed by another attack”. These early years of ETA are very rarely represented in films. In
contrast, except for the first fatal attacks of 1968, all of the major events in ETA´s history
from that year until 1975 have been the subject of one or more films. These events include
the Burgos trial of 1970, translated to the silver screen in 1975 as Proceso de Burgos; the
assassination of Luis Carrero Blanco in 1973, a theme of the first film analysed; and the
execution of two ETA members 1975 (Pablo Contreras 2012, 36).
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Although the Spanish Civil War ended in 1939, the Franco dictatorship only came to
an end in 1975 on the death of the dictator. The era between 1970s and beginning of 1980s is
considered as the Transition from dictatorship to democracy. Among the new laws adopoted
in 1977 was the controversial Amnesty Law, which granted immunity from prosecution for
crimes against humanity for both those who had supported and those who had opposed the
dictatorship, and also the release of all political prisoners (Preston 2012). A new constitution
was drafted in 1978 and Spain was declared a parliamentary monarchy at the end of the same
year (Crow 1985). Furthermore, Catalonia and the Basque Country were granted a certain
level of political autonomy.
In terms of dealing with the past, rather than opening the Pandora box, political
leaders at the time chose to draw a line behind the history. The silence with respect to the
Republican memory and crimes of Franco’s regime was regarded by political élites as well as
by mainstream Spanish society as a requirement for national reconciliation and as a means of
facilitating the transformation from authoritarianism to democracy (Fernández 2001). This
“negotiated burial of the past”, which refreined the confrontation of the collective trauma,
further installed the memories of the Civil War and the Franco era as a “cultural taboo”
(Colmeiro 2011). As a consequence, the Republican supporters and their families were not
being able to speak freely, grieve or demand recognition of crimes committed against them.
However, the official politics of silencing and forgetting could not prevent the existence of
alternative narratives, which relied a different collective memory, despite the official canon.
The crisis of memory resulted also from challenges of sub-state forms of peripheral
nationalism, such as Basque nationalistic tendencies.
The pact is also classified as the “Pact of Forgetting” (Pacto del Olvido).
Nevertheless, there are some voices arguing against such conceptualization, saying that it was
not a decision to forget the past, but to not permit it to shape the nation’s future (Juliá, 1999).
The 1990s marked the Spanish memory boom, which owed much to the generational
turnover and emersion of transitional justice political schemes in other countries. The
phenomenon resulted in an outpouring of memories of the recent past across the media
outlets whose expansion coincided with the emergence of the historical memory movement
in the beginning of the twenty-first century. This memory recovery has taken many different
forms, from legislative, judicial, and transnational intervention, through films, books, fierce
national debates, to video games that enabled virtualy replay the Civil War (Boyd 2008; El
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País, 26 January, 2003). The memory movement culminated in 2006, which was designated
as the “Year of Historical Memory.” Not long after, José Luis Rodriguez Zapatero who led
the socialist-led government at the time initiated the creation of the so-called Historical
Memory Law, which dealt with different aspects of the recuperation of historical memory, as
well as set out process for compensation and recognition of the victims of the Civil War and
the dictatorship. What is also significant is that the law recognised the right of each citizen to
personal and family memory, acknowledged the ideological, religious and political victims
on both sides of the conflict, and formally denounced the injustice of Franco’s regime (Ley
52/2007).
The recuperation of historical memory of the recent historical background has since
then remained present in the public debate as one of the most important subject in modernday Spain. In recent years, there are numerous efforts to fight this “collective amnesia.” New
polemic sparked off with respect of the excavation of mass graves of the Spanish Civil War
and the emergence of organization such as Asociación para la Recuperación de la Memoria
Histórica. Spanish landscape is constituted of an array of “sites of memory” as described by
Nora.
With respect to the ETA’s historical account, the established narrative viewed the
Basque armed group as “the single greatest threat to Spanish democracy.” As Carrie
Hamilton (2005) argues in her contribution about memories of violence as remembered by
Basque nationalist women, “this prominent memory of ETA violence in contrast to silence
with respect to the atrocities, which took place during the dictatorship.” The evidence that
this perception remains to be embedded within the current political and social context in
Spain is the aftermath of the Madrid train bombings on 11 March 2004, killing 191 and
leaving nearly 1,900 wounded. The centre-right People’s Party (Partido Popular, PP)
claimed that ETA was behind the attacks, even when there were grounds for questioning this
hypothesis. This erroneous statement and the unpopular involvement of Spain in the Iraq War
initiated by the PP, which was believed to be the cause for the attack, lost the party victory in
the elections, surprisingly won by the Spanish Socialist Workers' Party (Partido Socialista
Obrero Español, PSOE) (The Irish Times, 10 March 2014).
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2.2 ETA on the screen: Cinema production within the changing political
context
With Spain embarking upon the transition period (1975-1982), filmmakers could
enrich their repertoire with some previously taboo topics, including ETA’s activity. The
organization´s history and their actions have since then attracted attention of numerous
filmmakers. During the last decade of Franco´s dictatorship, ETA was the most active of the
organizations fighting against the regime. Reprisals to which it was subjected along with the
sensational character of their actions put ETA in the spotlight. During the years of transition
towards democracy there was a certain mystification of the terrorist organization, which was
portrayed in some films as a reaction against dictatorial repression. Over the course of time,
there has been greater diversification in the way that cinema has approached the topic. Yet
the majority of movies have generated a certain ambiguity towards ETA, which may have
influenced both the social and political level.
Up to today there is around 70 full-lenght films, which touch upon the issue of ETA.
With respect to this figure, there is a dispute between academics, whether it is sufficient or
not. In the view of Pablo Contreras, given an overall Spanish film production, the subject of
ETA has been treated by cinema in ample measure (Interview on 15 March, 2013). On the
other hand, there are voices with opposite opinion. “Compared to the American cinema, or
the British, which has touched on the most painful aspects of its history, and made many
films on Northern Ireland, the Spanish cinema has tiptoed around subjects like ETA terrorism
despite their decisive influence on the country”, says Guillermo Altares, film critic of the
daily El País (El País, 23 March, 2000). Luis Veres (2012) believes at the number is rather
small, stating that it is alarming taking into account the enormous presence of the separtis
terrorism in the media during the past 50 years. One of the possible explanations could be
fear attached to the subject, as ETA’s targets included journalists, judges, policemen, soldiers
and ordinary citizens (Calleja 2002). As Pablo Contreras (2010) notes, this is a common
perception, an image, which has been created primarily by the media outlets alone:
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Every time there is a premiere of new film about the Basque terrorist organization
ETA, some commentator points out that its appearance is a good sign, as until that
moment cinema has dared to deal with the topic of terrorism in the Basque Country.
These kinds of statements repeatedly appearing in communication media have more
to do with the lack of information or with the aims of cinema producers to sell their
movie as something more pioneering and brave that it actually is (2010, 144).

2.2 Operación Ogro (1979)
In 1973, the eighty years old Franco´s health was in bad shape. He tried to assure
continuation of his regime after his death. Thus, he stepped down from his role of
government president, which he left to the former vice-president, Admiral Luis Carrero
Blanco. Spain at that time faced multiple problems, including the armed actions carried by
ETA. Between the 1968 and 1973 the members murdered seven persons (Colmeiro 2011).
The original plan was to kidnap Franco and release him in exchange for imprisoned
ETA members. However Carrero was named president and his protection was strengthened.
In result, the initial idea was abandoned and physical elimination was now set as the goal. An
assigned ETA cell moved to Madrid where they rented an apartment pretending they are
working as sculptors. This was to serve as a justification of noise, which they made while
excavating a tunnel. The tunnel went under the middle of the road. The explosion took place
on 20th December 1973. The bomb detonated just in the moment when Carrero´s car passed
over it, propelling the car into the air and killing Carrero himself, his chauffer and a
bodyguard. The car blown into the sky and digging the tunnel without being unnoticed was
probably the hardest part of the whole operation. The admiral used this particular route every
day, stopping by a nearby church before driving to his office. This predictable morning
routine made the planning and logistics of the action quite uncomplicated.
The assassination drew immediate attention of the foreign media canals. Being in the
international spotlight meant increasing the organization´s prestige and strengthening its
image as a symbol of Spain´s struggle against Franco. Furthermore, at that time it enabled
ETA to profile itself as an organization, which helped to facilitate Spain´s transition from
dictatorship to democracy.
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Next to Burgos trial, the assassination represented the highest-profile in the short
history of the group. Due to its sensational nature and because the event was still fresh in
people´s memory, it was an attractive topic to portray. Until the present, there have been
released two motion pictures dealing with Carrero´s assassination, Comando Txikia: Muerte
de un presidente (Comando Txikia: Death of a President, 1977) directed by José Luis Madrid
and Operación Ogro (Operation Ogre, 1979) by Gillo Pontecorvo. Both of the works centred
their attention on the preparation and execution of the plan of Carrero´s physical liquidation.
What they have further in common, is the absence of the Basque involvement in direction
and production of the movie. The lack of the involvement from the Basque side can be also
assigned to the fact that portraying the assassination was not in line with the general trend in
dealing with the ETA problem. The Basque cinema was inclined to portray the organization
as a Franco´s regime victim rather than show its violent actions (Pablo Contreras 2012). This
convention of terrorists showing themselves as victims, rather than in the role of perpetrators,
is perhaps a more universal component. Similar narrative can be observed in the Steven
Spielbergs’s portrayal of the Munich massacre during Olympic games in 1975. In the
beginning of the movie, before the revenge takes place, an attempt is made to justify or at
least naturalize the violence that is about to begin (Nachreiner 2014).
The two movies present the audience rather a different image of the assassination.
Comando Txikia mythicizes the figure of Carrero Blanco (in the production company own
words it “historically depicts the tragic attack against the president of the government”) while
Pontervo´s film oes not contain any sign of nostalgia for the former regime.
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Figure 1. Operación Ogro movie poster (Filmoteca Vasca, 2013)

