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Scenes From Provincial Life.
La ciénaga (The Swamp) Lucrecia Martel, 2001.
1. Argentina – Political Outline.  For most of its modern history Argentina has suffered from the classic Latin American economic problems of “underdevelopment.” After a brief period of major prosperity in the 1920s based on exports of beef and grain and brought to an end by the Great Depression which undermined the world price for these commodities, Argentina has undergone the same convulsions as other states of the region. For much of the post 1945 period it was governed by the Perónist party, General Perón having contrived a kind of alliance of industrial, commercial, military and labour interests under which the government ran just about everything. (A corporate state.) However severe economic disruption in the late 60s and early 70s culminated in a period of hyper-inflation which led to the end of democratic (or at least elected) government. Left wing guerrilla activity aimed at installing a Marxist state and was repressed in what amounted to a civil war. The inevitable military dictatorship (1976) was the result. The repression of dissidence was carried out in a manner that went beyond anything that occurred since the extermination of the Indians in the C19th. Many thousands of Argentine citizens “disappeared” for ever, murdered by the regime, and casting a shadow over Argentine life that has yet to be finally dispelled. However military force and repression are not economic policies and the generals had the same underlying economic weaknesses to contend with as any other government; they had no better answers. In order to boost his popularity the then leader, Galtieri, embarked on a military adventure that he correctly calculated would rally patriotic support; he revived the dispute with Britain over the sovereignty of the Malvinas Islands (Falklands) and, in 1982, misreading the signs from the British foreign office, invaded the islands. Unfortunately for Galtieri, Britain also had an unpopular radical right wing leader at the time and she was seized with the same idea; Margaret Thatcher’s popularity rose sharply when she launched a British task force to retake the Falklands by force.  Both were right; victory would indeed secure popularity; equally defeat would end tenure of power. Argentina lost and the dictatorship gave way to elected government again in 1983. The irony is compounded by the fact that the Thatcher government supported the fascist Pinochet regime in Chile at the same time.  Argentina was not done with crisis however. The Generals instituted neo-liberal economic policies, continued by subsequent governments; the effect was to widen the gap between rich and poor. The 1990s saw the return of hyper-inflation and although strict IMF monetarist disciplines brought this under eventual control the cost was great. Argentina’s international debt was expanded to unsustainable levels. In 2001 the banks collapsed and the economy as a whole suffered a sudden and catastrophic recession.  A large proportion of the middle class were reduced to working class status, their assets wiped out by the inflation and the collapse of businesses. Unemployment reached 14%. Corruption became endemic again and the trade deficit ensured that Argentina would remain “underdeveloped” in a manner that no one could cure. The rest of the world declined to assist Argentina (globalization limits its sense of responsibility to the profitable). Never-the-less dictatorship did not return and the democratic form of government survived. However the citizen’s faith in politics and the state was great diminished. The people conceived of a split between ‘State’ and ‘Nation:’ in the national imaginary the State ceased to be seen as capable of fulfilling its function of protecting the rights and interests of the citizen. Argentine identity became focussed more exclusively on the idea of the Nation. Many recent Argentine films reflect both the effects of the economic collapse on individual lives and the loss of faith in the state.    

2. Argentine Cultural Identity.   Argentina has grappled with the question of its sense of identity since the demise of Spanish rule. A huge country that was at pains to reduce its sparse population by the extermination of the Indians in the C19th (cf the USA) it found itself in need of people. The need was met by immigration from Europe, especially, but not exclusively, from Italy. English influence was strong due to commercial investment in the C19th. Educated immigrants from many different countries brought their own literature and music with them. Spanish remained the language of the country. As a consequence  the question of Argentine identity, both “imported” and “originary” (autochthonous – pertaining to the “original” inhabitants and the land) has remained at the forefront of Argentine cultural concerns. In particular Argentines have been exercised by the possibilities and limitations of Eurocentrism. 

The C19th. writer and polemicist Domingo Sarmiento expressed this in terms that have survived to this day: Argentina had to choose between “Civilization” which meant a culture rooted in European experience, and “Barbarism” which was a product of America (by which he meant the whole of the Americas including South America of course). This dichotomous vision of cultural identity  has been challenged by comparatively few Argentine writers although the greatest of these, Jorge Borges, saw only too clearly that Argentine identity, like every other, is an amalgam with many sources. Argentine Eurocentrism received recent expression (incomprehensible to non-Argentines) when Argentina expressed (unsuccessfully) a desire to join NATO. 

