LUCIA BOSE. A STAR ACROSS BORDERS!
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While far from having ;*rodx:ccd a stable flow of historical 4
regarded as inditruta‘.*l at the cultural phenomenon of
peculiarly intriguing < *.'ﬂ(;::;c. *Stars,” Robert Allen and Douzlas G
1985, “are complex im;:‘c« which contair mz:f:;;*fr meanings.” #Ho
whichisintrinsicto their <ocial existence, as Allenand Gomen
andisorganized 2s a <trectured mult Ly N
hopefully, deciphered,3 to the joy and thrill of film, and soctal, histonizas Blimsusnas
therefore at the crossroads of diverie, ~ocnally significant meaninzs, anl Lo
embody what could be reparded as figments of (the viseal culiuse o cermain e
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myth of Lucia Bosé, whose polysemic career includes 3 stron 2y connonadnanisl
tional transition within different Furopean countrics,d as well 23 2 delinie oo
American identity, \sl}.“‘umrrnf!hrh);“‘!x talta contest, Bosg entarad thapats

to <tardom5 in lt:xl\ in the early 19505 through the worhs of Giuseppe De Santis (W2
c'e pace tra pli ulivi, 1950, her first feature film; Roma ore e, €9 )
Antonioni (Cronacadi un amore, 1950; Lasignora senzacamelic, 1933 Lucanofma

(Parigi c'*cmpn Paripi, 1951; Le ragazze d 1;*%:::.’: Spagna, 1932 ,.L.J Masio Seldau|
1I2morche miroving, 1951), mahm  her appearance in rather popular "quality” :
tecruited by Spanish Communis tfilmmake ez Juan Antonio Bardem, to actin Mueriee!
unciclista(1955), she would later work between Spain, Frange and 1'1..,.1"'~'r

ey

:u;*'wm of a marriage, which coincided with her temporary retreat from the sCees

with bullfighting star Luis Miguel Dominguin (both the n .1.'::.1,7; and the absenid
cametoanend in 1667). Itis therefore possible to read her earecr as the resultolafo

grc.- sive acquisition of transnational traits, through the mediation of a cruchal §e
sional and personal, experience in Spain.,
As faras that process is concerned, what could be considered, in Lucta Boses e

as a publicimage, is a European (Southern European) version of modernity manes
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bly, accurate: a portsat of 3 pravely ind

decide where <he stands in selation to male powee and teatinional valuze 2 womia

vhoce body signifies 3 modernity beyond time and space, the pesizct witness foran
tic and intellectual queries. The ultimate aim ot this essay 5 to Jsceraintowhatentzns
and under what arcumstances, that cultural tmage was able to cieculaze and adae
ituelf to the visual and cultural panorama ot Franco's Spain

With that object in mind, the following pages will draw up a - matic approant
a<hon fragment of Lucta Bose's Iife as a star, covenn 1y t*.:‘.:hl’.l'_. !I’:* fiest Dwenly yedssd
her career, up to the 1ate 19703, but with a greater emphasis on her Spanish films. 17
hypothesisis thatitis in thove years that her life as a tilm star reveals the compleu
of female modernity in Southern Europe, The sotrees to zH strate this hypothesis 3%
the film teats, intey 'r.JlLd with references to pu""l Ar press.

ronaea ¢ un emore and Muerte de un ciclista. Coming to Terms with Uppar M
(lass Cuiture, Social Values and Er::uuon';

If Lucia Bose's ainema debut® was as a shepherd Lass in Non ¢e pace tra gli ulinias
if Do Santis would later snsist in charactenizing hee 3¢ an underprivileged girl in Romd



LUCIA BOSE. A STAR ACFOSS BOSDIRS

are 11, tl:c Italian actress's most enduring image is associated almost from the outsct
with <ocial and’or cultural cnpmthatmw and with the psychological and moral crises

which <cem to go with it It is quite remarkable that contemporary reviewers were
unanimously puzzled by her first appearance on the screen asa peasantin Non ¢ ¢ pace
tra pli ulivi “Her sensitivity docs not fit the role of a primitive and violent woman,” it
was remarked.” Indeed, her characterization as such by director De Santis was widely
interpreted as a cort of contrasting usc of her outs mndm" attributes and potential
range.®

Itisnosurprice therefore thatin her next film, her character would be quite different,
much more consistent with her public image, and her beauty would be clearly partofa
complex perconality. Cronaca di un amore, her first film with Antonioni and her sec
ond important role, cstablishes Bosc firmly in a bourgeois character ina modernurban
milicu, well dressed in expensive fashionable clothes, which emphasize her modern
figure, far from any primitivism. As could be expected from Antoniont, though, the
film'sview of its characters is not merely sociological. whils accuratz and crucial for the
correct understanding of the film, cocial citcumstances onls y tepresant astarting point
for amuch deeper, psychological analysis.

