Jamón jamón to Yo soy la Juani:  Bigas Luna’s Cycle of Spanishness
In 1992, Bigas Luna made an international splash with his film Jamón, jamón/A Tale of Ham and Passion (Bigas Luna, 1992), part of a trilogy of films all produced and released in the early 1990s.1  Jamón, jamón, while telling the story of a complicated love triangle, also tells the story of Spain through representational images. Bigas Luna uses images of bullfighting, male genitalia (in briefs), ham, and paella—all part of the international imagination of Spain in 1992.  These images have changed by 2006. At the beginning of the twenty-first century, Spain seems less Spanish—even less European—and more global, according to Bigas Luna’s 2006 film Yo soy la Juani/I am Juani. Instead of close-up angles of ham, nude-bullfighting, and up-and-coming young stars, this film focuses on youth culture of today—sex, music, and pasotismo.  Instead of an obvious connection with Spain and traditional Spanish culture, this movie could take place in any country in Europe—and possibly the world.  
This article shows what I see as Bigas Luna’s attempt to draw attention to the cycle of national identity transformation against the backdrop of globalization forces. Whereas Jamón shows the ideas of commodification—Spanishness and maleness—pushed to their extremes, the markers of Spanishness and maleness are detached from their identities and become available as discrete commodities in the global marketplace as demonstrated in Juani. The whole notion of “identity”—whether conceived in terms of gender and/or culture is under attack as conventional markers of cultural and gender identities are intensified, detached, and commodified. In Juani, ‘national identity’ is now illegible, as cultural signifiers originating from different ‘nations’ circulate as free-floating, discrete elements that can be marketed and sold as part of the global economy. 
Dick Hebdige, in his work Subculture:  The Meaning of Style, explains the process by which different subcultures attempt to resist the mainstream by hijacking the meanings of different objects and turning them into markers of their own identity.  His most famous example is that of punks taking a safety pin, changing its meaning, and turning it into a signifier of resistant identity by putting it through their lip or face.)  Hereafter a cycle begins whereby that resistance gets commodified and sold to the mainstream. In these two movies, a similar cycle is shown:  when faced with globalization, Spanish identity is emphasized, intensified in its difference—and then commodified and mainstreamed. However, instead of resistance, Bigas Luna shows the temptation of acceptance of this commodified, mainstream, globalized culture of Spain. The director uses a parodic view of Spain in order to draw attention to the hypermasculinization of Spain in Jamón which then changes to a hyperglobalized Spain in Juani, both of which are promoting a skewed portrayal of Spanish culture which lacks cultural specificity.

I analyze first the images of Spanishness used by Bigas Luna in Jamón jamón, focusing on iconic images of Spain (bulls, ham, paella) and then on the portrayal of the Spanish male body. In the 1992 film, these images are marketed as Spain’s cultural legacy.  They define Spanishness, exactly as Spain’s slogan in the time—Spain is different.2 I then show how these images in 2006 have become detached from Spanish culture; the images of Spanishness in Juani no longer correspond to a distinct cultural identity. Spain is no longer different; it is like most other countries in its aspects of youth (sub)culture such as music, cars, and technology. The different aspects of Spanishness that Bigas Luna chooses to emphasize in these two films show not only how Spain has lost its cultural uniqueness since its integration into the EU but also how youth (sub)culture in Spain supports this lack of difference, tempted by the sameness of globalized culture.   

