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1. INTRODUCTION

The Spanish transition was not only a process 

of political transformation through which Spain 

closed the chapter of Franco’s dictatorship and 

embraced democracy, but also a moment marked 

by profound social and cultural change. Women 

were significantly affected by various legislative 

measures, such as the legalisation of divorce (Law 

30/1981, 7 July) and, a few years later, abortion (Or-

ganic Law 9/1985, 5 July), which recognised their 

rights and improved their quality of life. Howev-

er, the transition to democracy was characterised 

by improvisation and uncertainty (Quirosa-Chey-

rouze, 2007). The various left-wing organisations 

that constituted most of the anti-Francoist move-

ment played a key role during this period, as they 

mobilised the public to prevent the continuation 

of the dictatorship and the implementation of po-

litical projects aimed at preserving the regime af-

ter Franco’s death by limiting democratic reforms 

(Juliá, 2006). The new political system was created 

through negotiations between the more reformist 

sectors of the regime and the leaders of major an-

ti-Francoist parties, in a climate dominated by the 

pursuit of consensus (Pinilla García, 2021). 

This consensus has been described as the cen-

tral concept underpinning the negotiations that 

enabled the establishment of the new political 

system, which was the product of agreements be-

tween different political groups that made signif-

icant concessions to secure a negotiated solution 

and lay the foundations for democratic govern-

ment (Ortiz Heras, 2012). On the other hand, some 

contemporary historians argue that the political 

elite resorted to consensus only after they real-

ised they could not impose their political agendas 

unilaterally (Field, 2011). The concessions and 

agreements made by the various actors involved 

in the negotiations were therefore pragmatic and 

strategic decisions, motivated in part by the desire 

to secure a prominent role in the new political or-
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der. Moreover, the pacts that facilitated the con-

solidation of the democratic system were reached 

without the participation of significant segments 

of society or even the grassroots members of the 

parties involved in the agreements (Aróstegui 

Sánchez, 2007).

The media played a highly significant role 

during the transition to democracy, “[n]ot only 

through their editorial line and their focus on 

coverage of political action [...], but also by prior-

itising the visual documentation of that activity” 

(Tranche, 2016: 121). The media played an irre-

placeable role in the process, as cinema and tel-

evision journalism was crucial to “the canonisa-

tion of the transition” (Sánchez Biosca, 2016: 75). 

During these years, television pursued the task of 

educating the public about democratic principles. 

Although previous research (Siles Ojeda, 1998; 

Loma Muro, 2013; Martínez Pérez, 2016; Gómez 

Prada, 2019) has explored the filmographies of 

Josefina Molina and Pilar Miró (two of the first 

women to graduate from Spain’s official film 

school1 and among the most important directors 

in Spanish film history), their work in television 

has received very little scholarly attention. The 

aim of this study is to fill that research gap with 

an analysis of the literary adaptations written 

and directed by Molina and Miró for the program 

Novela (TVE: 1962–1979) during the period of the 

transition (1974-1981): Miro’s Los enemigos [En-

emies] (1974) and Pequeño teatro [Little Theatre] 

(1977); and Molina’s Aire frío [Cold Air] (1974) and 

El camino [The Path] (1978). The analysis examines 

the democratic and feminist discourses proposed 

by the two directors, which in turn reflected and 

contributed to the political and social transforma-

tions of the period. In addition, this study facili-

tates the recovery of forgotten visual documents, 

as these dramatic productions are thought-pro-

voking and valuable not only in terms of their 

content but also from a formal perspective. The 

research method adopted for this study consists 

of a gender-based textual analysis. The produc-

tions were viewed at the RTVE Documentation 

Centre, the only location where this material is 

available, and thus the corpus is limited to the 

only adaptations that the two directors made for 

the program Novela during the period. The RTVE 

archives have played an important role in this 

research, as some of these container programs, 

which consisted of numerous episodes, have been 

de-catalogued or have disappeared.

2. TELEVISION DURING THE SPANISH 
TRANSITION TO DEMOCRACY

Television was especially significant during the 

historical period of the transition, as the small 

screen underwent major transformations starting 

in the mid-1970s. Specifically, TVE2 implemented 

various initiatives that on the one hand sought to 

erode the values that Francoism had instilled in 

Spanish society, and on the other assigned sym-

bolic prominence to the new system of freedoms 

in order to legitimise and consolidate it (Palacio, 

2012). TVE attempted to confront the country’s 

most conservative sectors that feared their own 

political decline, for example, by adopting a seri-

ous approach to news coverage of the Antocha 

massacre in January 1977, underscoring the un-

acceptable nature of violence as a political tool. 