Far from any kind of <ocial realism, Cronaca di un amoce eslatss “a joumeay meant to
highlight the prismatic and illusionistic games between being and appearing.™
"chufm(' it was cssential to depict accurately every char acter.an ; ._”. s them a mark of
authenticity. Paola Molon, the character played by Lucia Bosé, pesforms acontral role in
therepresentation of the cssence .1prc.xr.mug_:.mu..\ntnmn.\m».‘ pisananalyticalgare,
and no <ingle <hot in which Bose appears suggests any kind of final apprais 1l The way
inwhich sheisrepresented in the dramatic conversation which s talin s plaze between
her and her former Jover, Guido, in the first part of the film, when she cealizes that her
pact is being investipated, is, in this respect, quite tluminatinz Contrasting with her
vniwpircd attitude in the ;mudm" s¢ene, when she is shown amon 2 hee bourgcois
friends,in this cequence Bor ¢abandons herselftoan tm;‘ul;c of warm humanity, which

the decolation inspired by the cold setting, the deoscalo in Milan, emphasices. Through
her eyes, the emotional impetus is seen as a desperate, blind, childish stouzale azainst
the hypocrisy of her life as the wife of a rich and powertul industeialise
The intenaity which Antonioni pave her was so strons that, .mnnix".': to our hypoth
ceis, it would later become a permanent feature in Bose’s roles. The tirmness, o the
inteprity, or the rigour, as it has been variously described, with which her characters
would strive, as Paola Molon does in Cronaca di un amore, to be consistent with their
fechings, can comehow be considered an enduring trait of Bose™s image as astar.
lm.wd, as soon as Cronaca di un amore began its commercial career, it became clear
that a new star was born, who was going to establish herself in the Italian ¢cinema firma
nent, beside Silvana Mangano, Sophia Loren and Gina Lollobrigida. Indeed, Bosc's
entrance into stardom coincides in time, space and purpose with an ongoing, no matter
how «clf conscious, attempt at building up “alternative” star systems in Europe. It can be
no coincidence that her first film had been with director Giue qvw )¢ Santis, who is con
ddered, along with Alberto Lattuada, a particularly sensitive director in discovering tal
ented beautics who could differentiate themselves from their Hollywood w\....ar;‘-.a., 3
Significantly cnough, though, while Mangano was compared \\.’it'n for i'x 21:'; . Hita
Havworth or Jane Russell, Lucia Bose was (and still is) associated with Louice Brooks,
probably “the most significant example,” as the Ialian film historian (,:.m Picro

.
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Nocturno 29 (Pere Portbella, 1668)

Brunectta puts i, “of an aspiration to intellectual acting.” 't Stnce the eacly Fifties, then,
Bocé occupied “an intermediate zone where the specttic professionalism of
actor receives recognition,”™ 2 and her impresave physical APPLALARIE WA decoran iy
framed within an appreciation of her characters” artistic or intellectual val
Nevertheless, the colid determination which seemed to o with it could '(': interpret
¢d in different ways. Five years after Cronaca do un amore, when Juan Antoato Bardem
asked herto interpret a similar character with supposedly similae problems, 3 the rash
firmness inassenting her feelings evident in her first cinematic appearances, was in fact
turned into a remorseless epoism, In Cronaca di un amore, Paola Molon sets forth an
ingenuous attempt to go back to her first love, so strong that it can bring her character
to plan to kill her husband, but at the same time relentlessly true to her emotions, In
Antonioni's films, “homicide, disappearance are elements which unify the main char
SLIL‘I\. loneliness; they cement their sentimental alliance.”$4 In Muerte de un ciclista,
1aria José/bucia Bose is selfish, irresponsible, weary of sincere feelings, not only inca
pable of fighting against hypocritical social conventions, but ready to use them to pre
cerve her social power in the face of the sufferings of the underprivileged peaple. She

is only \urctii(inllv interested in her lover, and is unable to feel authentic emotion