JAMON, JAMON

Jamón jamón has been much discussed and critiqued as both a film of little importance and one of great significance. In a review of the movie, Philip Strick states that “it can’t be taken seriously on any level”, referring to the characters and the cinematography (Strick 1992: 58).  arvin D’Lugo states that Jamón jamón is part of a series of films that came out in the 1990s that questions Spanish identity and how the cultural revolution of becoming part of the EU has changed what it means to be Spanish.  He says that the film “no longer respond[s] to the assumed fixed nature of national cultures nor may be read in the context of immutable cultural identities” and that it “addresses its European spectatorship through a series of familiar cultural stereotypes while engaging its Spanish audience in often playful self-referential reflections on the process through which their identity as Spaniards has been reshaped by multinational capitalism” (D’Lugo 1995: 67).  Núria Triana-Toribio critiques that since Spain’s integration into the EU, the Europeanization of Spanish cinema was thought to strengthen national cinematic industry (Triana-Toribio 2003: 143).  She quotes director Santiago Segura, who says, “perhaps that is what Spanish cinema really is:  the group of people and things that make us go to the cinema without thinking about the nationality of the film” (Triana-Toribio 2003: 146).  Although Jamón jamón received varied critical reviews, the film serves as a marker for an important period of time in Spain’s cultural and economic growth.
National cinema helps define each country’s culture.   Barry Jordan, in his article on Spanish cinema and national identity, explains that national movies offer “representations of the lives, times and cultures of a country’s population(s) and their everyday situations and concerns” (Jordan 2000: 69).  While these national movies, in this case Spanish movies, deal with issues of Spanishness, they can also appropriate global culture that is then “subject to local inflection and resignification, often with a certain stylistic combination achieving hegemony (for a while) within a specific cultural space (Jordan 2000: 69).  Mark Allinson explains:
The globalization of the media has also led to the diluting of Spanish youth culture.  CD-ROMs, the Internet and satellite television offer a diet of international consumption in which the standard communicative mode for young people is the MTV style of spectacular, fast-moving, short duration video clips”, making youth culture astonishingly similar in the US, Spain, Japan, and other developed countries (Allinson 2000: 271).  
By making movies that emphasize and commodify traditional Spanish culture, Bigas Luna draws attention to these changing ideas of what Spanish identity means.  
Images of the bull and its relationship to masculinity promote specific ideas of Spanishness in Jamón jamón.  The first and most obvious is that of the Osborne bull that has been used to advertise the Osborne brand of brandy on Spanish roadsides for decades.3  The movie begins with a scene of Raúl (Javier Bardem) practicing bullfighting with a friend, with extreme close-up shots of Raúl’s erect penis covered by a small pair of shorts.  The camera soon after shows an extreme close-up shot of the Osborne bull’s testicles and then pans out to show the full animal set in the dusty hillside of rural Spain.  These overt symbols of masculinity, sexuality and power help underline the idealized virility that accompanies the bullfighting culture of Spain.  As explained by Carlos Luna Escudero in his article on tauromaquia:

¿Qué es lo que representa el toro en la conciencia de los hombres? La energía primitiva y salvaje y al mismo tiempo la ultra potencia fecundadora. El hombre debe conducir y disciplinar la fuerza con la inteligencia, debe ennoblecer y sublimar el sexo con el amor. Le corresponde vencer en sí mismo la animalidad primigenia . . . .  La corrida es la representación pública y solemne de esa victoria de la virtud humana sobre el instinto bestial.
[What does the bull represent to men?  Savage and primitive energy and at the same time ultrapotent fertility.  Man should drive and discipline his strength with intelligence, he should ennoble and sublimate sex with love.  It befits him to overcome in himself the original animal instinct.  The bullfight is a solemn, public representation of this victory of human virtue over animal instinct.]  (Luna Escudero 2002)
Osborne’s image of the Spanish bull represents an aspect of Spanish identity within the context of an idealized rurality and the primitive savagery that accompanies the idea of man vs. beast.  The feats of masculinity—male dominance over animals— add to the sexy image that bullfighting portrays.
The Spanish imagination sees bullfighting much as US culture sees pro-athletics—that someone from any walk of life can become famous, wealthy and beloved through perfection in the activity and thus represents the dream job of many young Spaniards.  Not only does bullfighting represent sexuality and its (scarcely concealed) containment; it also represents the possibility of a better future.  Early in the film the protagonist Raúl claims in his interview for a job that he hopes to be a torero—a goal that, in reality, is out of reach.  However, the sexiness factor of the desire to be a bullfighter still exists.  