It also promoted the idea that elections were an 

occasion for celebration by broadcasting variety 

shows and entertainment programs on election 

nights. As Bustamante suggests, TVE was consol-

idated in the 1970s as the definitive media outlet 

in Spanish society (2006), as television became the 

most popular media format and the leading cul-

tural industry in terms of investment, although 

even during the Franco regime the medium was 

not conceived of as “high culture or [...] a platform 

for revanchist propaganda” (Ibáñez, 2001: 67). 

While in the 1950s the number of television 

sets in Spain is estimated to have been around 

600 (Díaz, 2006), by the first general elections of 

1977 the figure had already reached eight mil-
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lion, of which only 10 percent were colour de-

vices. In this regard, television in the 1970s “had 

a very established programming model resulting 

from the medium’s particular evolution, which, 

thanks to technical advances and the profes-

sionalisation of its employees, came to approx-

imate audience preferences” (Antona, 2016: 9). 

However, technological innovations resulted in 

the incorporation of new dynamics that contin-

uously reinvented the broadcaster into the 1980s 

(Berdón Prieto, 2024).

In 1976, on the occasion of its twentieth anni-

versary, TVE conducted a survey through Spain’s 

Public Opinion Institute to learn what the public 

thought of television content. Forty-two percent 

believed that the extra time they spent watching 

television came at the expense of the time they had 

previously dedicated to other media formats such 

as radio. In this respect, Martín Jiménez (2013) 

points out that both the press and television played 

an indisputable role in the country’s shift from 

dictatorship to democracy, although they acted as 

different agents with specific social influences, not 

only because of the different products they offered 

but also because of the audiences they targeted.

In relation to the pedagogical mission un-

dertaken by TVE, Rafael Ansón3 acknowledged 

that the broadcaster facilitated political reform, 

although its development was also driven by its 

technological capacity for influencing Spanish so-

ciety. Palacio argues that the reform to the public 

broadcaster took the form of an advertising cam-

paign, with repercussions for the “types of political 

communication on television” (2001: 100), which 

conformed to the rules of advertising. Thus, dur-

ing the transition to democracy, speeches by both 

reformist and conservative political parties were 

adapted to televised speech formats, which in 

turn were influenced by advertising techniques. 

Television played a key role in consolidating and 

structuring the nascent political system based on 

public freedoms, while at the same time defining 

the main features of political communication.

However, it is likely that neither Rafael Ansón 

nor the Spanish government had intended to em-

ploy other arguments to persuade Spaniards of 

the virtues of democracy, although the democrat-

ic opposition did not demand them (Palacio, 2001). 

Fictional content constitutes the key form of tele-

vision programming for studying the characteris-

tics of television of the past (Palacio, 2012). In this 

sense, the analysis of fictional content from this 

period is particularly interesting because the im-

aginary of the transition continues to be visible.4 

This article focuses on fiction precisely because it 

can shed light on some of the discourses articu-

lated during the transition, on the understanding 

that Spain’s move towards democracy cannot be 

fully understood without considering the influ-

ence of the television fiction content broadcast by 

its public broadcaster.

3. WOMEN AND TELEVISION CREATION: 
THE ENTRY OF WOMEN INTO PUBLIC 
BROADCASTING

During the Spanish transition to democracy, wom-

en experienced and called for the most significant 

changes, leaving the regime’s patriarchal system 

behind to become professionals with rights. Legal 

reforms—such as the decriminalisation of adul-

tery and contraceptives in 1977, the proclama-

tion of gender equality in the 1978 Constitution, 

the legalisation of divorce in 1981 and abortion 

in 1985—contributed to significant improvements 

to women’s quality of life. It was in this context 

that the country experienced a resurgence in the 

feminist movement.5 For this reason, another aim 

of this study is to identify connections between 

the democratic transition, the television industry 

and the increasing number of women in creative 

professions.