For the renowned Italian filmmaker Gillo Pontercorvo, Operación Ogro was not a
first experience with the political cinema. In 1966 was released film titled La battaglia di
Algeri (The Battle of Algiers), which recounts the struggle of the Front de Liberation
Nationale for Algerian for the casting off the country from the France´s yoke at the end of the
1950´s. Pontecorvo is a representative of the European leftist cinema. As a youngster he was
a member of Communist Party and he was involved in the movement fighting the fascism in
Italy. However, in reaction to the Soviet occupation of Hungary in 1956, he left the
Communists Party (The Guardian, 14 October, 2006). Even though, as Pablo Contreras
(2012) adds, he remained a believer in Marxism. Pontecorvo collaborated on the screenplay
to Operación Ogro together with Giorgio Pirro and Ugo Arlorio. The film is an adaptation of
a book written by Eva Forrest, a Catalan writer arrested in 1974 for her connection to ETA.
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Figure 2. Eva Forest leaving prison in 1977 (CAMBIO16, 20 December, 1993)

Eva Forrest and her husband the playwright Alfonso Sastre belonged among Spanish
Communist Party (Partido Comunista de España, PCE) dissidents. Forrest was the only nonBasque involved in the assassination. She played an important part in the operation itself as
she was the one who informed the group about Carrero’s daily schedule. The book, written
just three months after the attack, was published in France under the pseudonym “Julen
Aguirre” with the following subtitle: “How and Why Did We Executed Carrero Blanco”
(Cómo y por qué ejecutamos a Carrero Blanco, 1974). She interwoved the story with false
clues in order to protect the culprits. She also tried to protect herself by creating a fictional
persona, who was supposed to tell ETA about Carrero Blanco‘s morning routine. It was this
fictitious character who sparked off the conventional myth that the CIA was behind the
assassination (El País, 18 December, 2013). What contributed to the spread of this myth was
also the proximate location of the US Embassy to the site of the explosion.
The nature of Pontecorvo´s political background gave certain indications towards his
perception of Carrero´s assassination. On the other hand coming from outside of the country,
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there was an expectation that his perspective would be perhaps more balanced than of
someone rooted in Spain. Even though he does not refrain from critique, certain sympathies
with this particular event run through the entire movie.
The film gives insight into a milestone in the history of the armed organization, the
division of ETA between two groups - ETA-PM para-militar and ETA-M, separate military
branch. This split later resulted in creation of two separate political parties connected to each
of the groups, Basque Country Left (Euskadiko Ezkerra, EE) and Popular Unity (Herri
Batasuna, HB). Both political wings took a different stance toward the Transition. Gradually,
EE distanced itself from the ETA-PM and related violence, and over course of time it
embraced the process of democratic transition, the Basque autonomy status included. In
contrast, HB boycotted the transition process, thus showing itself to be an antisystem political
party (Pablo Contreras 2012).
The struggle of these two ideological perspectives is evident from the beginning of
the movie in the conversations between the characters, particularly in the dialogues between
the Txabi and his wife Amaiur. Txabi´s involvement in ETA and his decision to join ETA-M
at the time of schism was the main reason for their separation. The opening sequence of the
film takes us to 1978 when they accidentally run into each other on the streets of Bilbao.
Aimaur argues that “things have changed“ and that they are now fighting “by different
means.” She furthermore comments that those in ETA-M have distanced themself from the
reality: “A lot of people don´t understand you any more. They are scared of you.” In return,
Txabi calls those in ETA-PM “traitors” because they refuse to carry on with the armed action
despite the fact that the Basque indepence is nowhere in sight. Pontecorvo then shifts back in
time, showing a scene from the childhood of Txabi and his friend Izzara, who we learn is
later to become the leader of the operation against Carrero. The boys are punished by their
teacher for speaking Basque in school, an act, which is used to justify the later violence. They
express their nationalism by producing political graffiti and eventually, they enter the
seminary. During the 1960s and 1970s numerous religious institutions served as sanctuaries
for ETA. The last decade of Franco´s rule witnessed crisis, which also affected Catholic
Church in Basque Country. In result, many of the priests abandoned their vocation,
identifiying themselves with a new “religion” of revolutionary political activism represented
by ETA. This perception of ETA as a substitution for the Catholic religion is expressed in the
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dialogue between Txabi and his wife later in the film when she reproaches him for
“constantly clinging to his dogmatic faith”.
The focus shifts to 1973 when ETA members make the decision about the necessity to
take action against Carrero. The plan is to kidnap him, even though Txabi speaks out for his
physical liquidation. Similarly to Comando Txikia, the movie continues to tell the story
chronologically, from the planning of the action, throught the change from kidnapping to
assassination, to the execution and its aftermath.
Pontecorvo´s sympathetical tendencies with the “good” side of ETA are reflected
especially by the following two elements: presenting the assassination as a necessary step for
preventing the survival of Franco´s regime and relating the incidident to other forms of
opposition against the dictaroship. Firstly, in Txabi´s words, killing Carrero is his “moral
obligation” and a matter of “administering justice” as the Admiral is responsible for
implanting Franco´s oppression against Basque nation and for the torture and murder of
Basque militants. This is an example of a classic revenge narrative, that is to say when there
is an angry individual who seeks revenge for government action (Leuprecht et al. 2010). This
oppression is shown to audiances in a form of policy slaying of an ETA member in Bizakia.
Such depictions have potential to make the violence perpetrated by extremists legitimate to
certain extent. Thus, in this way, Pontecorvo´s film justifies the act of assassination as an
attempt to prvent Franco´s dictaroship surviving his death. In addition, this mythologizing is
further reinforced by the background music of Morricone, which has its origin in the Eusko
Gudariak (Basque anthem) and it is a recurring motif throuthout the film, underscoring the
heroic character of ETA´s act. Secondly, the film links the unit´s activity to worker´s strikes
in Madrid and also to student protests. Besides the police repression addressed to Basque
militants it depicts police action against the protesting students and workers. By showing
Txabi how he offers help to striking construction workers and collaborates with a Communist
bricklayer, Pontecorvo places ETA in a broader context of leftist opposition united against a
common enemeny.
The movie also touches upon an alleged collaboration with US Secret Service.
Operación Ogro furthermore contributes to the debate about the role of female members of
the terrorist organization. Amaiur, Txabi´s wife, despite being fully involved in the
assassination is pictured as being more human and also sceptical towards the use of armed
actions. This feature gives visibility to the gendered character of violence, showing how
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conventional mass media promote and enforce society's traditional gender roles. The
assumption is that maternal imagery will make filmgoers more likely to be sympathetical
towards female violence (McManus 2013).
The ending part of the film takes us back to Bilbao in 1978, where Txabi is taken to
the hospital as a result of being wounded when participating in attack on two civil guards.
Amaiur and his former comrades, who are now active in EE and not supporting the armed
struggle, pay him a visit there. His wife Amaiur and his childhood friend Izarra tell him that
even though they took part in the armed struggle in the past, they now want to be patient and
achieve their objectives via non-violent means.
While the first cinematic account of Carrero’s assassination, Commando Txikia
reflects certain nostalgia over the Franco’s regime, Operación Ogro justifyies Carrero’s
murder as a result of the longstanding oppression and highlights the role of ETA in
dismantling the dictatorship. From the Pontercorvo’s perspective, the attack enabled the
transition process. The belief that the assassination was “the catalyst for regime change” is a
common belief shared particularly among the Spanish leftist spectrum (Reinares 1987, 121).
Thus, Operación Ogro portrays sheds a positive light on the activity of the terrorist group,
presenting “a candy-coated version of ETA terrorism.” This perception is in vein of the
European leftist movement if late 1970’s (Pablo Contreras 2012). However, this favourable
view should not be mistaken for a support of the violence employed by ETA-M or its
political counterpart HB. From the protagonists’dialogues, we can clearly sense that
Pontecorvo prioritizes negotiation ahead of violence represented by ETA-PM and EE. As
Pablo Contreras expresses, it is important to appreciate these kinds of nuances of expression
in the approach toward Basque independence movement, considering the film was made
during the period of a schism between radical (ETA-M) and moderate (ETA-PM) wing of the
separatists movement.
Importantly, the screenplay written by three Italians tones down the mythmaking that
suffused the original book. Initially, the author of the book, Eva Forrest, collaborated in
writing the screenplay. Nevertheless, due to “political disagreements”, this cooperation
quickly came to an end (Ere 35, 1980). Pontecorvo in his version of Carrero’s murder clearly
distinguishes between the good and the bad ETA. The first is the organization, which took
part in the struggle against the dictatorship, while the latter represents the organization of the
post-Franco democracy. The leftist’s silent agreement with the assassination is reflected in
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the language used when addressing the ETA members. In Operación Ogro, only righ-wing
elements refer to the ETA terrorists as murderers. According to Jon Juaristi, part of the leftist
sector expressed certain “fascination” with respect to ETA, viewing it as the most effective
organization opposing Fraco’s regime. Pontecorvo’s account of Carrero’s assassination
contributes in a certain amount of mythologizing ETA’s action, seeing it as a neccassary step
for the country’s liberation.
The analysis of how the film was received offers an interesting picture of the political
and social context of the period when the movie was reseleased. The film provoked a
polemical discussion especially in the Basque press. Strong criticism had been heaped on the
filmmaker from a reviewer of Punto y Hora, a magazine connected to HB. The article
claimed that the movie went too far from the original piece written by Eva Forest and thus it
did not follow the “official” (i.e. ETA-M) interpretation of the assassination. The author of
the review mainly objected that limited view of ETA as an organization fighting against
Franco’s regime – as if the organization had nothing to say with the arrival of democracy. In
addition, some members of HB accused EE of influencing the tone of the film, because it
apperead to favour ETA-PM (Punto y Hora de Euskal Herria 173, 1980). Egin, a newspaper
controlled by HB, went even further in labelling Operación Ogro an act of treachery on the
part of “an opportunistic Pontecorvo, an egregious collaborator with the bourgeoisie” who
had followed the lead of those who had abandoned the “Basque revolutionary process”, i.e.
EE (Ere 35, 1980).
However, even though EE was accused of having shaped the film’s narrative, it was
not particularly happy with the film either. Ere, a magazine affiliated with EE, published a
negative commentary, objecting that by supporting the post-Franco era reconciliation,
Pontecorvo failed to frame the struggle of Basque nation in a broader context. The review
criticized that striking Spanish workers and students were represented as the main victim
rather than people in Basque country. It further emphasized the absence of reference to class
struggle or Socialism, which was in the words of the reviewer the prime reason for the
execution of Franco’s likely successor.
With respect to the viewing numbers, Operación Ogro attracted after its release in the
spring in 1980 a total of 550.000 viewers. This figure is a quite high in general terms. The
theatrical release was followed by a television screening, which was encountered with several
difficulties. Spanish public television network TVE planned to broadcast Operación Ogro in
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March 1989. However, given that ETA was carrying out violent attacks at that time, PSOE,
the political party who was then in power, regarded the airing of the movie as “untimely.”
Therefore, in reaction to this recommendation, TVE cancelled the scheduled broadcasting,
avoiding granting to the terrorist organization more public attention (ABC, 10 March, 1989).
The movie was finally aired one year later. The screened TV version included an added
element in the form of a voiceover and documentary pictures in the beginning.4 All of these
images were of positive nature, showing elections, political debates, peaceful demonstrations,
in order to clearly state that the movie, which audiences were about to see portrayed Spain of
the Franco era. This prologue highlighted the film’s perspective on ETA, i.e. the existence of
“good” ETA fighting against dictatorship.
In 2009 with PSOE leading the government once again, cable channel De Cine
Español, broadcasted the movie and similarly to to the previous television production, the
movie was shown with an added explanatory introduction. The purpose of this tacked-on
introduction was twofold. Firstly, the aim was to make a clear distinction between the ETA
portrayed in the fim and the currently existing ETA.5 Despite nearly 20 years since the first
TV airing, it was still believed to be necessary to provide this kind of introduction for the
viewers. As Pablo Contreras (2012) points out, this stands as evidence that films continue to
have a life of their own. These prologues also serve as a proof of the capacity of cinema to
exercise influence on society, and in the particular case of Carrero’s assassination and the
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But in this democratic proces, there is a longstanding and complex question – the Basque question, –