D’Lugo feels that this juxtaposition of masculine sexuality and bulls/bullfighting in “the filmic narrative is symbolically framed by a mix of animal sexuality and brash commercialism” (D’Lugo 1995: 69).  In fact, commercialism comes up frequently throughout the movie, as Javier Bardem’s character poses for Sansón underwear ads, requests a Yamaha motorcycle, and considers having sexual intercourse for a Mercedes Benz.  Another scene focuses on male genitalia being filmed as men try out for a chance at being Sansón underwear’s new model.  These images, in addition to those of the bull, set the stage for the rest of the movie—male sexuality and questions of masculinity will be at the forefront of the movie’s intentions.  
The Osborne bull appears at other times throughout the movie as well.  When Silvia breaks up with him, José Luis climbs the bull and repeatedly hammers the bull’s balls with his fist until they finally fall off.  Silvia then uses those same testicles as protection against the rain as she runs to find Raúl, her new lover.  Bigas Luna portrays Spanish maleness as a commodity (in the form of underwear); balls are not necessarily tied to male identity, as they are removed and taken by a female. Here the whole notion of identity is under attack as conventional markers of cultural and gender identities are intensified, then (as in this example, physically) detached and commodified, creating a sense of hyperidentity, the Spanish identity that has been so overly commodified that it is removed from its original identifier.
This emphasis on the bull’s sexual anatomy marks, as Celestino Deleyto explains, a new perspective on Spain that is both gendered and oversexed (273).  I also see this constant juxtaposition between masculinity, sexuality, and consumerism to define one of the main aspects of the film—the use of (hyper)sexuality to sell products.  Santiago Four-Hernánez and Alfredo Martínez-Expósito claim that, “[i]n the end, Raúl’s ‘Iberian’ body (like the bull’s) is forcefully re-inscribed into an economic global context”, using the removal of the bull’s testicles and the final scene with the ham battle and the use of the Mercedes logo as proof of their claim (Four-Hernández and Martínez-Expósito 2007: 26).  These images reinforce the idea that consumerism and global cultural consumerist desires relate closely to portrayals of sexuality and the sexualized human (in this case male) body.

Bigas Luna’s excessiveness does not discount the female gender.  In the credits for the movie, instead of listing characters’ names, “la madre puta” [the mother who is a slut], “la puta madre” [the slutty mother]  and “la hija de puta” [daughter of a slut] are used to describe the female characters, which Deleyto theorizes is a strategy to make the viewers “consider the characters not so much as individuals but as stereotypes, as symbols for certains kinds of Spanishness” (Deleyto 1999: 274).  In his article, “From España ye-yé to España je-je”, Barrie Wharton goes into an in-depth discussion of these two female mother characters and their portrayed otherness, as one is a famous Italian actress (Anna Galiena) who speaks Spanish with an Italian accent and the other is played by another Italian actress whose voice is then dubbed into Spanish.  He concludes this discussion saying, “[y]et, in Jamón, jamón, a film about Spanishness, it must be of interest to the critic that the audience clearly identifies the two matriarchal signifiers of modern Spain as non-Spaniards…” (Wharton 2004: 135). By marking the mother characters as non-Spanish entities, Bigas Luna refocuses the question of identity from questions of nationality to those of genetic relationships, once again—as seen in the example of the bull’s testicles—detaching recognizable meaning from its original identity.