3. Lucrecia Martel and New Argentine Cinema.
The murderous excesses of the military dictatorship traumatized Argentina and reduced its international reputation to that of a pariah state. The newly elected democratic Alfonsin government realised that it needed to redress both these matters. Trauma is that which cannot be spoken, according to Freud, and becoming able to speak it is essential to the process of recovery. The cinema, greatly reduced and repressed by the dictators, was seen as one means of beginning this process of expressing the trauma, of constructing memory and enabling mourning. Those film-makers who had survived (mainly in exile – like Solanas) returned to work and their efforts were  facilitated by the government in the form of the INCAA,  Instituto Nacional de Cine y Artes Audiovisuales, a government funded body which provided financial and promotional support for Argentine film production. This enabled a number of films to be made which dealt directly with the “dirty war” as the military dictatorship’s excesses were deemed. These films tended to concentrate on the horrors of the regime, but, for the most part, omitted much mention of the political violence of the leftist revolutionaries. This is unsurprising since the government wanted to distance itself from the Dictators’ policies, even though a significant sector of Argentina’s middle class had supported the dictators, at least to begin with. In addition, intellectual film-makers like Solanas had supported the ideals of the revolutionaries; Solanas was one of the  authors of the revolutionary cinematic manifesto “Towards a Third Cinema” of the 1960s. 
The post-dictatorship period also saw the establishment of a number of film schools and eventually the graduates of these institutions began to make their own feature films. A number of them turned away from the concerns and styles of the older generation of directors. They sought a style of their own which was more oblique, less didactic, than that of their elders. Their vision was coloured by the continuing failures of Argentine politics to redress the severe economic problems of the country and they rejected the leftists utopianism of he “Third Cinema” ideologues as well as the conservatism and conformism of  “Hollywood realism.” The result was a range of new styles and thematic approaches which came to be known as the “New Argentine Cinema.”  Its principle exponents were held to be Pablo Trapero, Adrian Caetano and Lucrecia Martel. Others have followed their lead although it must be stressed that there is no overall style which unites this group except their rejection of the approaches of the past.
Lucrecia Martel is often referred to as a leading light of the New Argentine Cinema. Like Trapero, and Caetano (but unlike Bemberg, Solanas and Puenzo et al) she began her film-making career in the mid-1990s, at a time when the dictatorship years were still all too fresh in the minds of Argentines, but the effects of economic mis-management were becoming increasingly apparent. The utopianism of their elders was no longer available to them. That disappointed utopianism had informed the film-making of the immediate post-dictatorship period, resulting in a didacticism that depicted the murderous excesses of the regime clearly enough (a necessary process after all), but tended to elide the violence that preceded it and in which the Left was complicit. The ‘new’ directors found the aesthetics and narrative forms of this didactic cinema inadequate for their purposes: melodrama presented a simplified good vs evil view of the world, while the ‘realism’ of popular  commercial cinema generally seemed altogether too simplistic in its reliance on the provision of heroes with which the audience could identify and its insistence on a narrative closure that answered all questions in a logical and permanent manner. (Beilinsky’s Nueve reinas is close to being an exception although his next – and last – film, El aura (2005), was of a darker, more complex character altogether). 

Martel’s films exemplify the way in which a number of the ‘new’ directors have  rejected established approaches and adopted styles which seek to express a new Argentine reality in new and, for them, more appropriate ways. Her narratives are complex, their story lines fragmented and rejecting causal logic. Her cinematic technique is such as to draw attention to itself, giving her films a reflexivity that goes beyond a simple turning inwards of the gaze, making the gaze itself a matter for the film’s consideration. She draws attention also to the primacy of the body and its senses; this makes sound particularly significant in her work. Her films (so far) have been set in Salta, a cinematically unfashionable  province in the Argentine north-west, and the region from which she herself comes: the milieu of her films is the middle class. Her first cinematic success was  Rey muerto which won the award for best short film at the Havana film festival of 1995. La ciénaga was her first feature and she has followed this with La niña santa (The Holy Girl, 2004) and La mujer sin cabeza (The Headless Woman, 2008). The principal debate around Martel’s films (and those of her fellow ‘new’ directors) is the absence of politics from them. Martel herself has made contradictory statements in this regard: critics have varied in their reading of the political stance (or lack of it) of the films. Gunderman and Page both find political meanings in La ciénaga, but in different ways. One thing is clear: overt political diagnosis is absent; prescriptions for political ‘improvement’ even more so. 
4. This Week’s Reading.