Television helped to make visible and acceler-

ate the changes taking place in Spanish women’s 

lives, which meant that much of its content was led 

by women both on-screen and in production roles. 
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Notable figures include journalists such as Car-

men Sarmiento, Sol Alameda, Ana Asensio, Rosa 

María Mateo and Rosa Maria Calaf, who produced 

reports for Informe Semanal (TVE, 1973-present); 

Elena Martí, who worked on Informativo 24 horas 

(TVE, 1970–1973); frequent writers such as Glo-

ria Fuertes, and to a lesser extent Carmen Conde; 

as well as the actress Ana Diosdado, who scripted 

the series Juan y Manuela (TVE, 1974) and Los co-

muneros (TVE, 1978). Notable in the field of tele-

vision direction is Mercè Vilaret, one of the first 

female directors at TVE in Catalonia and also a 

specialist in literary adaptations, whose “(dramat-

ic and documentary) programs reveal the direc-

tor’s personal writing style and the major themes 

of her imaginary” (Martí, 2003: 86). Also notewor-

thy is the presenter and director Paloma Cham-

orro, who in the 1970s hosted cultural programs 

such as Encuentros con las Artes y las Letras (TVE2, 

1976–1977) and Imágenes (TVE2, 1978–1981). Two 

key features of Spanish television resulted from 

this reality: its importance for the representation 

of the new roles taken on by women in Spanish 

society during the transition; and its creation of 

a new female perspective through the work of 

these women creators.

As part of an institutional strategy, Televisión 

Española (TVE) launched various projects that 

had been in development for months, or even 

years, and scheduled three consecutive series 

with storylines that focused on women: La señora 

García se confiesa [Mrs. Garcia Confesses] (Adolfo 

Marsillach, TVE, 1976–1977), Mujeres insólitas [Ex-

ceptional Women] (Cayetano Luca de Tena, TVE, 

1977) and Las viudas [Widows] (Alberto González 

Vergel, TVE, 1977). “From November 1976 to June 

1977, every Tuesday night, TV viewers could 

watch productions in their homes that took the 

women’s world as its point of reference” (Palacio, 

2012: 170). In container programs such as Novela, 

comprising half-hour episodes broadcast on week-

days, the content seemed to be targeting a female 

audience; this impression is reinforced by the no-

table number of women writers who worked on 

the adaptations, such as Carmen Martín Gaite, 

Dolores Medio, Elena Soriano, Mercè Rodoreda, 

Rosa Chacel and Ana María Matute. This trend 

of broadcasting productions written by women 

“would continue in subsequent years, so that fe-

male authors came to represent a significant pro-

portion or even the majority [of writers]” (Ansón, 

2010: 364).

It is important to note that these women writ-

ers already had a considerable or even predomi-

nant presence on television during the dictator-

ship, suggesting that the interest in attracting 

female audiences may have precursors in periods 

prior to the democratic transition. These adapta-

tions were based on fictional works framed “in 

the most important genres of the period (televi-

sion plays, dramas in instalments and dramatic 

series, the latter developed and produced with 

techniques specific to the small screen)” (Chichar-

ro-Merayo & Gil-Gascón, 2022: 119).

Many of these programs were produced in the 

second half of the 1960s and the early 1970s, and 

they were developed by young directors trained 

at Instituto de Investigaciones y Experiencias 

Cinematográficas (Spain’s official film school in 

Madrid) who found their place making fiction 

for TVE’s second channel (Segunda Cadena) that 

transformed the narrative and formal style of tel-

evision (Palacio, 2001). This study focuses on the 

fictional productions of Pilar Miró and Josefina 

Molina because their work provides an opportu-

nity to explore the ideas proposed by these direc-

tors. Miró, Molina and Cecilia Bartolomé are often 

mentioned in audiovisual studies focusing specif-

ically on the film industry, as they were the first 

women to graduate from the country’s official 

film school (García López, 2021), although many 

other women also worked in television, such as 

Paloma Chamorro, Pilar Herrero, Milagros Valdés 

and Lolo Rico. Academic research on these di-

rectors has focused primarily on their film work, 

overlooking their time in television or viewing 
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it as a formative stage prior to their filmmaking 

careers. These creators demonstrated the need to 

liberate women in the context of the democratic 

transition, following the period of repression and 

inequality imposed by the Franco regime. As Gui-

chot-Reina points out, they thus offered viewers 

new female role models in television fiction that 

exposed issues such as “gender discrimination 

and the unjust realities they faced by virtue of 

their sex” (2024: 131), with the aim of breaking 

with perpetuated gender stereotypes and propos-

ing changes in favour of equality both to Spanish 

law and to the very structure of Spanish society. 