Bardem's film doces not explore, it asserts. Characters serve a strong political message
I no other room s left for a more private dimension,
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[he juntaposition between the two main characters, ]um'.\lr:r:c) C.n\a and Maria

1 lucia Bosc s clear, with social responsibility established as the dividing ling
Fetween the two. ]:: n, whilc deeply (n'rup\cd by his social role, is still cap ‘n!: of lis
wening to hisconscience, and is depicted as s ..nckcdb his own moral fnb""w\\ when
Z.fd'c‘: not force hisloverto rescucacy clist whom she had knocked down. Besides, this

]

-u;'u.-.cr_.- «cis forth a painful crisis w hxch i5 lcading him to a "regensracion™ On the
contrary. Maria Josc, is represented as a monolithic cn aracter, who dogs not change all
through the dramatic story, and is shown as umf,us:- and obsessively intent on pre-
\(,.h:‘.g anvone from diccovering het crime, in order to avoid notonly a ra\\xb‘ ¢ pun-
zd*.:-r,(‘m 1\11! al<o her exclusion fm*n het social sphere.’® So, withia "onc of the most
cmblematic political films of Spanish film history,”#7 Ix.;n Bose is made th\ “bad girl”
(har.,u 1% and her fitmncss is sharply dissociated from emntion 1] integrnity, and
link Cd«m s opposite, injusticc and emptines s0f the bourgenisic, whict '\.‘::rc;. ents.

-t

Afterwards. Leaving Behind Mucrie de un ciclista and the "Bullf

To what extent Mucric de un ciclista would change her xm: i Spain was
not to be <cen for a decade. As <oon as the film shoot ing ended, inv March 1935, Lucia
Bos¢ married Luis Migucl Dominguin in Boulder City. Nevada SRotly after l-uv. sh-‘
becamep ug:nam.,'\ﬂcr ).crn,am.af.c.nmﬂ cfore her first son's bisth, :'.".5 worksd mt
more films, Gli shandati, ditccted by Francesco Maselli, in ftaly, wiich cou
preted as a return to the image De Santis had created feom hercand Cela sappelle
rore, a French-lalian copreduction directed by Luis Bunuels” aald filmad tn France,
where her character has been described as an example of “leminias tategnity”
then disappeared from the <creens,

Indeed, che had hardly reached the <oreenat all in Spain befoze he

q(l
)
- 8o

*.\.:‘!.I;.':_.: When
Muerte de un ciclistawas releaced, in September 19353, \‘1-\\.1\\ il la ;‘.--- uaknownas

an aciress in her hucband’s country, and her celebrity did not have much toda with her
profeccional activities, “Latest actuality has brought the lalunn ln‘ artist Lucia Bose to

14}

tothe forefront,” an article in the popular Cine mundoannounced in March 1933, relat

ing the news of her recent wedding with Dominguin: and it continued, “although itis
hard to bedieve [..) we know very little of her \incmw.u*«‘r since only two of her per
formances have been seen here”## No statement could be mu ' finiterin Spain, in the
mid 1950y, Lucia Bose acquired her status of popular star as t?' vife of the hullh ghter.
Six months 1ater, Muerte de un ciclista established the features of her film character,
but only very briefly.?3 It is sipnificant that she did not play an important role in the
launching of the film, as reported in the popular press.#4

Apart from her silent apparition in Le Testament d'Orp hee, cited above, she w ould
come back only in the late 19605, accompanied by the noise of her separation from
Dominguin, and the enforcement of the harsh laws which dictated the fate of women
who ceparated from their husbands in Franco's Spain. Negative feclings against hersep
aration must have been very strong, if still a year after her return to professional bife,
<he was reported as saying: *hate journalists, If T could kill them [would [} Fhad Bad
cnough: we parted and there is nothing to talk about. But they go back to the same
topic.over and over again.”™s Then, between 1968 and 1969, she appeared in five films,

four of them shot in Spain, one in Maly. A short description of them will demonstrate

149
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how little her social image had changed since Cronaca di un amore, and, at the <3,
time, how perfectly it could fitinto dramatxca”) changed cultural circumstances, wiss
in and without the cinema world. Bardem's interpretation stands, in this regazd, 35,
particular reading of the same factors. Maria Jose/Lucia Bos¢ is the product of astroz;
will to control the narrative and avoid nuances, on the part of its director, but it egua]

ly reveals the difficulty 1mplud in coming to terms with changing feminine patterns ¢
behaviour which did not fit, in the carly 19505, into establi \h"dLnn!d""f(‘uh\f.‘.';:‘
in the late 1960s the cultural context had changed, rather radically. inspite of the ;.