which has still not been resolved. The Basques are, in reality, people with their own language, culture and
traditions. They are people that consistently fought against Franco’s dictatorship, side by side with all those who
fought for freedom. One of the most spectalucar blows this people dealt the dictatorship – without which the
current democratic proces may never have come into being, and in the absence of which the recent history of the
Spain would certainly have unfolded differently – was the action known as Operation Ogre.
5

The action of this film takes place during two periods that, while close in time, were very different

from one another: in 1973, when Spain was still under dictaroship, and ETA carried out its assasination of the
president of the government, Admiral Carrero Blanco, the hier apparent to Franco. The Basque organization was
at that time viewed favourably by a large proportion of progressive forces in the country; and in 1978, when
General Franco had died, general elections had been held, and Spain was in the proces of approving a new
constitution. The film shows how, in this new political context, many of the members of the terrorist
organization ETA renounced violence, while others refused to lay down their arms, in spite of the fundamental
change reflected in the institution of democratic government.
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ETA’s history, of the fearch of political élite and mass media that this influence will take on a
character deemed inappropriate at a certain historical period.

2.3 Yoyes (2000)
If El Lobo did not take the opportunity to provide a meaningful insight into the
phenomenon of female ETA members, the next movie to be analysed, Yoyes, certainly
redress this situation. In Yoyes directed by the Navarrese director Helena Taberna, through its
deployment of female perspective, we witness the rendering of history uncorrupted by
political or ideological interests. It is an authentic history of one of the most senior women in
the Basque separatist group, which was shot dead in 1986 at the hands of a former comrade,
an incident that shook Spanish society. The release of the film took place 14 years later,
reopening some old wounds as the main character incarnates the theme of trauma and
haunting past.

Figure 3. Yoyes movie poster (Filmoteca Vasca, 2013)
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During 1980s a large number of ETA members were motivated to end their activism
withing the group. Some reintegrated into society after staying in prison, others returned to
the Basque land following their exile in France. Many use the opportunity given by the
Spanish government at that time, which declared in 1977 the general amnesty for all political
prisoners, including those involved in violent incidents. For various reasons, this return to
civilian life was quite challenging. In number of cases, the ex-ETA members struggled with
adapting to new conditions, to family, to work and social life. Furthermore, through the
lenses of their former comrades, they are represented as traitors, which led to threats and
harassment by ETA. Apart from Yoyes, there are several other cinematographic accounts of
these adaption difficulties, such as Golfo de Vizcaya (Bay of Biscay, 1985) by Lan Zinema,
who was after the realese criticized by both Spanish and local Basque newspapers. The
former blame the director for not going far enough in his treatment of terrorism (ABC, 5
December, 1985), while the latter characterized the picture as “a welter of confusion” (Egin,
22 September, 1985).
Dolores González Catarain, known by the code-name Yoyes was born in 1954. She
entered ETA in the beginning of 1970s. Soon, she secrectly settled in France, where most of
the leadership was based at that time. In 1978 she joined the ETA-M’s executive committee,
becoming the first female taking such a high level position. However, Yoyes’s
disillusionment gradually grew, especially after the murder of her mentor in the organization
and a particularly bloody bomb attack on a cafeteria in Madrid. In result, she decided to
distance herself from the group and seeked exile in Mexico. She returned to France in 1984,
starting negotiating with the Spanish authorities conditions of her possible return to Spain.
Were it not for the general amnesty, this would not be possible. One year later, she entered
the Basque land and resided together with her husband and son in her hometown, Ordizia.
The agreement with the Spanish government apparently included a condition that her return
will not receive any publicity. Nevertheless, several media outlets reported on the occasion,
such the journal CAMBIO16 that published an article titled “The Return of ETA member” (El
Retorno de la etarra) with an attached picture of Yoyes (see Figure 4). The leaders of ETA
decided the time had come for her elimination. She was assinated on September 10, 1886,
while enjoying the town’s feast day with her three-year-old son (Gonzáles Katarin 1987).
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Figure 4. Article about Yoyes’return to Spain published in CAMIBIO16

Taberna’s work traces life of Yoyes, very closely. During the 90 minutes, it retells
viewers Yoyes’s journey starting from her hiding in France, through the process of distancing
herself from the fellow ETA comrades, the decision to move to Mexico, exile in France until
finally, the protagonist’s returns to her hometown where her past results in her death.
Besides Yoyes's love affairs and marriage to a philosophy professor, the birth of her
son, and her agonising over whether to return to Spain, Taberna provides audiences an insight
into political and social context of Spain during the end of the dictatorship and of the early
1980s when the country had become a democracy after Franco's death and former terrorists
were offered the amnesty. Apart from this, the movie also reflects on the responsibility of
news media that report on terrorism. Through visual representations Taberna interprets some
of the social consequences resulting from politically oriented violence. She depicts the
attempt of the Spanish Ministry of the Interior to use Yoyes’s return to its advantage; the
frustration of the families of victims of ETA’s atrocities upon witnessing those responsible
for their murder go free; and the inner conflict within the community of Basque nationalists.
One scene captures Yoyes arguing with her brother (member of HB). “All of our own
suffering supposedly justifies everything, but now, all we know how to do is make other
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people cry,” says the Yoyes during the quarrel. This assertion could be seen as a key message
of the whole story. Symbolically rendering on the statement, Taberna takes the audience back
in time, screening a bombing of a bar in 1978 that caused 8 civilian casualities. In contrast to
other audiovisual works dealing with ETA, Taberna’s version eschews the ambivalence and
mythologization. In Pablo Contreras’s (2012) words, “Yoyes honesty presents the political,
social, cultural, familial, and, in the most general terms, human manifestation of terrorism,
including the lack of remorse of Yoyes herself.” According to Pohl (2007) she becomes a
heroine as a result of her violent death at the hands of ETA, not because of her terrorist
background.
The director chose to provide audiences with an intimate account of the former female
ETA leader rather than on the general level. This corresponds with her intention to present
viewers the issue of terrorism from a human perspective (Los negocios-La gaceta del sábado,
1 April, 2000). Women have accounted for no more than 6.4 percent of the members of the
armed group during its entire history. Publications reflecting on the female’s membership
give evidence of the chauvinism and existence of sexual harassment (Reinares 2001; Antolín,
2002; Hamilton 2007). Other reasons for the minor presence of women in ETA are their
relatively lower capacity to carry out armed actions and the fear of some male comrades that
female element would cause problems within the terrorist group (Reinares 2001).
In Yoyes, Taberna touches on all of these topics. The main protagonists, portrayed
convincingly and memorably by Ana Torrent, has to deal with waspish comments about the
fact she is a women; is expected to be looking after the house chores in the hideout or taking
care of a sick female member while the men are wathing television with their feet up on the
table.6 Yoyes wielding a gun in target practice, however she does not carry out a terrorist
attack; she is involved in the preparations, however she is not seen as directly killing
someone. This scene is of particular relevance also because it provides evidence of the macho
behaviour practised within the organization. “For a chick, this is really fantastic” (para ser tía