4. MIRÓ AND MOLINA’S ADAPTATIONS  
IN NOVELA 

Novela was a “container program” on air from 

1963 to 1978, consisting of 42 half-hour episodes. 

It was broadcast on weeknights, Monday through 

Friday, in keeping with the serialised continuity 

of its stories, which often extended over multiple 

episodes. The stories were based on widely popu-

lar literary works; Pilar Miró and Josefina Molina6 

chose to adapt texts by renowned women authors 

such as Carmen Martín Gaite, Ana María Matute, 

Mercè Rodoreda or Rosa Chacel, thereby giving 

visibility to women’s literature (Ansón, 2010: 364) 

while at the same time appealing to female view-

ers with dramas featuring prominent or narra-

tively significant women characters. From 1974 

to 1978, Miró and Molina made four five-episode 

dramas between them. Los enemigos (Pilar Miró), 

broadcast from 18 to 22 February 1974, was an 

adaptation of the Russian classic “The Duellist” 

(Bretior, Ivan Turgenev, 1847). Set in the 19th cen-

tury, the story tells of a German nobleman (played 

by Antonio Canal) who becomes caught up in a 

confrontation with his best friend during his time 

in the army over his feelings for Masha (Emma 

Cohen), a character who introduces romantic el-

ements into the narrative. Broadcast just a few 

weeks later, from 25 to 29 March 1974, Molina’s 

Aire frío was based on the play of the same name 

by Cuban writer Virgilio Piñera. In it, Lola Car-

dona plays Luz Marina, a woman of exceptional 

fortitude who manages her household and family, 

the Romagueras, throughout the decades of the 

1940s and 1950s. Miró would not return to Nove-

la until 1977, when her adaptation of Ana María 

Matute’s 1954 novel Pequeño teatro would be aired 

from 7 to 11 March. This story is set in a coastal 

town in the Basque Country, where a foreigner 

captures the attention of a young woman named 

Zazu (Fiorella Faltoyano). Finally, Molina’s El cami-

no (1978) was broadcast from 17 to 21 April 1978. 

This big-budget adaptation of the popular novel of 

the same name by Miguel Delibes won the Award 

for Best Direction at the 15th Prague International 

Television Festival that same year. Set in the small 

village of Molledo in the Cantabria region during 

the period after the Spanish Civil War, it portrays 

the lives and customs of the villagers. 

4.1. Visual Style and Narrative Features 
The dramas analysed here are rife with distanc-

ing and metafiction elements, demonstrating a 

clear desire to play with the narrative rather than 

adhere strictly to classical staging. However, ex-

pressive editing is notable in sequences such as 

the duel between the protagonists in Los enemigos, 

Lutchkov and Kister, where Miró uses a panoram-

ic crane shot to tilt down over the scene. The agile 

mobility of the camera in her productions based 

on tracking shots and numerous short close-ups 

constitutes a distinctive visual style that fluidly 

accelerates moments of heightened narrative ten-

THESE CREATORS DEMONSTRATED 
THE NEED TO LIBERATE WOMEN IN 
THE CONTEXT OF THE DEMOCRATIC 
TRANSITION, FOLLOWING THE PERIOD OF 
REPRESSION AND INEQUALITY IMPOSED 
BY THE FRANCO REGIME
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sion. In Pequeño teatro, she uses zoom-ins to bring 

viewers closer to the characters, allowing the au-

dience to invade their space, especially in the case 

of Zazu, who is given greater visual and narrative 

prominence through her voice-over, which is the 

only one we hear. With a greater number of in-

trospective scenes, this production is notable for 

the use of symphonic music, which enhances the 

dramatic tone of the narration.

Bearing in mind that they were filmed in a stu-

dio, both these productions reveal the importance 

Miró places on the composition of shots and fram-

ing (particularly depth of field), replete with details 

and a mise-en-scène which, though simple, fea-

tures opulent sets in keeping with their narrative 

contexts. The depiction of high society through 

rich, luxurious fabrics and furnishings that adorn 

the rooms of the houses is further magnified by 

the large number of extras on the set.