coist regime’s cffort at containing modern habits and values. Now, even in n-~-j-:
strongly conservative countrics, a film character did not need to kil her huihy-1, )
fight for her identity, and prescrve her emotional and intellectual (14:.".:.“.:‘;::. Aat
directors, possibly identificd with a critique of the politicalan: !'.-'r: il aise .T‘,'.f;:::;,.:
thc <ocxclythcyh\cdm nnghllwcmlcrcvlcdmmplmm 'al‘v' *.‘_rz-:‘.u .‘,:“r.:{,',;‘-:-:.f
a different amludc to the fmlurcs peculiar to Lmn Bose's M izss integeity, fizht L
authenticity, a modern, untraditional. attractive look.

Bos¢'s “first contact with cinema after thirteen years™" s inanunzonaentionalys
cct, strongly stressed within its historical contextasa* m'm.:n. ' -
cant that Pere Portbella, oncofthcx'rc.nmnmatnr\nt\nmn. cingm
been thinking about a film with Lucia Bose for quite a lonz timas " and that ko ennr
ally chose her for his first feature film. In Nocturno .n)(Rn Fostbella, 1549\ 2 caref!
ly designed, experimental film of the "Escucla de Barcelona™ ts wiheer Posd's sionis
cance as astarcan best be seen. Whatis made immediately cleas s that Bosd s st firm
ly established in the cinema firmament. During the shooting, Nusvo Do eamas s
film fan magazine, announced: Portbella’s new film, ® xw,uux.tta be asure sy
Boséisa guarantee. Anabsolute guarantee, notonly m\v\u“ butalsoinmost Euroela
countries.”?® Not only she is stlll A certain attraction, but she is alsa expected
tion exactly in the same way, with her strong European image, which is anoth
saying, beyond Spain but firmly on this side of the Atlntic,

Besides, insofar as her character’s function within the t‘ilm 13 w";:r:‘.:l,zl':-:s.....; line
of continuity can be observed, perhaps with the only considerable differenteofamudh
better definition, a superior clarity, as if the time was a ripe for revealing all Bose’s
potential. In spite of the film's adoption of a complex narrative form,* 7 where no claar

.

action can be detected, her character does play a crucial role in the definition of the
film's meaning. Indced, as she undergoes a recognizable evolution, it is that process
which marks the succession of shots. This murpn.t.umn is supj ported by the strc ."-;
characterization of Bose's role as defined by the mise en scecéne. Step by step, the specta

tors discover that shchasouallvLsmhlnshul mnllm hd\ lhn hgrhmrx»um oS3

munorjourm) trying 10 undcrstand thurmtcndgd dmuum \ll throug h the 1-.:!.' P
to the sccond to last sequence, she is consistently associated with straight lines and
modern, minimalist sets and dresses. Itis quite significant that Portbella would declare,
before the shooting: *I will certainly use to a great extent her personal wardete
because her clothes, quite timeless, fits the character.”3” This particular is hizhly <2
nificant, as confirmed in a revealing conversation between Bose and Gabricle Feriets
(her fictional husband) taking place just before the final sequences. After a «enie
allusions to the being/appearing conflict, she states: I do not know whether it

150



this person standing here in these clothes.™3t Almost immediately afterwards, she is
<howninacloth shop, looking at fabrics with striking colours and pop drawings. At the
end of the scquence the allusion is made more c,\p.xcn. when she is shown while look-
n;: at fabrics which carry the drawings of different national flags, a prelude to an even-
tual cscape, which scems confirmed by the following images, showing an airport and
take offs.

Her enigmatic presence, under the unprecedented guise of a nun, in No somos de
picdra (Manucl Summers, 1969), docs not scem to add much to the recovered image of
Rosc as analyecd until now. Her character appearsto be not much more thanan allusion
to a more modern world which would be capable of dealing differently, in a more
nature fashion, with sex and itsimplications. The friction between herimagze and what
nuns are supposcd to symbolize is rather inspiring. That very contradiction mizht be
icad as a probably involuntary allusion to the ultimate conzequenczes of a cinemato
graphic progressive definition of an cducated, urban, Eutopean woman striving to
transform herself without getting lost, and which is shown as trapped in an unchange
able world.