6

According to testimony of one woman who also abondoned the organization, these situations were a

daily occurrence. She recounts: “My experience as a woman was horrible. Absolutely horrible… The men were
chauvinist pigs. With a few exceptions, they were bunch of horny bastards who didn’t know how to control
themselves” (Reinares 2001).
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está de puta madre...), comments an ETA member on her shooting skills. Another scene
depicts Yoyes’s fellow comrade entering a library where she is sitting alone, and he tries to
molest her. As a further evidence of Taberna’s intention to depict the protagonist’s character
as feminine as possible, she changes the sex of her child from a son to the daughter. From the
criticism of sexism exists within the armed gang, Yoyes soon turns to opposing the
organization’s principles, in particular the use of violence. Finally, she withdraws from the
organization, acquiring not only her individual freedom but also and perhaps more
importantly her own unique existence as a woman. By giving emphasis on Yoyes’s personal
and family life, the director brings to the fore this notion of feminity. As in the case of some
other potrayals of female ETA members, Yoyes represents a woman capable of making her
own decisions, such as abandoning the organization in order to prioritize her personal future
and future of her children.
The movie is fairly accurate in reflecting on the real historical events, which
contributes to its credibility. This notion of accuracy is supported for instance by a real
footage of the prime minister at the time announcing to a roomful of cheering ETA members
that Franco had died. “I have tried to tell the truth,” said the director, whose treatment of
Yoyes is broadly sympathetic. Nevertheless, she does avoid romanticizing the character.
Taberna portrays the ex-ETA member as a complex personality who does not show any kind
of remorse for her past. “If they want a war, then we’ll give them a war,” she responses when
Antiterrorist Liberation Groups (Grupos Antiterroristas de Liberación, GAL) kill one of their
own. Spanish government officials in 1938 illegally established GAL’s paramilitary units.
Their primary purpose was to fight ETA. They were active until 1987.
Tackling on the subject of the state-terrorism, discussed in the previous part about El
Lobo, Taberna was criticised for equating ETA with the GAL, which waged a war against the
terrorist group in the early 1980s. GAL's links to the governments in Madrid at the time still
remain a controversial subject (ABC, 5 June, 1999). A minister shown in the film strongly
resembles to a minister who is was on trial together with a top paramilitary civil guard
general for a supposed involvement in the deaths of two ETA members.
The movie was an Italian, French and Spanish co-production and received subsidies
from the Basque regional government. More than 200.000 persons viewed the film during its
initial screening. This number is in comparison to what other movies about ETA attained,
relatively high. The piece received several national and international prizes, however it did
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not provoked a wider public discussion. Retrospectively, it is being praised for both artistic
qualities and well-balanced conception. For example, Veres (2012) identifies Yoyes as the
most interesting piece of cinema dealing with this subject. In his opinion, it is the first movie
that dared to condemn the ETA dissidents. As expected, not everyone commend Taberna for
her work. The acclaimed Spanish theorist Fernando Savater, known for his critique of both
ETA and Basque nationalism, denounced in his reaction the interpretation of Yoyes and
described it as “sugar-coated“ (El Correo, 7 May, 2007).
It is worth noting the conditions under which the movie was made. Yoyes was shot
literally under cover, on location in the Spanish Basque country and in France during the
truce declared by ETA. The actual release then coincided with renewed conflict after an
earlier ETA's decision to end the ceasefire. With respect to these circumstances, Taberna has
been applauded for her courage in tackling the subject (Roldán Larreta 2011).
2.4 El Lobo (2004)
El Lobo (The Wolf) is one of the few films, which focuses on the history of ETA
during the final period of the dictatorship. The film directed by Miguel Courtois sheds light
on the true story of Mikel Lejarza, an agent working for the Spanish secret services, who,
under the code name “Lobo”, infiltrated ETA’s highest level during the period of 1973-1975.
The release took place 25 years after Operación Ogro and it is evident in the reading of the
film that even though El Lobo also touches upon Carrero’s assesination, the two
cinematographic works have a very distinct character. In the case of El Lobo, it is clear that
the chosen genre and specific content aim to first and foremost to attract audiences. In the
director’s own words, his utmost goal was to “make entertainment and reflection meet”
(ABC, 5 November, 2004). On the contrary to Pontecorvo’s piece, rather then political
cinema, Courtois’ film represents an action-adventure film or police thriller. Moreover, in
that quarter of a century, which parts these films, Spanish society transformed significantly,
just like public view of the fierce Basque terrorist organization did. The experience with
ongoing terrorist violence resulted in the society being highly critical, leaving no place for
potential romanticizing ETA members. As Pablo Contreras (2012, 194) notes, no longer
could they be seen “as individuals who were doing nothing more than just fighting againts a
dictatorship.”
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Figure 5. El Lobo movie poster (Filmoteca Vasca, 2013)

With respect to the production, there was no Basque engagement, in neither the
artistic or technical aspects of the movie. El Lobo is entirely a Spanish product, made in
cooperation with Canal Mundo Ficción, a production company affiliated to the Madrid
center-right paper El Mundo. This connection is reflected in the fact that Melchor Miraller,
who figures as an executive producer of the motion picture, works for the newspaper as one
of its commentators. As for Courtois, he was born in 1960 to a French father and Spanish
mother. Unlike Pontecorvo, he did not have a previous experience with shooting political
cinema. He directed his first movie Preuve d’Amour in 1987 but since then, he has kept
moving accross directing and producing. Mainly, his previous qualification involved
directing productions for French television, such as La Crim series.
The film approaches the complicated climate of 70’s period in Spain, when the
country embarked upon the difficult journey of transition to democracy. The infiltrator, Mikel
Lejarza, portrayed by Eduardo Noriega, was an instrumental figure in dismantling several
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ETA cells, resulting in the imprisonment of 150 of the organization’s members. The plot is
based on a story told by Lejarza to two journalists (Cerdán and Rubio 2003). 7 In the
beginning is Lejarza, Basque in origin, recruited by the Spanish secret police. The film then
focuses on his activity within ETA, which led to the apprehension of many terrorists. It
follows the story to Lejarza’s withdrawal from the organization. With the help of a plastic
surgery, he changes completely his identity, including his physical appereance, and
dissaperars. To this day, ETA commandos each carry a single bullet designated for “Lobo”.
The fact that the filmmakers stuck close to the facts (as told by Lejarza) makes the
presented material quite credible. What further increases its credibility are titles placed on the
screen referencing specific dates and places during the period 1973-1975. It is also important
that the picture does not leave out the milestones of ETA’s history of that period. These
include the murder of Carrero Blanco, the first attempt of ETA members to escape from
Segovia prison and the execution of two militants, Txiki and Otaegi. Besides these notorious
events, it further touches on some less known episodes from the history of the armed group.
These include, for example, the hideout in the south of France, which was able to exist due to
a benevolent approach by the French authorities; the assistance which other groups of the
extreme left provided to ETA, such as the Catalan Front d’Alliberament; the ETA’s
radicalism with which they opposed not only the oppression coming from Spain but also the
local oligarchy; and the maneuveres carried out against ETA in the southern France.
With respect to El Lobo, Pablo Contreras mentions similar story of a British mole,
who infiltrated in the IRA at the end of 1980’s. The movie directed by the Canadian Kari
Skogland, is titled Fifty Dead Men Walking (2008). In contrast to the Spanish case, Martin
McGartland whose life served as an inspiration for the movie script dissociated himself from
the film. The real Mikel Lejarza, on the other hand, consulted the screenplay of El Lobo.
Ties to El Mundo, which has always stood in opposition to ETA, helped prevent the
film from being judged from an overtly political perspective. In an interview for another
Spanish newspaper ABC, the director proclaimed his intention to make “a well balanced and
objective film,” reassuring that “the only thing I am militant about is my opposition to
violence of any kind” (ABC, November 5, 2004). This Courtois’ statement is something that
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As Pablo Contreras (2012) mentions, some ETA militants from that era who knew Lejarza believe he

exaggerated his importance.
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comes across on the screen. He does not picture the militants as idealists fighting for
freedom, as does for instance Pontecorvo in Operación Ogro. The renouncement of violence
of any kind is a leitmotif of the motion picture. It presents audiences an ETA of the Franco
era as a group of terrorists who commit a murder of an innocent taxi driver in front of his
wife and ten-year-old daughter only because he may be an informant. The members of the
organization are portrayed as cold creatures indifferent to the suffering of other people. This
depiction mirrors what the production team thinks of the ETA of that era but also how they
perceive the current state of affairs. Accordingly to Pontecorvo, Courtois expresses certain
sympathetic attitudes towards ETA-PM. This is evident in the way he deals with the schims
in the organization and the events, which preceeded it. In one of the dialogues between ETA
members, there is an argument about the future direction of ETA. One member suggests
transformation towards a social movement, establishing a political party and abandoning the
violence. On the other hand, the military chief opposes, saying “our people will stop
supporting us if we lay down our arms without having won our independence.” Ultimately,
he gives instructions to kill his ideological opponent.
One of the most striking features of the movie is the portrayal of Franco-era police.
The manner some of the secret police officers behave certainly leaves one disconcerted,
thinking they are not so far from what can commonly be called “evil” than the terrorists they
chase. In his analysis of the movie, Pablo Contreras (2012) criticizes Cortouis for conforming
his vision to a rather stereotyped image of the Spanish armed forces of that time.
Interestingly, this also fits with an earlier leitmotif of Spanish Civil War films in which
everyone is shown to be equally brutal – and in this way the filmmaker tries to criticize the
violence by all sides. He admits that the reprisals are portrayed with accuracy. However, he
doubts certain scenes, such as the one that depicts the decision of the secret service to
eliminate one of its own agents, which is in his words “rather exaggerated”. Nevertheless, the
El Lobo brings up several questions concerned with cultural identity, social justice, pride and
patriotism, while remaining somewhat objective.
However, in general, as some of the reviews alleged, Courtois’ work lacks a broader
context (El País, 5 November, 2004). Some of the elements related to the main protagonist,
such as his family life, contain huge credibility gaps. Furthermore, a number of scenes raise
eyebrows, such as when the militants living in France are making remarks about heading to
“Spain” when they are referring to crossing the border into the Basque land; or when the
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ETA commando is jogging on a beach in a way not so dissimilar to the protagonists of the
television series Baywatch.
With the exception of the leading male actor, the performances fall rather short.
Firstly, Patrick Bruel who plays the ETA military commander poses a noticeable French
accent. Likewise, the role of a female ETA member casted by Mélanie Doutey is not
executed convincingly. Hence, the movie misses a chance to elaborate on the role of women
withing the organization.
Finally, although the film cannot be classified as the political cinema genre, it was
certainly thought provoking for local audiences. In terms of figures, viewers turned it into the
second-highest grossing Spanish production of that year, selling more than 1.5 million
spectator tickets (Malalaña Ureña and Fernández González 2006).