Other traditional images of Spanish culture imbue the film with recognizable elements for international audiences:  the tortillas that Silvia and her mother make, the enormous paella that is then eaten by stray dogs, and, of course, the serrano ham that becomes a murder weapon at the end of the movie.  Wharton suggests that the main message of Bigas Luna’s works (referring to the trilogy and not just Jamón jamón), “is the portrayal of a loss of identity and meaning in contemporary Spain where democracy and post-Franco political freedoms are seen by Bigas Luna to have metamorphosed into corruption and greed against the backdrop of increasing globalization” (Wharton 2004: 134).  Wharton goes on to explain that “the film revolves around perceptions of Spain and Spanish behavior” and that the setting in the barren, open spaces of Los Monegros serves as a metaphor for “Bigas Luna’s vision of the emptiness of modern Spain and the cultural vacuum which globalization is inevitably provoking” (Wharton 2004: 134).  Wharton suggests, then, that Bigas Luna abhors the lack of culture caused by globalization.  In Jamón jamón, the director pokes fun at Spanish masculinity and replaces mother figures with sluts and bitches.  However, D’Lugo insists that “[t]he narrative and visual insistence on culture commodified underscores Bigas’s underlying conception of post-Franco Spain as it shifts from a paradigm of traditional culture to one of technological multinational ‘business’” (D’Lugo 1995: 73).  Like Wharton, I agree that globalization is an important factor in Jamón, jamón;  however, I see the emphasis on the uniqueness of Spanish culture as a way of intensifying the obvious cultural elements in order to parody Spanish culture in the 1990s and its claim to be different.  By hypersignifying Spain with its masculine, sexual aspects of culture, Jamón creates a Spain that overemphasizes Spanishness in order to market both the movie and Spanish culture.  
YO SOY LA JUANI

Bigas Luna continues his directorial vision in much the same vein in Yo soy la Juani, yet instead of containing any reference to traditional culture, his 2006 film solely concentrates on global youth subculture, once again taking this idea of Spanish identity and detaching it from its underlying definition.  Although this parodic interpretation of Spanish youth culture shows national identity, it underlines the lack of cultural specificity that makes Jamón a film about Spanishness.  The cultural signifiers in Juani are broken down into distinct elements of youth culture that are then commodified for a larger, Hollywood-ready audience, detaching themselves from any link to Spanishness or Spanish identity, becoming part of a globalized, international market of cultural sameness, and combining them in new ways to create a new version of national (or global) identity.
Whereas the images from Jamón focus on solely traditional images of Spanish culture, such as paella and ham, with references to non-Spanish consumer goods such as Yamaha motorcycles and Mercedes Benz cars, Juani moves away from traditional Spanishness into popular global culture that promotes a consumer-based way of life.  Images of after-market car accessories, MP3 players, Bluetooth, video games, cell phones, and car stereos dominate most scenes of the movie, with Bigas Luna emphasizing the vast influence of global consumerism on Spanish youth culture.  