A. & M. Díaz López.  These critics give us a straightforward account of the film, outlining its main characteristics and placing it firmly in the context of the New Argentine Cinema. They also list some of the factors that explain the emergence of this group of film-makers, correctly pointing out that they do not constitute a “movement,” have no manifesto or similarities of style and do not wish to suggest any programme for the rectification of their society’s ills. What they do have in common is a desire to make films in a different way from that which went before and to show Argentina as they see it. From our point of view it should be clear that viewing Martel’s film is a quite different experience to viewing Trapero’s or Caetano’s; than Bielinsky’s even more so. 

The Díaz Lópezes do raise (implicitly) the matter of the film’s title: in Spanish only the first word of title takes an upper case letter, proper names being an exception: thus I list the film as La ciénaga. They point out that, in the film, the nearby town is called La Ciénaga and entitle the film in that manner. There does not seem to be any “official” line on this; the IMDB uses La ciénaga and, of course, the title is translated as “The Swamp.”  To my mind it is clear that the title is metaphorical of the moral and emotional state of the family depicted in the film and that naming the town in this way is a fairly large slice of poetic licence. I suggest that we stick to La ciénaga, especially as the town in question plays little or no part in the film itself. 
In an interview with Peter Wood, on the UK DVD version of second film La niña santa, Martel makes it clear that she has a pretty poor opinion of the institution of the family, especially as found in the Argentine provincial middle classes, from which she herself sprang (she is not unlike Buñuel in this respect). The Díaz López essay draws attention to this theme and the various ways in which the film expresses this point of view, both through the action of the narrative and the various metaphors that abound throughout, of which the eponymous swamp itself is the most obvious; others include the swimming pool and the constant threat of thunder. They note that the name of the family farm is also significant, La Mandrágora referring to the mandrake plant, a traditional sedative and also associated with various superstitious beliefs connected with human fertility. The image of the swamp also signifies the importance of nature in the film.

Sound and the human body are very importance in Martel’s films, as the Lópezes point out. They explain the relation between the two and noting Martel’s remark, ‘. . .a sound display which . . . defines a very profound thing of the film. Because, in the cinema you might close your eyes, but you can’t stop listening.’ (235)

The essay concludes with an informative section on the rise of the New Argentine Cinema and notes the part played by various producers in providing the finance for the making of  
La ciénaga. It is very important to keep in mind at all times the sources of finance for any given film. All cinema has a close relation to money and that relation always carries the potential for meanings of one kind or another.  
Gunderman’s essay on “The Stark Gaze” is much more strictly theoretical than that of the Lópezes. He outlines briefly Deleuze’s notion of the “time image” in cinema. This idea relates to the way in which cinematic narrative structure has changed in the hands of those film-makers who have rejected the conventions of Classical Hollywood Realism, beginning, in Deleuze’s opinion, with the Italian neo-realists  of the 1950s. Strict continuity editing, according to Deleuze, retains the logic of the continuity of space. The construction of successive shots enables the spectator to ‘follow’ the movement of characters and plot through the spaces, diegetic and non-diegetic  in a way that makes the flow of time seem un-noticeable. According to Deleuze, this kind of cinematic narrative is constructed on the basis of the movement of characters through space and enables us to follow that movement without difficulty. He calls this the Movement Image. From the neo-realists onwards, he argues, this kind of narrative structure has been progressively abandoned. Now the editing, the creation of montage,  abandons the logic of space as a unifying principle of film. In order to make sense of the narrative we have to be able to work out its temporal structure: the order in which things are depicted is not necessarily linear; even when it is uni-directional it features ellipses which are not actively ‘explained.’ There is a distanciation of the spectator who has to in part construct the ‘story’ for him/herself. Time instead of space becomes the key to the structure of the film and Deleuze thus refers to the “Time Image.” The effect of this he suggests, is to remove from the spectator the operation of suture – that process whereby the spectator is put in the position of a character in the film by means of the use of the point of view shot, a procedure that grants to the spectator the possession of the gaze in a wholly contrived and controlled manner: it is the antithesis of  distanciation. 
Gundermann relates this kind of analysis to the New Argentine Cinema.  He finds it highly relevant to a number of (but not all) the directors of this particular group; needless to say they are its most avant garde members. Martel is one of them. In particular he notes her use of sound, often sound that is not related to the image on the screen – what Deleuze calls ‘pure sound images’. He also draws attention to the reflexivity of many of these films, a point that Page makes very strongly. These are films about cinema itself as well as being expressions of what it means to be in Argentina in the age of globalization, post dictatorship and economic crisis. For Gundermann, a number of these films deploy the gaze to express the alienation he relates to the essential emptiness of commodity fetishism, that aspect of consumerism in which objects  represent something desirable which they do not, in fact, possess, a function of advertising, design, packaging etc. and the essential engine of a consumer economy. He claims that this absolves the New Argentine Cinema of the charge that it has turned away from politics and has nothing political to say. We should note that he particularly cites Caetano’s Bolivia in this respect, but that Page refutes him, in the case of this particular film at least,  asserting that the objective gaze on the objects of daily work in that film in fact assert the  importance of the simple everyday activities that constitute many ordinary people’s working lives and which actually afford them a meaningful sense of identity, based on the quotidian activities whereby they earn a living and make themselves a place in the life of their world, gain stake in their society; a stake that is destroyed by unemployment. 
Page.
In this chapter Page deals with Martel’s La ciénaga (2001) and La niña santa (2004). She addresses the films in relation to the much debated notion of the New  Argentine Cinema’s ‘refusal’ of politics. She notes the somewhat radical rejection of conventional narrative form in the films and their focus on the provincial middle class Argentine family as milieu. She suggests that this apparent refusal of politics is in fact a recognition of a radical change in the place of politics in contemporary life, and not just in Argentina one might add. 