2.5 Todos estamos invitados (2008)
Todos estamos invitados (Everyone Is Invited) is a title chosen by the director Manuel
Gutiérrez Aragón for his motion picture, which traces a story of an amnesiac ETA patient
named Josu Jon, his psychologist in a psychiatric clinic Francesca and of Xabier, a university
professor. Xabier, whose girfliend is Josu Jon’s psychologist, is threatened with death by
ETA militans for his critical statements addressing the political situation in the Basque
Country, and who in the end pays for his political views with his life. The meaning of the title
is ambiguous. On one hand, it implies that anyone may one day become a target of terrorists,
that is to say, that we can all equally be potential victims. On the other hand, it sarcastically
suggests that not everyone is in fact invited to become part of a community that is portrayed,
i.e. the Basque community, which is dominated by fear and exclusion.
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Figure 6. Todos estamos invitados movie poster (Filmoteca Vasca, 2013)

Justin Crumbaugh (2007) discusses this struggle over historical memory, victim’s
remembrance and political legitimacy in an essay. The title reads “Are We All (Still) Miguel
Ángel Blanco? Victimhood, the Media Afterlife, and the Challenge for Historical Memory“.
It echoes the notion implied by Gutiérrez Aragón. According to Crumbaugh,
“A striking development in Spain since the late 1990s is the extent to which the
victims of political violence have increasingly become more of a media spectacle
than the terrorist themselves. […] Since Blancos assassination, victims of ETA
constitute a kind of ideal ego of a new, seemingly incontrovertible model of
democratic statesmanship“ (Ibid., 378).

He claims that in modern Spain, paradoxically, victims constitute source of power a media
play a major role in this. As Katherine Verdery (1999, 112) asserts in her book The Political
Lives of Dead Bodies victims of political violence have become inhabitants of the media
imaginary, and as such they ‘‘are a way of reorienting people’s relationship to the past“.
In contrast to his predecessors, Gutiérrez Aragón turns away from high-ranking
targets such as Carrero or Yoyes and puts into the camera spotlight ordinary victims.
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Furthermore, it differs because it does not concentrate on the militant’s perspective; instead,
it fully centres on the victims. Hence, Todos estamos invitados represents a watershed
moment in the Spanish filmmaking about ETA, bringing into the movie theaters new features
that were absent in the previous cinematic portrayals. Gutiérrez Aragón scripted the movie in
collaboration with Ángeles Gonzáles Sinde, a man who would be in 2009 appointed as
minister of culture in the Socialist government of José Luis Zapatero.
The plot is inspired by real-life story of a prominent journalist José María Calleja who
was placed on ETA’s black list when working for the Basque channel Euskal Telebista and
was forced to relocate to Madrid. He fell in the disfavour of the Basque radical nationalist for
his criticism directed towards the organizations and its actions. He was active in various
pacifist movements opposing the use of violence and radical means of nationalism.
Nevertheless, when it came to the crunch, and these grassroots organizations expressed
support for right-wing PP, he turned into a PSOE supporter. The main reason was he
condemned the strategy of the PP whose leaders spreaded the theory of ETA’s involvement
in the Madrid’s train bombings in March 2004. One of his articles for El País reads: “We
have been victims of two dictatorships: the one of Franco and one of ETA. Both made use of
hatred and fear“ (El País, 10 May, 2010). This principled position on a number of crucial
issues related to the Basque nationalism set out by Calleja, whose basic line was the
denunciation of terrorism, was skilfully transmitted by Gutiérrez Aragón to the silver screen.
The action of the film focuses upon the proffesor’s struggle with the constant
presence of a bodyguard and also with his involuntary social isolation caused by the ETA’s
threats. In parallel with this storyline, the director unfolds a story of Josu Jon’s recovery
process, which takes place in a prison hospital where he is taken care of after being wounded
in an attack carried out by ETA. A common thread between the both male characters is
Francesca, the caregiver of Josu Jon and at the same time life partner of Xabier. As Francesca
helps Josu Jon to recover his memory, he slowly falls in love with her. Despite all the
measures that the professor takes in order to protect himself from the death threat, he ends up
being targeted by ETA commando. After his murder, Xabier’s girlfriend continues with what
her boyfriend had started, that is to say condemning ETA’s activity. At last, it is Jon Josu,
already recovered, who prevents Francesca from becoming another ETA’s victim. Thus, he
symbolically rights the past wrongdoing he had commited as a member of ETA.

46

The film confronts the Basque society with its egalitarian principles, deeply inherent
in the Basque social context. It also points out to a more or less conscious disregard
stemming partially from a climate of fear that Basque society got surrended by. In this
respect, there is one scene of particular importance. Xabier regularly visits a dining club,
which functions as a traditional place of social gathering of the community. As Pablo
Contreras (2012, 395) observes, in Aragón’s interpretation, this perhaps a cliché notion of a
dining club as an icon to Basque identity, serves as an analogy of “a shared living space (i.e.
the Basque Country itself)”. Everything seems to be in order until one of the members, who
is happen to be a lawyer of several ETA prisoners, publicly threatens the professor on behalf
of ETA. Other members of the club present at the scene act as nothing has happened,
displaying ignorance by opting for being willfully blind to the Xabier’s cause. Finally, the
professor’s mental colaps, as a result of being threatened, also functions as a metaphor of the
consequences of the politically motivated violence that still exist within Basque population.

Figure 8. “Silence of the fear”, an article about Todos estamos invitados (La gran ilusión.10 February, 2008)

47

As the director himself admitted during one lecture, purely from an artistic
perspective, the characters of ETA members are intrinsically more attractive than their targets
(Pablo Contreras 2012). Paradoxically, also Gutiérrez Aragón, who claimed to end the silence
of cinema and Basque society with respect to ETA’s victims, was led by this
conceptualization and in result, the character of Josu Jon is the main focus of the film. In
Yoyes, Taberna illustrated the militant’s increasing disillusion with the organization due to
the bleak outlook regarding the ongoing armed struggle. However, there was no open sign of
any declaration of repentance and thus, the film was criticised as ambiguous (El MundoSuplemento Crónica, 25 April, 1999; El Correo, 7 May, 2000; Época, 27 March, 2010;). In
contrast, in Todos estamos invitados the fact that the terrorist loses his memory provides
opportunity for atonement. This aspect of the movie is what makes the film clearly
distinguishable from the other cinematic representations of the subject of memory related to
ETA. Pablo Contreras (2012, 397) is convinced the memory loss that befalls Jose Jon acts “as
a metaphor for the loss of memory in the Basque society as a whole”.
The sequence of Xabier’s murder is highly contrasting. The town of Donostia-San
Sebastián is in the middle of holiday festivities, filled with music, dancing, joyful
conversations and colourful costumes. With respect to the time frame, the story is placed in
the 1990s but no specific date is mentioned. This rather an undefined time period, in which
the events portayed take place, along with the some unlikely scenes, accounts for reasons to
be critical.
Similarly to the previously analysed movies, neither the director nor the production
was Basque. Even though, the private broadcaster Tele 5 owned by the same parent
organization as the Bilbao newspaper El Correo8, was by a small part involved in making the
movie. In an interview given to the Madrid-based daily El País, Gutiérrez Aragón confessed
that some people did not want to participate in the filming because “they felt the movie
advocated the thesis of the PP regarding violence” (El País, 22 March, 2008). Regarding to
the box-office success, the film was not a failure however it did not reach extremely high
numbers. During its initial run it draw total of 150.000 viewers.

8

El Correo is known for being in opposition to ETA. Regarding the Basque nationalism in general, it

takes moderately critical stance.
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On a final note, perhaps the most striking feature of the movie is the way it holds a
mirror to Basque society, exposing the hypocrisy of those living around the threathened and
later assassinated professor. It paints a picture of a society indifferent to the lifes of others.
Nevertheless, the way the film grapples with these manifestations of fear and disregard, may
not reflect the state of Basque society at the end of the first decade of twenty first century.
Albeit limited, there has been in the past years significant change in the climate, resulting that
both cinema and Basque nation no longer remain in silence. That such a movie as Todos
estamos invitados could be filmed is a perfect illustration of this trend.
The concluding paragraphs of this chapter are dedicated to a brief discussion of recent
movie releases about the Basque armed group. Alhought ETA is no longer a taboo for the
Spanish film production, there are certain topics, which filmmakers have seemed to be scared
of. For instance, until recently, it seemed that no one dared to deal with the topic in a fulllength comedy. There was only a weekly sketch comedy show “What a Week” (Vaya
semanita) broadcasted on Basque public television's second channel Euskal Telebista in
2003–2013, which targeted among other topics, the problem of ETA militants. In one
episode, members of the organization modify lyrics of a popular tune, sarcastically singing:
“To leave the group, to leave the group there are pardons needed, pardons and amnesty is
needed for the Basque Country” (Para dejar la banda, para dejar la banda se necesitan
medidas de gracia, medidas de gracia y una amnistía en Euskal Herria).
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Figure 7. Members of ETA singing in one of the Vaya semanita episodes (Youtube, 2015)