Yo soy la Juani was the ninth most popular Spanish movie of 2006, having 433,951 viewers and earning almost 2.5 million euros, a paltry sum after all of the press the movie received—billboards, a blog on clubcultura.com, and its own website www.yosoylajuani.com (www.mcu.es).  However, this movie did not place in the top 25 of all movies (Spanish and international) in Spain that year, a year that included such international hits as Volver (Almodóvar, 2006) and Laberinto del fauno/ Pan’s Labyrinth (Del Toro, 2006)  (www.mcu.es/cine/index.html).   A critic in El mundo states that the movie and its characters, “no tienen novedad ni dan impresión de autenticidad” [have no novelty nor do they give the impression of authenticity] (“Ella quiere ser artista”).  Critic Ismael Marinero of El mundo speaks to Bigas Luna’s marketing ploys, saying that “el director barcelonés ha conseguido que se hablara de la película incluso antes de que empezara a rodarse” [the Barcelona director has gotten eveyone to talk about the movie before even beginning to film it] focusing on the marketing aspects of the movie instead of the movie itself (Marinero 2006).  This focus on marketing and the pre-release interest in the movie show how much the Hollywood style of movie making and promoting has affected Bigas Luna’s films—the pre-release interest and the money made from internet advertising is just as, if not more, important than the movie itself.  The hype that surrounded the premier of the movie came to naught when compared to Bigas Luna’s earlier contributions to Spanish national cinema.  Unlike Jamón jamón, Yo soy la Juani did not gross well in national or international box offices, was not nominated for awards, and has lacked critical attention.4
Justifying the film critics, the movie narrative itself lacks novelty and complexities:  Juani, played by newcomer Verónica Echegui, lives in a small town, has a boyfriend, and lives with her parents.  When she catches her boyfriend cheating on her, she and her bestfriend head to Madrid to make it big, Juani with the idea of becoming an actress.  Yet the critical interest surges from Bigas Luna’s portrayal of Spanish youth culture in the film and its decidedly non-Spanish nature.  Four-Hernández and Martínez-Expósito, in their work on the male body in Spanish cinema, affirm that “adults often react negatively to the values and lifestyle of the younger generations, as they often subvert adults’ rules and thus pose a threat to adult hegemony.  In recent years, however, there has been a shift in the perceptions of ‘youth’ culture in the Western world” wherein the portrayal of youth culture is glamorized and seen as unthreatening (Four-Hernández and Martínez-Expósito 2007: 38).  Hebdige explains that subcultures express “a fundamental tension between those in power and those condemned to subordinate positions and second-class lives” (Hebdige 2003: 132).  He interprets subculture as “a form of resistance in which experienced contradictions and objections to this ruling ideology are obliquely represented in style” (Hebdige 2003: 133).  Bigas Luna uses technology (cell phones and video games), sexuality, and escapism as well as cars and car racing to portray the globalized needs of youth culture in Spain. Rebellion is now expected, and aspects of youth culture that were once subversive are now incorporated into everyday occurrences.  The “practice of resistance” is now stylish (Hebdige 2003: 18); actual resistance is gone and now only the temptation of the globalized, non-Spanish identity remains.
The same portrayal of non-entities that surrounds the lack of resistance described by Hebdige appears in the way in which the movie premiered; the pre-movie excitement and press was even more important than the actual release of the movie.  Bigas Luna’s marketing ploys worked to hype the movie and its style.  The website has links to FNAC to buy the music on the movie and includes a link to Juani’s blog, where she posts information about upcoming events.  Before the release of the movie, buses all over Madrid carried posters advertising the movie.  When entering the website for the movie, the user sees first an image of scantily clad Juani accompanied by bass-thumping club music.  From the website, we have Bigas Luna’s description of Juani:
La Juani es lo más; es una de las frases que utilizaremos en el lanzamiento del proyecto y lo es. Juani representa a la mujer española de hoy, hija del brutalismo ibérico pero capaz de poner a caldo al machito de turno. Cuenta además con el glamour de la periferia; una niña capaz de comerse el mundo con unos pendientes de plástico, su top y su mirada. Una mujer libre, sensible y liberada de las que hoy, entre la gente joven, hay ya muchas en España.  
[Juani is the most; it’s one of the phrases we will use in the launching of the project and it is so.  Juani represents today’s Spanish woman, daughter of Iberian brutalism but capable of dishing it out to any chauvinist guy.  She also has the glamour of the periphery; a girl who is capable of eating the world with her plastic earrings, her top and her look.  A free, sensible and liberated woman of those who today, among young people, there are a lot of in Spain.] (www.yosoylajuani.com)
The director’s insistence in Juani’s appearance (her earrings, her top) in this quote, as well as her scantily clad body adorning the movie poster and the website entrance, detract from his vision of Juani as the new “mujer española” who is free and liberated.  Her look—the nose ring, the short skirts with thong panties showing, the tattoo on her lower back—all add up to a youth culture “hottie” as opposed to a glamorous, suburban Spanish woman.  Yo soy la Juani, however, insists on “commodified culture” as a way of life for current-day Spaniards.  Juani represents this change with her hairstyle, her way of dress, and her job at the box store named MediaMart, a store that looks like the French chain FNAC, a giant store that sells movies, books and other media.  The trailer for the movie, which can also be found on the movie’s official website, contains video clips from the movie but also serves as an actual music video for the Sevillan hip-hop/rap group Haze’s song “Sangre, gasoline, y fuego” [Blood, Gasoline, and Fire].  The song’s influence in the movie is reminiscent of Chimo Bayo’s early 1990s club hit “Xtasi” that resonates in Jamón jamón’s club scene as well as the club scene in Juani.  The scenes in the club, along with the music played there, reiterate the lack of Spanish cultural specificity in youth activities.  Although the lyrics are in Spanish, the style of dancing and the tone and style of music belong to an international genre of club settings.
Nevertheless, Bigas Luna, when speaking about the movie in his press release packet from Manga Films, claims that he wanted to “retratar a uno de los grupos sociales más creativos e innovadores de nuestra cultura de hoy; la gente joven de la periferia de las grandes ciudades” [portray one of the most creative and innovative social groups in our culture today; the young people of the periphery of the big cities] (Manga Films 2006).  The production company states that they have confidence that the movie will perform well both in Spain and internationally because “Aunque la Juani representa un carácter muy latino, su historia, su inconformismo, su deseo de salir de la realidad social que le ha tocado vivir y su voluntad de manejar su propia vida, es universal” [Even though Juani represents a very latin character, her story, her inconformity, her desire to leave the social reality in which she lives and her will to manage her own life, is universal].  Yet Bigas Luna’s idea to focus on the new, innovative youth culture of today with a decidedly Spanish character—one that has universal appeal—was not well-received, as evidenced by lack of box office success.  He does portray a youth culture in which the only aspect of Spanishness is the language, and even that is tainted with slang and technological terms in English (look, top, tuning).  The idea presented of youth escapism (getting out of the situation you were born into) through dancing, sex, cars, and video games returns frequently in movie plots; indeed, it is youth culture dream—to be someone you are not while at the same time being like everyone else.  
Describing the style of Juani, Bigas Luna says that:

Como ocurría con Jamón jamón, deseo mostrar unos personajes dentro de una tradición de cine realista, convirtiéndolos en pequeños héroes de nuestra cotidianidad….  [Estos jóvenes son] víctima[s] del mundo del consumo.  No pueden comprarse una casa, pero sí un automóvil.  El coche hace las funciones de casa, es su gran símbolo” 
[As occurred with Jamón, jamón, I want to show some characters in the tradition of realist cinema, converting them to small heroes of our everyday life… These young people are victims of the world of consumerism.  They can’t buy a house, but they can but a car.  The car functions as their house, it is their great symbol].  (Manga Films 2006)

The car changes from a marker of status (in Jamón, jamón referring to Yamaha motorcycles and Mercedes Benz cars) to the vision of cars as home, status and pride that we see with the idea of “el tuning” and the after-market upgrading and personalizing of the cars of Juani’s counterparts.  Against the straight-forwardness of the car as a symbol of status, these Spanish youth subcultures use the car as a way of being creative and outside the law (or at least as symbols of these illegalities, if not actually breaking the law).  During one scene at the beginning of the movie, the male characters stand around a car talking about its new Vieta speakers (four in the front, two in the back), the mp3 player with Bluetooth that they’ve just installed, and the new shocks that they plan to put in to prepare for a drag race at the Jarama racetrack in Madrid.  All in all, the men decide that the car is “una obra de arte”, referring to the owner of the car as “un puto maricón”, a term of endearment among these young men.