After a short appearance in a scquence of the Fellint's Satyricon (15
required by Basilio Martin Patino for a film where all the ste -cn:*,;'-:: a330¢1
l.u are once more put to work. Del amor y otras soledades (1959) dzals witt
middle class couple passing through a decep crisis due toa prolonged a
cation and a growing, but also somchow momentary, distance arisen be
and wife. The film's opening sequence marks the central role p! 1»“& v hee

as <heis chown seated in the office of a (woman) psychologist, and she s :1
1hc opportunity to put an ¢nd to her marriage. Then we discover thatshe i
geois life in a rather luxurious house, that her husband s quite a *_.‘:-;‘44‘-\.. o her and
she does not show any interest in him, but that it was not always Like that. “[ remem
ber,” she tells the psychologist, “that Lused to feel comfortable with him: his leadership,
his ideas. He was very intelligent, at least then, more intelligent than Twas, of course,
but we had something in common, he would tell me his problems, we shared them.™33

Although the film is not completely coherent in its narrative structure, in the follow
ingsequences we are shown how Luciais being increasingly drawn away from the more
traditional milicu which her husband works in, and towards some sort of modernity,
and cultural openness. Through clothes (she normally wears very simple and elegant
black, white or black and white clothes) and personal possessions,3# she is associated
with a sophisticated sensibility (she is a craftswoman). As an indication of her charac
ter is the decoration of her house, described by a rather old fashioned, extremely rich
couple (heis the owner of the firm where Bosé's husband works), as “very modern”. Yet,
this docs not imply any drastic or radical conflict which could threaten her emotional
balance. She does not seem to be interested in establishing a new morality, but only a
new way to face life, which, according to her, will flow spontancously from a fight for
dipnity and authenticity. It does not really matter whether she will eventually leave her
husband for good, or not. It is the questions she poses, her relentless effort to be true to
hereelf, which occupy the centre of the action; indeed, her very commitment to truth
might imply that she should stay with her husband as he is part of her life. Whatever
the ultimate choice, it does not really matter. It is the process, and not its result, which
is at stake. And, what is really more relevant within these pages, at the heart of that
search Lucia Bose stands firmly true to her image as a star, perhaps less explicitly than
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VALERIA CAMPCRES]

matico,”4? as she herself describes it, was intensified. It might be interesting »

» 4 .
thatit prompted herto work more often, and more success fu..',m ltalya lf>)\‘
in Spain. No other Spanish film which would include her was g u.mtoc..,,,;”."
able <ocial visibility, while in Italy she would work with Mauro Bolognini ;;‘,:”f.‘
Rosi, and Ferzan Ospetek#d and in France with Danic el Schmid and Jeanne yroo

Somchow, she disappears as a significant symbol from the public sphereinSsy -
.11! the complexitics \\h h l.mnn and his work in documentaries, wou!d s ,~

carly 19708, itis nevertheless shocking that seven years after Delamor yotras o frr
when democracy was beginning its uncertain existence, he could talk abou ‘j-‘-l‘;'-\
without cven mcmim:im Lucia l bo<c. 45 Political 1asues wete ¢. x’:':;:;::'r.'“.:.;":r- ) .
the dircctors and creative people who had been intetested in the innovative s 2 7.
of herstarimage. Apart from minnrrc.wp;wmpn.mun:nnl‘.r::r(x.'v.!F.,' SO YoUA s o
marginal directors, such as Almodovar, who re used her as a nunn £5 [Ty
(Fedro Almodovar, 1983), or Agustin Villatonga, in El nirio de la Tuna(e;750 255 4
only come back in a main rolc on <p.1m<h SCIECns as @ witness of Bunusls pond! fe
recently published authorized biography does not constitute asiznilicantchy- o oo

this regard, and, one might add, scrves as a confirmation of an absence of s o0 1y
the quote at the hc"mnm" of this cscay states, her mythical meanings fel
anothertime \\nhm Spain, or to different places at the same time. She e
charming, clegant, beautiful and intriguing, still Francoism had conlim
perdition, and democracy has not been too interested in rescuing

I
3
)
A}
=

transnational story as a star would then lead one to think that the maa IR A
with her could onh partially work as undercurrent, unifying Southem Surcjean s
andmlhxsrcs;uct (t()«xlnf'tlw Pyrences did mark a change, inthe directioneia grester

rigidity, and a minor degree uf(omph xity.