Basque screenwriters Borja Cobeaga and Diego San Jose capitalised on their
experience and success of Vaya semanita and released in 2014 a comedy, which as in the
case of their television programme does not shield away from from politically sensitive
material. In first three weeks 2,6 million visitors bought the ticket to see their movie, Ocho
Apellidos Vascos (8 Basque Surnames, 2014), becoming the top-grossing movie in Spain for
2014. Suprisingly, the movie has broken also several records in the Basque country's biggest
city Bilbao, a place where Spanish films are not usually successful.
The comedy has viewers in stitches over the cultural difference between a slick-haired
young man from Andalusia and his Basque girlfriend. The main male protagonist, Rafa, who
has never before left his native Sevilla, chases Amaia to her village, where he struggles with
the Basque language and falls in with separatist militants depicted as bumblers with piercings
- a take on them that is risky in a country deeply scarred by bombings and assassinations. The
movie includes jokes about car-bombings, something that would have been unthinkable
in Spain even couple years ago.
The pro-ETA newspaper Gara, which was not amused by the movie, ran a scathing
review, stating “nothing good could come of a production with an advertising campaign
based on the same jokes about Basques and Andalucians that were told during the Franco
era,” angrily commented critic Mikel Insausti. However, the general public seemed amused,
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and the film racked up 16 million euros at the box office in its first three weekend, which is
quite rare for a current Spanish production to gross more than 10 million euros. Hence,
comedy genre proved to be movie attractive to the movie-going public. However, it is
arguable whether it would stand as a work of cinema.
Another recent piece of cinema is Negociador (The Negotiator, 2014) by Borja
Cobeaga, who also scripted Ocho apellidos vascos. It’s a half-serious, half comical take on
the negotiations between Eguiguren and ETA that took place just before ETA’s final declared
truce. The film tackles a particularly sensitive topic for Basque people: the negotiations
between the Spanish government and the terrorist group ETA.
Lasa y Zabala touches on the ETA conflict from a diametrically opposite point of
view and genre. Directed by Pablo Malo, unlike the other two recent releases, it takes a form
of dramatic genre. Perhaps, the movie could be seen as a landmark in Spanish history. It
changes the deep-rooted narrative, in which there is almost no place for portraying ETA’s
members as victims. The stand up ovations at the end of the film premiere hold during the
San Sebastian International Film Festival deep in the heart of the Basque land prove how
much means this movie for the people living in the North of Spain. The film portrays the
killing of two young ETA members, their kidnapping over the boarder and torturing by GAL,
a para-militar organisation secretely affiliated with Spanish government. The director’s aim
was in his own words “to turn facts into a political thriller.” In his snterview with Thomas
Humphrey for magazine Nisimazine San Sebastian he further comments:
I certainly couldn’t have made this film if ETA was still active. […] I wouldn’t
have spent two years of my life working on this film if I thought people could then
use it to confront each other. I wanted to move towards dialogue, or at least open
more dialogue, so that future generations might be albe to watch my film and think,
this happened to my parents and grandparents, and therefore learn something (2
October, 2014).

Some see the movie as propaganda, however Malo denies this, stating this was never
his intention, stating it was an attempt to make “a political thriller, but from a human
perspective” (Ibid). The portrayed story has not been openly discussed yet, and when it has
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been discussed, it was with a biased attitude. 9 The opening sequence shows the main
protagonists talking about bringing the Basque struggle to an end by listening to both sides.
However, it is questionable whether the film transmits this commendable message. As the
story evolves, the film makes one rather sceptical with respect to this. The cast made an effort
to understand the GAL’s motives (Audiovisual451, 2014); unfortunately, this message does
not come across.
To sum up, the analysis in this chapter has shown how cinematic represantations
shape collective memory. They are embedded in the social and political context. As this
context changes through time, so does the perception and interpretations of the Basque
separatist organization. As the evidence presented in this chapter demonstrates, ETA as a
subject is eminently present in the Spanish macro-level memory.
The fact that the movies are dependent on market forces may contribute to certain
extent to marginalisation of the topic. Even thought the filmmakers aim to give a balanced
account of historical events, they cannot completely eschew inevitable subjectivity. General
reluctance to portray ETA’s activity on the silver screen in a humorous way may come to
nothing as other film productions will seek to repeat the success of the comedy Ocho
apellidos vascos, an approach that resonated with relatively large segments of the Spanish
public.

9

José Luis Rebordinos, the director of the festival seemed satisfied as he entered the cinema theatre

hall: “Since ETA stopped killing, there is a possibility to talk openly and coexist. You can like or dislike the
movies, but the screening of Lasa y Zabala and Negotiator are vivid proof of normality, something that would
not be possible ten years ago” (El País, 25 September, 2014).
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2.3 Perceptions of the visual narratives
While the previous analytical part dealt with the social level of collective memory
generated through visual representations, this section looks at how individuals interact with
these mediated narratives of ETA. Hence, the main focus is on the linkage between collective
memory on the macro and micro-level. This must be seen in conjuction with the given social
and political context. The analysis draws on semi-structured interviews with fourteen
individuals of both Basque and Spanish origin. The different themes, which each form a one
particular section, are based on the coding process conducted within the thematic analysis. In
addition, the memory patterns as displayed in the selected cinematic works inform the
analysis.
Each informant´s memories are unique and formed by a specific context of each
individual. Simultaneously, these memories are part of a public narrative of the Basque
conflict. The memories should be thus read in relation with the individual background of each
person interviewed. A close look into those personal memories exposes the dynamics of how
personal memories are shaped and how they interact with those collectively exercised on
public level, for instance through the mass media, such as cinema. Collective memories on
ETA, which form part of the public domain, such as those representations on the silver
screen, are likely to be constituted as a series of coherent chronological events (Hodgkin and
Radstone 2005). In contrast, the interviews are rarely in chronological order, which provides
necessary access to diverse associations of interviewees´s memories.
With respect to the general perception of ETA in Spain Pablo Contreras comments:
“In general, in the beginning, among a large segment of the society prevailed a
symphathetic view towards ETA, an image that was little bit idealised, in the sense that the
organization was fighting the Franco’s dictatorship and that it included people who might be
doing wrong things but for a better tomorrow. […] Then slowly, with the beginning of the
Transtion, opinions started to change. With every other ETA’s action it was clear that they are
a terrorist group and there was no idealism present anymore. This process, of course, took a bit
longer time in the Basque Country, as ETA was fighting for its liberation” (Interview with
Pablo Conterras, 14 Marzo, 2013).

Furthermore, he explains that it is difficult to say precisely what influences the perception of
ETA the most because you never know to what extent media take on what is already in
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society and conversely, to what extent are media influencing what is in society. In reality, it is
a two-way relationship, which functions vice versa. He asserts that there has always been a
rather heterogenous image of ETA, as some of the media outlets were more in favour of the
Spanish nationalism, that is to say more conservative, such as the newspaper daily ABC, there
was never doubt about what is their position towards the militants. On the other hand, even in
the end of 1990s there were some media canals in Spain and as well abroad, for instance in
Portugal and Italy, that were elevating ETA members to the status of heroes“ (Interview with
Pablo Conterras, 14 Marzo, 2013).
With respect to the influence of movies, every film can be interpreted in different
ways, depending on each viewer, his background and also for example the day of the
screening. If it is after seeing news about some attack, people are likely to interpret the film
in a different manner. This also explains the controversy surrounding some of the movies, for
example Yoyes.
When asked where do they usually seek information, the respondents most commonly
referred to printed version newspapers, such as El País and Correo; to various radio stations
and to the Internet. In average, they have seen between two to three films about ETA, most
frequently mentioned was the thriller El Lobo, which correspondents with the fact that the
movie was commercially the most successful out of the four films.
In response to the question about their first thoughts when it comes to ETA,
participants most frequently mentions words such as violence, terrorism and attacks.
“It is negative for me because the image that ETA gave to Basque country is a
wrong one. But on the other hand I understand how their logic originated. Well, I don’t
know, the words I associate with ETA are probably death, terror, terrorismo, well,
something negative.” (Participant 14)

Hence, whether the respondent is Spanish or Basque, their reluctance to voice
opinions about ETA to another individual is directly impacted by whether the other
individual is part of the same ethnic group (ingroup) as ETA. This choice is directly impacted
by the violence perpetrated by and surrounding ETA. As Davis and Henderson (2003) assert,
individuals who experience or witness crimes or violent acts may experience reluctance in
expressing an opinion or reporting that violence to others closely related to the act. This
reluctance to voice an opinion about a violent act or to report a crime can stem from a fear of
reprisal or ostracism (Fishman 1979). Thus, for Spaniards (Basque and non-Basque), they are
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much closer to the violence, so it makes sense for them to be more afraid to speak out against
ETA.

“I saw El Lobo y Yoyes. [..] In the case of El Lobo, I remember the advertisements,
and well, the topic grabs your attention. I was interested to see how it was portrayed
on screen, how other people, people from outside, would perceive it. In fact, a film is
for me something that reflects the reality.” (Interview with Participant 8, 23 March,
2014)

In contrast to the cinematic culture where it seems that filmmakers have broken the
ETA taboo, the interviewees’ answers suggest that talking openly in the public about the
Basque separatist organization is not common even nowadays, in the second decade of the
twenty first century. The interviews provide evidence that the activity of ETA is a sensitive
topic and that people’s daily conversations are still sparse on the debates and dialogues with
respect to ETA. All of the participants, respectively, admitted that even though they can talk
about ETA at home or within a close circle of friends, they rather refrain from opening the
topic for instance at work or with someone they are not familiar with. We can understand this
perspective when Participant 1 says:
“I think there still exists a certain fear to deal with this topic. It is the same as with the
Spanish Civil War. There are still many topics that wait to be open, which would reflect
what really happened. When more time passes, we will be able to talk about it more.”
(Interview with Participant 2, 15 March, 2013)

Although it was not a taboo to discuss the separatist terrorism at home, family
discussions developed mainly on the occasion of particular events, such as assassination or
kidnapping. In additions, these debates were not very profound and lacked the ambition to
analyse reasons for ETA’s activity.
It was assumed that the subject ETA due to its sensitivity was not in the past part of
the curriculum, however it was surprising the some universities fail to open the necessary
debate about Spain’s recent past as the comment by Participant 6 illustrates:
“Also at the university we don’t have any course that would deal specifically with this topic. There are
only student association that do something but is is not official. For example at the moment there is a Film
Forum and they screen films about ETA but it is not organised by the faculty. We talk about Ireland or about
Palestine but not about Basque Country.” (Interview with Participant 6, 23 March, 2013).
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2.3.1 Operación Ogro: The “good”, the “bad” and the flying car
It is worth noting that Operación Ogro is the only movie out of those investigated
(and perhaps out of all filmed about the armed group, in general) that has managed to create a
strong long-lasting graphical representation that would prevail on the micro-level.
Assassination of Carrero Blanco is thanks to the movie canonized as the explosion that blew
the Franco’s heir apparent into the air. With the exception of one participant, each
interviewee recalled the iconic scene pictured in Operación Ogro, the car being blown up in
the air (See Figure 8). This also included individuals who, in fact, did not see the movie
themselves. Pablo Contreras in this respect adds: “It strikes me that the graphical image of
the assassination of Carrero Blanco is the image of cinema. It is a historical event but what
has stuck with society is the movie. It is a widespread image that was adopted and often reproduced by other media.” The fact that some participants did not remember when the
assassination took place but they were able to retrieve from their memory the picture of the
Carrero’s car in the air, proves Pablo’s statement.