The after-market personalization of cars is one of the many instances that shows how Yo soy la Juani moves away from traditional Spanishness, represented by bulls and ham in Jamón, jamón,  into popular youth culture that is internationally representative throughout the developed world in the 21st century.  The striking images of Spaniards breakdancing, singing hiphop songs, and racing cars can be compared to those found in any current Hollywood film about youth culture—such as The Fast and the Furious (Cohen 2001) and its other reincarnations:  2 Fast 2 Furious (Singleton 2003), The Fast and the Furious:  Tokyo Drift (Lin 2006), and Fast & Furious (Lin 2009).5  The international availability of Hollywood movies and American music spreads messages and images of urban as well as suburban youth culture angst and artistic endeavors.
Juani shows how easy access to cultural media helps define a generation.  Much has been made of the video-clip culture found in movies of the late 1990s and early aughts mentioned earlier by Mark Allinson.6  Music videos, especially through media like myspace and youtube, are easily found, downloaded and shared with friends through email, cell phones, and word of mouth.  Yet this culture of video clips and easy access to information is not without its shortcomings.  Movies and music suffer from the pirating problems that plague the industry.  The movie’s introductory credits roll through on the side of the screen looking like UPC barcodes first with images of graffiti artists spray painting walls, then customized car painting, then breakdancing with music and video from the song “Gasolina, sangre y fuego” by Haze.  Although the lyrics are in Spanish, the style is hip-hop or reggaetón—another easily recognizable marker of international youth culture.  The video to “Gasolina, sangre y fuego” that can be seen on youtube consists of typical images found in music videos—cars, naked, wet female bodies, dancing, and sexual overtones.  The consisten representation of the interest in cars underscores Bigas Luna’s opinion about the substitution of cars for homes, since homes are no longer affordable to young people.  However, the cars serve other purposes in addition to providing personal, private space in the absence of a home; they are places for escaping through the stereos and the music they provide as well as status symbols.
Cars and video games pertaining to cars are one of the main youth cultural referents appearing in Yo soy la Juani.  In one scene, Juani races a car with her boyfriend Jonah tied to the hood of the car.  The car racing is spliced with scenes from the video game Need for Speed, clips of the characters driving go-carts and engaging in explicit sexual intercourse.  The fast-paced editing of the scenes of car racing, video games, and sexual intercourse in the movie exemplifies video clip culture.  This style of editing complements not only an integral part of youth interactions (sex and videogames) but also strikes a chord with international youth audiences.  The pace of the editing causes anxiety and possibly discomfort, questioning what these three activities—driving a car, playing a video game in which one drives a car, driving a go-cart, and sex—have in common.  In this fast-paced episode, the answer of commonality is speed—all of these activities occur at a fast pace with the ultimate goal of “finishing”.  According to Bigas Luna’s representation, the focus of youth culture is on the end result.  There is seemingly no purpose other than to finish.  Juani and her friends take the focus on commercialism and empty success to its very extreme, once again detaching these components from their original meaning.
In addition to cars and video games, the use of texting throughout the movie is another example of globalized, non-Spanish specific youth culture.  Text messages appear on the screen in lexical form—with shortcuts that make typing the words easier and faster—“m padr sta mal llamame kuand pueds. ncsito vrte” [dad sick call when u can. Need 2 C U] or “no vngas hoy, sta mi jfe t llamo luego tq” [dont come today, boss here call U l8r Love u].  The lack of spelling, orthography, punctuation, and even grammatical constructs speaks to the movement of youth culture towards speedy communication while sacrificing correctness.  Both writing and receiving these messages occupies space in the movie, something that is an everyday occurrence for many youth, and exists internationally in this wireless, connected world.  One scene has the camera pan out over the radio towers in Madrid, focusing on the enormous presence of these towers and the many wires that run to other towers, underlining the interconnectivity of communicational media systems. The text messages function as a way to stress the importance of this means of communication in the world of cell phones and digital media, but they also show the integration of slang and text idioms into popular jargon.  Even the Spanish language has been broken from its cohesive whole into its different elements in order to combine in new ways, such as the influence of foreign terms and the use of text messaging.  The constant connection afforded by cell phone text communication also stands out as an integral part of youth interaction.  When leaving work, Juani texts her friends to set up her plans for the evening.  Her ring tone changes during the movie, going from her boyfriend Jonah’s voice saying “Juani, cógeme, soy yo, te quiero” [Juani, grab me, it’s me, I love you] which repeats itself to Juani saying “Viva la Juani” [Long live Juani] after she breaks up with Jonah, asserting her independence.7  The effects of the cell phone as a means of interaction as well as of companionship exists in Juani’s decoration of her phone (pink with diamond studs) and her cuddling of the phone after her break up. Text messaging and cell phone use comprise another of the ways in which cultural elements are no longer attached to national identity yet rather function as a global cultural marker.
In his article “Nationalist Postnationalism:  Globalist Discourse in Contemporary American Culture”, Frederick Buell states that “globalization focuses on the ways in which nonlocal factors interact with local ones in producing sociocultural identities and forms. . . .  [in order] to sketch…narratives of changing forms of worldwide interaction and integration” (Buell 1998: 548-49).  The cycle of how national identity is transformed through the momentum of globalization and its economic forces begins with a (parodic) intensification of the identity signifiers, an intensification that shapes the signifiers into commodities. Once commodified, they are detached from the ‘national identity,’ freely available in global market, and contrarily, there is nothing essentially ‘Spanish’ about being Spanish anymore.  Jamón, jamón shows temptation more than active resistance in the face of the ‘specter of globalization’.  Spanishness is ‘different’;  it thus makes an attractive commodity—the ‘owners’ of Spanishness (the Spanish people who ‘own’ the various markers of cultural identity)—see that they have something to sell, a potentially attractive commodity to display in the global marketplace. The cost of this—seen in Yo soy la Juani—is a loss of that identity, the ‘difference’ that is foundational to identity. The first part of the cycle, the intensification and then commodification of ‘difference’—is catalyzed by temptation and desire for profit. I believe that Bigas Luna moves from the parodic representation of Spanish culture through his use of stereotypical Spanish images, male and female figures in Jamón, jamón to globalized representation that hopes to take part in the worldwide movement of integration through easily identifiable characteristics of youth culture in Yo soy la Juani.  Through the use of the symbols of global subculture, Bigas Lunas highlights aspects of Spanish youth culture and their creativity (personalizing cars, text message language, video games), illegality (racing cars, using drugs), and counter-hegemonic stance (through sexuality, clothing, and body adornment), showing that these aspects exist globally due to their importance and influence in youth culture referents.  Through the analysis of these two movies, he critiques not only contemporary society, but the blind acceptance of the movement from national to international to transnational cultural integration, in the process showing the changing cycle of Spanishness from being cultural specific to hyperidentified to loss of national identity.