While her films perform as retreat into bourgeois domestic spheres, I will argue that they do so in order to explore the boundaries between the public and the private and to suggest new ways of understanding the political significance of contemporary Argentine films, often erroneously labelled apolitical in their eschewal of explicit representations of class conflict or their refusal to organize their narratives around an identifiable program for social or economic change.  (181) 

        . . . I will argue, however, that this retreat into private spaces does not primarily     reflect a shying away from  politics but is symptomatic of certain shifts within politics that demand a revision of the critical categories we use when discussing political cinema.  . . . 

a reflexive breaking down of allegory suggests a broader collapse between public and private spheres in contemporary society. This collapse can be theorized with reference to European thinkers such as Hannah Arendt and Georgio Agemben, but it also pertains to certain experiences and perceptions proper to the Argentine Crisis.  (182) 

Page suggests that Martel disrupts the possibility of allegorical readings of her films through 

a series of devices that draw attention to the fracturing of relationships of reference between the literal and the symbolic, the material and the transcendent, and the private and the public, and that these disruptions provide a key to a political reading of Martel’s films. (184) 

Her argument is that these films 

can be seen to allude, not to an external set of references but self-reflexively to the process of interpretation itself.  (189) 

The conflation of private and public in these films, the 

anxiety evident in M’s work in relation to the boundaries between the private and the public . . . registers a crisis in the very structures which transcend the individual; they register a crisis in the very structures of signification that embed the individual and the private within the general and the public. They stage a collapse of distinctions between public and private spheres on which more conventional political filmmaking has been predicated. (192) 

This marks the loss of the classical distinction between public and private life; the public or political sphere afforded an opportunity for transcendence of the “bare life” of the private  - the biological. In mass society this has been undermined. European thinkers have asserted that The Camps erased the distinction for ever. Jameson suggests that globalized capitalism completes the job world-wide. 

Cinema’s retreat into the private sphere may in this respect be read as a critical intervention, signalling the failure of a bankrupt, dysfunctional state and emphasising the primacy of biological life in times of severe economic crisis. This retreat implies a refusal of political significance that becomes, by virtue of its  context only, a profoundly political gesture. Both reflexivity and minimalism in Martel’s work can be read as aesthetic responses to the same phenomenon, a folding-in of structures of signification associated with the merging of public and private spheres and the erosion of a distinct space for meaningful political action.  

