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In the second half of the 1970s, young people from the working class parts of big cities, mostly from rural
backgrounds, formed a counter-culture that defied the moral conventions and behavior that still hung over from 
Franco’s regime and gave rise to a huge amount of cultural output. There was an explosion of political pam-
phlets, fanzines, gigs, plays, photographs and comics all distributed and consumed using their own channels.

The defiant, nihilistic attitude of punk and the over-the-top, sexually ambiguous theat-
ricality of glam rock are key to any understanding of the influence that music and all its 
iconography (street fashions, night life, drugs, alcohol, sex) had at the time. It was in this 
context that Pedro Almodóvar (1949) would make his feature film Pepi, Luci, Bom y otras 
chicas del montón (1980), and also participate in a series of collaborations as a writer for 
El País, Diario 16 and the magazine La Luna, for which he created his famous character 
Patty Diphusa. The film, in fact, came about because of a commission by the magazine El 
Víbora, a story in the form of a fotonovela that Almodóvar called Erecciones generales and 
that later served as the screenplay. The film depicts both the social phenomenon known 
as the movida madrileña and the group of friends and their creative activity that were at 
the centre of Almodóvar’s work and life: Guillermo Pérez Villalta, Ceesepe, Fabio de Mi-
guel, Pablo Pérez Mínguez, Alaska… 

Pepi, Luci, Bom…, which was shot in 16 mm, is a film very different from the erudite and 
ideological filmmaking prevalent at the time, and it represents an example of autono-
mous artistic production, all the way from its funding –which came from individual con-
tributions made by his friends and acquaintances– through its shooting –which took 
place in fragments and lasted over a year and a half– and including its obvious techni-
cal difficulties. Almodóvar broke the rules of film and situated himself, almost without 
intending to, in the post-media condition derived from postmodernism, the demand for 
which appeared like a manifesto in the first issue of La Luna, through the indiscriminate 
use of comics, fotonovela, Super 8 and posters (in this case by Ceesepe). The film thus 
acknowledges young audiences, immersed in the punk aesthetic and eager to see fresh 
and irreverent images. 

Taking the Street: Urban Cultures and 
New Popular Imaginaries

The need to document the rapid pace and 
fleeting nature of what was happening in 
Madrid’s night scene became top priority, 
and the attitude became a value: the gram-
mar of human gestures in Escena. Personajes 
a la salida de un concierto de rock (1979) by 
Guillermo Pérez Villalta (1948), runs parallel 
to the systematic recording by Miguel Trillo 
(1953) of the audience at concerts, screen-
ings and other gatherings, for his fanzine 
Rockocó (1980-1984). The group of spec-
tators, along with the artist, give rise to the 
performance generated in a spontaneous or 
improvised manner at every event. 

As the 1980s progressed, with the arrival of 
a new political and social situation, many of 
these subcultures would be neutralized or 
would leave the underground to join the reg-
ular channels of mass culture.

New acquisitions

Miguel Trillo. Rockocó, 1980-1984

Miguel Trillo. Pop Purrí, 1980-1984
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