1 Thisanticleis partof acollective research project financed by the Spanuh Minsiv ef e

and Technolopy whose title is *Cultura visual: Ly comstruccion de la memenizen 1 €
contempordnea® (BHA 2001 0219; main researcher: Jesusa Vega)
“In fact,if I think about it carefully, I do not know why Ldid not belicvein Lucias good
Sheisthe dauphter of aworkerand prandchild of a farmer but she holds the rataaalele s
and the refinement of a fairy tale princess. Since 1955, when she established henelfia $7an
m.lp:mmu.\l autarchic society, suffocated by Francotsm, dandeutfand ek efeuliure Lo
José has been our crown jewel, the most modern, the most Furopean, and, alterwards 3
her separation from bullfighter Luis Miguel Dominguin, she was the embodimentefeniland
lust for the conformists, a terribly attractive symbol of perdition®, Rosa Montero, "lucia £,
una seductora original,"El Pars Semanal, no. 1379 (March 2, 2003), p. 12,
3 Robert C. Allen, Douglas Gomery, Film History. Theory and Fractice (New York, M¢ Geas
ML 1985), where classic analyses of film stars such as Morin's and Dyer's are referred 10
4 As Gundle suggests, the "Europeization” of film stars is hardly an exception afterthe endd!
the Sccond \\urld War. See Stephen Gundle, *Il divismo nel cinema curepeo, 1945 €07
Gian Picro Brunctta (ed), Storia del cinema mondiale, Vol 1, L'Furopa. Miti, fuogin
(Torino, Linaudi, 1699), pp. 754-786.
Whatisinteresting about Lucia Bosé is the f.u‘llf‘.!l\!‘Cli\cithru’:.“\H‘;‘«!'J:‘.‘;‘ Ittt
in the tetos, analysed 35 a new star system, “made up of anti Jiviwho walk, ta! \JJ' 4
Likeordinary people.” Cll nuovo divismo sard fatto di anti divi che camminano @ welid

e
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LUCIA BOSE. A STAR ACROSS BORDERS

*Tenomeno de sobricdad, elegancia y, notablemente, de espiritu joven.” UZ., “La nueva ctapa
de Lucia Posd,” Nucvos fotogramas (December 31, 1971).

It is quite remarkable that this is still pretty much the same image, almost the same words
which Rosa Montero uses in the very recent interview quoted as the opening paragraph of
this ce<ay. What is new, and it can hardly be a surprise, is the appropriation of her as a sym-
bolef whatFranco hadtricd to suffocate: values which until 1975 had to be keptimplicit, can
now be uticred outspokenly. Sce R. Montcro, op. cit.

A parallchism between the two films is al<o suggested in Carlos |. Plaza, Jose Luis Rebordinos
(cds), Il humor y la emocion. Fl cinc y la television de Antonio Mercero (San Sebastidn:
Iilmoteca Vacca, 2001), p. 206.

Thisis how Eva/Bos¢ describes hereelf in a conversation with her husband in the film’s first
half: “Ya <abes, no <oy una mujer tradicional; no me gustan ciertas costumbres.”

“I'n alpun momento de mi vida he conocido a gente que me ha confesadn que, mas que mi
belleza, le ha Jlamado Ja atencion una cspecie de halo enigmatico, una barrera proteciora
hacia los otros, hacia ¢l mundo que al parccer, desprendo.” See her authorized (and disap
pointingly uninspired) biography: Begona Aranguren, Lucia Bose. Diva. divina (Barcelona:
Plancta, 2003), p. Go.

Her post-1975 filmography includces: Per le antiche scale (Mauro Bolognint. 1973). Cronaca di
una maorte annunciala (Franccsco Rosi, 1987), L'avaro (Tonino Cervi. t990), flarem suare
(Ferzan Ozpetek, 1659).

In Violanta(Danicl Schmid, 1977), and Lumicre (Jeanne Moreau, 1976). She had worked with
Morcau in a film directed by Margucerite Duras a few years eaclier, Nathalic Granzer (197 2)
“Habla Patino™, Dirigido por, no. 38 (November 1976), p. 27.

In A proposito de Bunucl(José Luis Lopez Linares, Javier Rioyo, 2000). A writteninlznvizw on
the came subject is alco included in Cuadernos de Ly Academia, cit.
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