As it charts the relationship between state and nation, Argentine cinema carves out a particular role for itself in mobilizing a national imaginary in the effective absence of the state. As Zygmunt Bauman writes, “The centuries-long romance of nation and state is drawing to an end; not so much a divorce as a ‘living together’ arrangement is replacing the consecrated marital togetherness grounded in unconditional loyalty.” In Argentina, even this more flexible arrangement has come under severe strain, given the state’s amorous affair with foreign creditors and its shirking of responsibilities at home. Arendt notes the importance of art in transforming individual lives into politicized lives, lending them a more solid existence through being seen and heard: “compared with the reality that comes from being seen and heard, even the greatest forces of intimate life -  lead to an uncertain, shadowy kind of existence unless, and until, they are transformed, de-privatized and de-individualized, as it were, into a shape to fit them for public appearance. The most current of these transformations occurs in storytelling and generally in artistic transposition of individual experiences.” If politics took on this role of lending transcendence to private lives in the classical world, cinema arguably performs at least some these functions in our own, making individual lives visible by de-privatizing them, protecting in some measure against the futility of individual life. Cinema’s  partial supplanting of the role of the state becomes a distinctly ambivalent activity, however, particularly in  relation to this emphasis on the private sphere. If, as Agamben argues, “bare life” becomes “both subject and object of the conflict of the political order, the one place for both the organization of State power and emancipation from  it,” we can expect the space created by contemporary cinema to be shot through with contradictions: complicit with the rise of mass society, with its erosion of boundaries between private and political spheres, yet providing an important space for its critique.  (193-4)
According to Page then, the State’s loss of legitimacy in the eyes of the citizens is compounded in Argentina by the egregious nature of the dictatorship’s excesses and the mismanagement of the economy leading to the crisis. This is reinforced by the growing realization of the weakness of the state in comparison to the power of global corporations and it is clear that this situation exists the world over. So the public world is less and less able to create opportunities for the reinforcing of identity through public and visible activities of a civic nature. Thus the ‘theatre’ as it were of human action ceases to be that of politics. Visibility, and hence self- recognisability and identity  are increasingly found in the form of narratives and these are found in the cinema. For Page, the apparent a-political nature of New Argentine Cinema is nothing of the kind. Instead it both signifies the public sphere’s collapse into the private and provides the narratives that the public sphere once staged. These narratives themselves reflect this ‘collapse into the private’ and it should be clear that La ciénaga does so in a particularly intense manner. 
We might add that this ‘staging of the private’ is perhaps found more ubiquitously on TV in the form of the soap opera (telenovela in Latin America) and ‘reality’ TV, but in a form which tends to elide the contradiction between the accessibility necessary to popular drama and the complexity of the actual world.  In addition the consumption of TV has itself become a private pursuit, whereas cinema remains a public and communal social activity (although this aspect of it is further diluted by the growth of ‘home cinema,’ an oxymoronic term?) 
5. Reading La ciénaga.
Note the initial credits sequence which lists a dozen or so sources of financial support for the making of this film, including organisations based in both Switzerland and Japan as well as a number in Argentina (including INCAA of course) and the Sundance Festival who awarded a prize for the script that led to the film being made in the first place. In addition Ibermedia is a transnational film funding organisation that operates in various Latin American countries and in Spain. Thus the funding of the film at least is ‘transnational’. It has also attracted attention internationally through the film-festival route. The film’s setting and social milieu are certainly Argentine; the nation provides the mise-en-scène of the film in the terms suggested by Page.  At the same time Page’s analysis argues for the film’s relevance to a wider a world in which the public has collapsed into the private and the cinema has become the source of those narratives that show our private selves to ourselves in a public manner. Thus La ciénaga is an interesting film around which to base a discussion of the meaning of the expression “World Cinema” and suggests that we need to keep in mind Canclini’s notion of cultural hybridity and also what Doreen Massey has called double articulation in her essay “Double Articulation: A Place in the World” in which she points out that we are all inescapably both local and global simultaneously and inextricably (the two are imbricated). Massey’s essay is Chapter 7 of Displacements: Cultural Identities in Question (Bloomington: Indiana U. P. 1994). 
The viewing of any sequence of La ciénaga (if that term can be used of such a deliberately fragmented narrative) is likely to provide examples of what characterizes the whole: complexity of narrative, rejection of continuity editing, a quasi-documentary style that is more like a home movie, the importance of colour, the concentration on the body, the constant appearance of water in many different situations and for many different purposes, the wildness and danger of nature and the danger inherent in domestic life. The alienation and decadence of the neurotic family at La Mandrágora are contrasted with that of Tali whose husband is as competent and caring of his family as Mecha’s is useless and indifferent. Throughout the film we are shown characters looking at the goings on around them in ways which remind us that ‘looking’ is what the cinema is based on: at the same time the importance of sound and the way in which it is used challenges this. 
There are two principle kinds of sound in cinema, the diegetic and the non-diegetic. Diegetic sound belongs to the world depicted by the film; it includes all dialogue and those sounds which arise from the action and setting. In the case of  La ciénaga this includes breaking glass, dogs barking, thunder, carnival music and song, gun-fire, thunder, the sounds made by water in its multiple forms and so on. Diegetic sound may be subdivided according to the space from which it emanates. Most cinematic sound is used to confirm the visual image on-screen: the image defines what is known as the first diegetic space. But the first diegetic space implies its own continuation “off screen”, the rest of the world of the film that surrounds that part we see on screen at any given moment: this is called the second diegetic space. In Martel’s work sounds arise from the second diegetic space throughout.  La ciénaga is full of it; the thunder and many of the gunshots we hear are examples. These sounds convey information to us that broadens the film’s complexity, often because these sounds contradict what we seem to be seeing. 
It is necessary to mention non-diegetic sound here: this is sound that is ‘placed on the film’ artificially as it were – sound that does not arise from the world of the film. This would include all music used  to ‘create atmosphere’ but which was not being played in the film’s action. There is no non-deigetic sound in La ciénaga. (Note that the music of the carnival is very much of the world of the film – the action is showing us the carnival revels and excesses as we hear it.) 
Other clear  themes in the film include the racism of the bourgeois Argentine’s towards the Indians - especially their servant Isabel, and the implied erotic element in many of the family relationships (incestuous as well as homosexual but at the same time strangely innocent because not really ‘active’). It is clear also that Martel’s films are primarily concerned with women and the question of female roles and subjectivity. 