Figure 8. Carrero’s car in the air, scene from Operación Ogro (CAMBIO16, 1993)
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“Well, I was one year old when the assassasination took place, but what comes to my
mind when you mention the assassination is the image from the film Operación Ogro,” shares
his thoughts one of the interviewees (Interview with Participant 11, 27 March, 2014).
Another participant (Interview with Participant 4, 15 March, 2013) remembers the particular
scene as well: “Yes, I know the image of the car blown in the air. It flied flied and flied.”
Another important narrative that still resonates within part of the society is that of
“good” and the “bad” ETA. When recounting the assassination of Admiral Carrero Blanco,
the responses are mostly in line with the movie’s construction of the past. Ten participants
out of fourteen argue that it was a different period when ETA was created: “There was a
dictatorship and it was different society. Then the process of transition to democracy started
and it was like it didn’t make sense anymore to have an armed group” (Interview with
Participant 7, 23 March, 2013).
2.3.2 Yoyes: Sympathy and indentification
A female ETA member can potentionally catalyse sympathy and identification with
the character. However, in this case, the interviewees were reluctant to condemm they could
possible identify themselves with the portrayed terrorists. Although some notion of sympathy
can be recognised in the response when asked why were they interested in seeing the story,
for instance as Participant recounts:
“In the case of Yoyes, well, it was an incident, which produced a lots of
sensation when it occured, so I wanted to learn more about how it happened. […]
Well, I think that it reflected what lots of people feel, that is to say that in the
beginning ETA fought something, against the repression that took place during the
epoch of Franco, and they had support. However later, it didn’t make sense, killing
innocent people that had nothing to do with the repression. Then, I think it also
reflects the belonging to a terrorist group, how difficult it is to leave such
organization. You know how to enter, but leave it, it is much harder. […] Well, I
think it (movies) makes you look at the things from a different perspective”
(Interview with Participant 1, 15 Marzo, 2013).

2.3.3 El Lobo: Who is the victim?
El Lobo was commercially the most successful film out of those included in this
study. Thus, it does not come as a surpise that all but one intervieweeves have seen this
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movie. El Lobo’s subject, a story of a spy who at the end undergoes surgery in order to
completely change his identity, is undoubtedly attractive for audience. However, the movie
also provoked out of all cinematic works discussed, the greatest controversy among
participants. “E Lobo is a nonsense! It is scandalous to depict someone as a hero when, in
fact, he is a traitor” (Interview with Participant 12, 27 March 2013). In a similar vein,
Participant 10 (27 March 2013) gets angry when remembering the movie, stating that “They
should pay attention also to the victims on the side of ETA because the members were also
tortured, kidnapped and murdered, in some case.”