Notes

1.  The trilogy consists of Jamón, jamón (1992), Huevos de oro (1993) and La teta y la luna (1994).
2.  The tourist industry in Spain began using the slogan “Spain is different” in the 1960s.  Please see http://www.spain.info/ for more information or Wattley-Ames, H.  (1992), Spain Is Different, Maine:  Intercultural Press.
3.  Four-Hernández and Martínez-Expósito give a detailed explanation of the history of the Osborne bull in Live Flesh pp. 21-23.
4.  Jamón jamon was nominated for six of Spain’s prestigious Goya awards, while Yo soy la Juani received only one nomination.  See www.imdb.com for more information.  According to the Ministerio de cultura, Jamón, jamón had 673,467 viewers and earned 1,808,588.62 euros (www.mcu.es).  
5.  Rocío García states in an article in El país that Bigas Luna has announced plans for a sequel to Yo soy la Juani called Juani Hollywood that deals with how fame and success transform people, usually causing sadness.

6.  Please see also Henseler, C. (2004)  “Pop, Punk, and Rock & Roll Writers: José Angel Mañas, Ray Loriga, and Lucía Etxebarría Redefine the Literary Canon”, Hispania: A Journal Devoted to the Teaching of Spanish and Portuguese, Dec; 87: 4, pp. 692-702.

7.  Although in Castillian Spanish coger does not have a sexual connotation, this ring tone still denotes sexuality through a double entendre in the use of the word.
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