In the end the complexity of the film is such that closure is simply not available to the audience; it is noticeable also that no special effort is made to enable us to learn the names of the characters and their relationships to each other. One will come to the end of the film not knowing who was who in some cases. Martel’s rejection of classical norms is very marked in this film –  a little less so in her subsequent work (so far). 

6. This Weeks Extracts.

(i) Initial credits – not ‘stars’ or director – sources of finance. All film-making needs money. A large number of contributors, most Argentine – but not all, Spanish, Swiss, Japan, Sundance. 
(ii) Start of film. Mountains of NW Argentina. Clouds, rain (water) – sound thunder heard but not seen. 

Colour red – peppers, wine, blood. No establishing shots. Characters not named. Bodies. Relationships not explained. Sound emphasised – the ice in the shaking glass, the scraping chairs – unnerving, grating – creates a sense of unease. Figures not seen in full – glimpses – the action not set up for the camera. Many sounds from the second diegetic space. Cut to indoors – no establishing shot – characters not ‘introduced’ – girls in bed – sexuality, but only implied. 
Dogs, boys, guns, nature, sound of unseen birds. The swamp – water – but deathly – the cow, boy, gun. What happens.  We are not shown. 

(iii) This fragmented and seemingly chaotic narrative is carefully organized. In this sequence the later fall of  Luciano is foreshadowed and its reasons and circumstances made completely clear. The ladder is set up. The dog barks. L. is afraid but curious (the “African Dog Rat”). He looks up. The ladder is in place. His sisters rush in – “You’re dead, you’re dead. Lie down. He does. The girls climb. The ladder is shielded by the table. The dog is heard but not seen – sound from second diegetic space. The danger is seen but the attempt to prevent it will not suffice. 

(iv) Singing is heard from the room above – sound from the second diegetic space – not explained. Luciano drinks water. Sound of dog. Looks up (as before). Climbs – falls. The result of his fall is heard, not seen, but we know that he will be dead. Silent rooms – their emptiness (of people and sound) conveys grief. We see L. lying on the ground. No follow up to this scene.

(v) End of film. The pool – water, but green and stagnant. Scraping chairs as at the start.  Bodies – the gaze – went to see the Virgin – saw nothing. Mountains, cloud, thunder, gunfire – as in the opening sequence. Nothing has changed here at Mandrágora. Only the young are featured – but will they be any different to their elders? 
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