2.3.4 Todos estamos invitados: Fighting stereotypes
The majority of participants who were of the Basque had a personal experience with how
ETA’s terrorism and related predjudices portraying Basque population as a community of
violent and hostile individuals.
Participant 7 mentions: “If you meet somewhere here in Madrid for the first time and you tell
them you are from Bilbao, sometimes they make some jokes or they ask you questions about
the terrorism, but it is less and less.” Another, Participant 2, adds, “that because of ETA often
people judge the whole Basque Country, it is a certain ostracism.”
This fear being judged because of ETA is further evident in the memories of the Madrid
bombings in 2014 as remembered by Participant 3: “Well, then I went home and we watched
the televions. And I was thinking: Why ETA had to do an attack of such magnitude. But
soon, it become known that it was not ETA and I felt reliefed, like that they won’t accuse us
all of violence” (Interview with Participant 3, 18 March, 2013) In this respect cinema
production has a potential to function as catalyst for a change of narrative. If they are
interesting enough to capture the attention of young generation, they can trigger a family
discussion. This debate withing circle of relatives may be starting point for a polemical
debate on wider scale.
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Chapter 3: Discussion
This thesis has aimed to examine cinematographic construction of ETA terrorism and
how these film stories influence individual perception of the separatist armed group and thus
contribute to formation of collective memory. The dynamics of the relationship between the
public notion of history of ETA and perceptions of individuals stands at the centre of this
research. The findings of the present study provide further evidence of the existence of such
relationship.
The analysis revealed how the visual narratives and interpretations changed over the
time. Interestingly, it was also observed that the cinematic productions mirror the time period
of their setting. This phenomenon is reflected in the case of Todos estamos invitados. The
director Gutiérrez Aragón sets his movie in the 1990s when ETA was still rather dangerous
and it was not a common manner to speak about the terrorists. So even though the movie was
filmed far from the times of the atmosphere of fear, it transmits this narrative. This is also
true vice versa. In the analyzed motion-pictures it was observed that different historical
contexts produced different dynamics and stabilized contents of memory: it is evident for
instance in the case of the television screening of Operación Ogro, when the producers
deemed necessary to add an explanation what the audiences are about to see.
The analysis gives evidence that the topic of ETA has been treated relatively
frequently in the Spain’s cinematic culture. However, what is interesting to look at is how it
has been treated in each moment of history, as this has to do with the symbiotic relationship
between media and communications tools, such as cinema, and society. Despite the fact that
the films share certain common feature, such as the renouncement of the armed struggle,
findings reflect that discourse on ETA terrorism has never been a single meaning. Yoyes
belongs together with Carrero to the high-ranking victims. On the other hand, Todos estamos
invitados turns attention to ordinary people who suffered as a result of ETA’s actions.
In synthesis, in all of the chosen visual representations it is possible to a certain extent
observe the rejection of violence. Through the thematic analysis of the four films which have
been chosen to study, in order to appreciate the different models with which the Spanish
cinema has treated the violent past related to activity of ETA, we may conclude that the
earlier first and second examples show signs of sympathy towards the organization at the
time of Franco’s dictatorship (as in the case of Operación Ogro) or lack of remorse (as in the
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case of Yoyes). Pontecorvo’s visual illustration of Carrero’s assassination could be regarded
as a movie, which promotes mythization of ETA’s beginnings. The oppression that Basque
population was subjected to during Franco’s dictarship serves as justification for the violence
directed at Carrero he is after Franco the highest ranking official representing the regime.
This trend is furthermore reflected in the society, as imply the interviews. The prevalence of
the view of Carrero’r murder as necessary measures that had to be taken in order to open a
way for the transition to democracy, especially within Basque society is what also resembles
in the discussion with the historian Pablo Contreras (Interview with Pablo Conterras, 14
Marzo, 2013). Taberna’s intimate portrayal of ex-ETA female member who dies at hand of
her fellow comrade does not praise ETA’s armed actions, nevertheless the main protagonist
does not give sings of remorse of her past and thus the film results somewhat ambiguous. On
the contrary, the two other films (El Lobo and Todos estamos invitados, respectively) that
were analysed were made after the Transition and refrain from any notion of a romanticized
or ambiguous portrayal.
The recently released movies, which touch on the theme of ETA terrorism, such as
the comedy Ocho apellidos vascos suggest that cinematographic world is capable of breaking
taboo. Until 2014, no full-length comedial film existed. Although some of the interview
participants refuse the idea of ETA being treated in a humorous genre, the striking box-office
success that surprised even the director himself shows that Spanish society is prepared to
laugh at the cultural sterotypes deeply embedded in the ETA narratives. The success of the
comedy reveals that simple jokes and generalizations attract wide audience. Thus, a question
may arise whether this trend will continue and how will it affect cinema’s ability to challenge
established narratives. In concordance with Wolfgram’s ideas about the memory-market
dictum, Pablo Contreras reminds us “we are talking about cinema and the aim of a director is
to earn money and. Researchers have often neglected this issue that in order to attract
audiences the film must accessible to general public” (Interview with Pablo Conterras, 14
Marzo, 2013).
As the findings of the film analysis presented in the Chapter 2 report, the language of
the selected Spanish films is comprised of visual symbols, reflecting on the themes relevant
to the memory of ETA’s activity: violence, victimhood, and trauma. The result presented in
Chapter 4 concerned with the analysis on personal level, advance the main argument of the
importance to examine the interredependence of macro and micro-level generated narratives.
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Grounded in the findings of the analysis, this thesis argues against the opinion that the main
political parties and mass media have over the past decades created the memory of ETA
terrorism. Certainly, cinematographic conceptualizations to certain extent influence the
memory construction, however their impact is limited. A film portrayal has only a small
potential to change one’s view on the armed organization, especially if the viewer is
somebody already familiar with the context. It is the individual characteristics, such as age,
gender, family background, education and political stance undoubtedly form ones opinion. In
the end, the visual portrayals do not constitute be the main force, which influences the
perception of the armed group and Basque population in general, nevertheless their role
should not be underestimated and marginalised.
Although, ETA on the silver screen is no longer a taboo, and anyone should be able to
openly express his or her views, as the responses from the interviewees indicate, the situation
within Basque and Spanish society respectively, is rather different. The problem lies in
the fact that people’s perception of the Basque armed group differs according to their
subjective realities. Thus, ETA still continues to polarize Spain’s media outlets and public
public discourse as well as it is projected into daily lifes of the country’s population. A
generational turnover may be necessary for freeing up social space and bringing new
perspective.
Enormous success of comedy Ocho apellidos vascos, which treats the topic rather
frivolously a superficially, making fun of certain clichés but enforcing them at the same time,
should be alarming. This simplified narrative may only further strengthens the polarization of
society and the negative percpection of Basque people, albeit doing it with humour. In
relations to this it is convenient to comment on one striking aspect, emerging from the
interviews. The conversation with participants suggested a trend that was once already
apparent, that is to say the silencing the memories. During the Transtition this process was
imposed from above, intenting to facilitate Spain’s journeys towards democracy. In this case,
we are talking about an intentional forgetting of ETA terrorism, a tendency especially
apparent when talking to older generation of Basque population. This is related to the
expressions of relief that accompanied the assessment of the current state of affairs, that is to
say the fact that ETA has recently ended the armed struggle.
Using cinematographic representations may generate an added value to the education
process. Selected popular films and documentaries could serve as a powerful didactic tool,
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helping with (re)construction of the historical events and offering possibility of
reconciliation. In general, the appearance of audiovisual materials, including feature films,
constitutes a unique opportunity to increase our knowledge and our perceptions about the
diverse experiences of the individuals who lived in the period when ETA was still fully
functioning and highly dangerous terrorist organization. They could provide a better
understanding of historical events and what they meanin for the current political and social
context. Cinema has a potential to play instrumental role in the dismantling of
cultural prejudices and stereotypes. By all means, films may combat the idea of group-based
guilt that is often enforced via the silver screen, casting a negative light on the Basque region.
Thus, filmmakers could challenge this official narrative by refraining from portraying the
Basque nation with the purpose of conveing the impression it is a highly distinctive society.
An attempt was made to conduct the research in a way, which would minimize any
potential bias. However, as with any research there are limitations encountered both
throughout the process and also realized in retrospect. One such retrospective barrier was
presented by the bias of the interviewees, which resulted in an unbalanced sample. Due to the
time constraints, it was not possible to find more interviewees that would be necessary for
incquiring greater insight into how visual portraits shape perception of ETA among different
individuals. Second major obstacle encountered was the language barrier. Were it not for this
limitation, the interviews would perhaps be more fruitful and more in-depth. The chosen
methodhological approach has some further disadvantages, such as the unavoidable
„interviewer effect” (Kvale and Brinkmann 2009). Perhaps more importantly, the fact that
conclusions were drawn from a small number of respondents may not allow generalisations
of the findings. Finally, the author admits that there is not one single possible interpretation
of these visual representations. There is always a multiplicity of meanings to be found in any
image or text.
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Conclusion
The present study was dedicated towards analysing the relations between the memory
and Spain experience with the violence produced by the Basque separatist organization ETA.
The investigation was based on the manner in which the traumatic past was portrayed in
Spanish cinema. Four feature-length fictional films were chosen, which were considered
pertinent in terms of how the Spanish interpreted their own past. The question posed was not
only what do these films portray and how but also how did Spanish society react to this visual
imagery. In this respect, the study has demonstrated that the selected Spanish movies display
a relative homogeneity in terms of ETA’s interpretations; nevertheless, these interpretations
take on different patterns over time as they are situated in different social contexts. The
nature of the relation between cinema (social level) and individuals (personal level) with
respect to memory fabrication is reciprocal. It has emerged from the interviews how it is of
paramount importance to conduct a qualitative research that enables us discover and
acknowledge roles of other aspects, such as family background, age or political stance. As
individuals interact with others, they share these often conflicting memories, which are
further disseminated through cultural products, suchs as films. These personal narratives
intereact on daily basis with the marco-level generated collective memories, mutually
influencing each other and being shaped the current social and political climate.
The research further aimed to highlight the role of cinema, as a creator and an
activator of images, and memories; and underscore the importance of such type of approach
in investigation within social sciences. Reflecting on the core findings of this study, we can
see with certainty that cultural matrix has proven to be a dynamic mechanism worth of
scientific attention. Thus, visual symbolic representation should be recognized by social
scientist and researches should engage with these kinds of data sources. It shows the
importance of collecting and analysing the perceptions of both individuals who lived through
this period of history but also of those of the next generations. Overall, the research presented
in this thesis hoped to solidify a new understanding of how is ETA perceived within the
Spanish society, both at public (macro-level) and individual (micro-level) and how these two
levels interact.
As Wolfgram recalls, in modern world, the tradition of oral history has shifted to the
dominance of images on television and the Internet. As a result, it is not only the political
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forces that are trying to shape society’s perception of the past but perhaps also the market
force (Wolfgram 2010). Because in terms of a dialogue with a national past, people engage
this history through the mass media, among others, it is crucial that we ask how cinematic
apparatus functions in the projection of the past events.
The study demonstrated that both oral and visual representations are worth to be
investigated as sites of memory and its construction. Hence, in spite of the declared ceasefire
and proclaimed end of the armed struggle, ETA’s legacy continues to haunt and polarise the
Spanish society. On a collective level, films can become powerful media, whose versions of
the past circulate in large parts of a given society, and even internationally. On an individual
level, media representations provide those schemata and scripts which allow us to create in
our minds certain images of the past and which may even shape our own experiences and
autobiographical memories. The declared ceasefire and permanent cession of armed activity
is not only a milestone for Spanish and Basque society but it may it also considered as a
crossroads for filmmakers in Spain.
Thus, these visual representations of the past potentially influence the construction
and consolidation of modern collective memories. As such, the approach which this thesis
represents is valuable not only in expanding the scholarly literature on collective memory,
but perhaps more importantly, it helps us to understand the way we deal with our often
traumatic past and the interplay between this macro and micro-level of remembering process.
While writing this conclusion, my interest into this subject does not fade away. These
are the kind of questions that should inform the future debates: Are films able to fullfil their
potential in serving the society as a catalyst for a change of narrative in the aftermath of
separatist terrorism? To what extent are the mediated representations influenced by the
memory-market dictum, as conceptualized by Wolfgram? Will the demands from the side of
viewers for simplified narratives pose a threat to Spain’s reconciliation with the recent past?
To obtain a profound understanding of how the social, political, cultural and institutional
climate around us, the current scholarship should not remain restrained from neighbouring
disciplines in the social sciences and humanities. Thus collective memory studies by their
multidisciplinary nature offer researchers a unique opportunity to expand the horizons of
their original subject areas and methodologies.
In closing, the findings of this study should not be considered as definitive, but rather
as a starting point for further examination. The subject of collective memory has been
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frequently subjected to investigation; nevertheless, researchers should expand and develop
their interest towards the visual as a significant force behind the production and
dissemination of collective memory.

65

Summary
The Master’s thesis titled “ETA in Spanish Fiction Movies: Product or Creator of
Spanish Collective Memory?” examines the nature of the linkage between the traumatic past
of Spanish history related to the Basque nationalist and separatist organization ETA, its
representations as mediated on the silver screen and perception of these visual stories on
personal level. Over the last three decades the scholarship in the fiel of memory studies has
flourished to the extent that it has become almost impossible to have overview of all the new
publications and articles. However, despite this proliferation of memory studies, there still
remain many gaps to be filled. One such approach, which should receive more attention from
the side of social scientists, is the dynamics between cultural products as memory makers on
one hand and individuals functioning as memory consumers on the other. The present
research aimed to address this gap in scholarship. The theoretical framework employed in
this thesis follows the line of thought that assumes that collective memory is an on-going
process of negotiation and a product of narrative activities. Barbara Misztal classifies this
approach to remembering as the dynamics of memory strand. Four selected cinematic
depictions of ETA terrorism in popular movies were analysed by means of a thematic
analysis. The same technique was chosen as an analysis of the semi-structured interviews that
were conducted in order to investigate the audience perception of message in Spanish
cinema.
Firstly, it is argued that the subject of ETA remains to be shaped mainly by the
official narrative. Secondly, by including personal accounts of how the ETA’s activity is
remembered, the study intends to shed light on the dynamics between the memory on macro
and micro-level. It attempts to produce a generalizable lens through which it should be
plausible to view and understand this complex relationship. Thirdly, at heart of this study lies
an assumption that the emergence of mass media and the following dominance of visual
representations in cinema, on television and the Internet brought another element into the
memory shaping process – market forces, which can also manipulate with images of the past.
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Participant 7
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Participant 11
Participant 12
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Participant 14
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female
female
male
male
male
male
female
male
male
male
male
male
male
male

Age
31
23
54
41
27
26
54
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58
62
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64
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Spanish
Basque
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Basque
Spanish
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Basque
Basque
Basque
Basque
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Basque
Basque
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Physician
student
teacher
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IT consultant
student
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officer
laywer
laywer
retired
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retired
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U Kříže 8
158 00, Praha 5
Tel. +420 251 080 250
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Permiso para la grabación de la entrevista
Esta entrevista está motivada por la investigación de la tesis de máster titulada ETA en
los largometrajes españoles: ¿El producto y el creador de la memoria colectiva?, elaborada
en la Universidad Carolina por la investigadora Martina Macáková. El informador abajo
firmante da su consentimiento para la grabación de la entrevista. La grabación con los
comentarios e informaciónes dadas servirá exclusivamente como objectivo científico y
académico. En ningún caso se publicará el nombre del informante ni se depositarán las
grabaciones en centros de documentación ni se dejarán a terceras personas.
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