Molina’s works, by contrast, reflect a more re-

strained and traditional approach to staging, avoid-

ing formal experimentation in either the editing 

or the visual style. She uses a wide range of shot 

types to provide greater variety in her technical 

language, but particularly notable is her use of a 

handheld camera in the wedding banquet scene in 

El camino, projecting a documentary tone intended 

both to capture the rural customs and folk dances 

and to convey the poverty and misery of post-war 

Spain. Molina highlights the rare moments of joy 

to create a strong contrast with the clear discon-

tent and repression suffered by the villagers. This 

classical technical approach, which is atypical of 

her work and may be related to the fact that the 

production was for TVE’s La 1 channel rather than 

La 27 where Molina worked more often, contrasts 

with the narrative complexity resulting from the 

integration of flashbacks, although these require 

viewers to identify the time-frame through the 

text itself. In El camino, however, this narrative de-

vice is indispensable for the effective adaptation of 

Delibes’s novel (Zurián Hernández & Gómez Prada, 

2015; Martínez Sánchez, 2022), as the narration of 

the story is non-linear and full of analepses insert-

ed to recount the memories of the character Dan-

iel. In contrast to Miró’s lavish sets, Molina opts for 

a natural mise-en-scène, filming on location with 

live sound. This is not the case in Aire frío, where 

the action unfolds entirely inside a family home 

and is presented in a theatrical style that respects 

the original text. Molina’s visual style in both pro-

ductions is unquestionably in line with her cin-

ematic work. In her memoirs, she notes that she 

never differentiated between television and cine-

matic language: “I approached each of those pro-

grams as if it were the film of my life. I used the 

three or four simultaneous cameras with staging 

techniques that cinema had already been experi-

menting with for years” (Molina, 2000: 62-63).

The fact that the action takes place in interi-

or spaces connects the setting with the private 

sphere to which women have been relegated in 

a dichotomous system, while the public sphere is 

dominated by men (Pateman, 1995). In this regard, 

all four productions offer an intimate and critical 

view of women’s activity inside domestic spaces, 

not only questioning the archetype of the “angel 

in the house”, but also reflecting on the institution 

of marriage—or more specifically, on virginity and 

honour in the case of El camino.

4.2. Female Characters and Thematic 
Features
The works of Miró analysed here reflect her in-

terest in stories set in the 19th century, wheth-

er through the militarism of Los enemigos or the 

drama of Pequeño teatro. Even more evident is the 

pedagogical aim of the former with its emphasis 

ALL FOUR PRODUCTIONS OFFER AN 
INTIMATE AND CRITICAL VIEW OF 
WOMEN’S ACTIVITY INSIDE DOMESTIC 
SPACES
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on dialogue and tolerance over violence—a theme 

that allowed the director to participate indirect-

ly in the debate of the period on the democratic 

transition through images and narratives that 

connected with the political and social concerns 

of the time and contributed to the construction of 

a democratic imaginary. Pequeño teatro also offers 

a critique of religious morality, which is also ev-

ident in Aire frío, functioning as an opportunity 

for reflection on the Franco regime. Anticlerical-

ism is expressed in the figure of the priest, who 

is typically associated with worldly pleasures (a 

feature present in the films of both directors). The 

clearest example of this appears in El camino when 

the priest questions the very existence of mira-

cles, revealing him to be the least devout of all the 

story’s characters. For women, religious morality 

becomes a burden they are forced to bear (as it is 

for Luz Marina in Aire frío), or an inherent trait 

of the provincial mentality (in the case of Zazu in 

Pequeño teatro).   

In Los enemigos, the character of Masha is the 

one who triggers the conflict between the two 

male protagonists, whose friendship contains 

a homoerotic subtext, but who also represent 

two opposing models of masculinity: patriarchal 

and hegemonic in Lutchkov; and understand-

ing, sensitive and pacifistic in Kister. In response 

to this situation, Masha refuses to be treated as 

a mere object, yet she flirts with and tests both 

men, straining their friendship in a clear exam-

ple of conscious rebellion whose nature becomes 

clear when it is revealed that she belongs to the 

Russian women’s emancipation movement. Her 

mixed-race identity and her resistance to the du-

ties imposed by her family and social class consti-

tute an ironic critique of traditional portrayals of 

women in fiction through a male gaze. 

The significance of an oppressive social and 

political context for women is also evident in Pe-

queño teatro. Miró gives greater narrative weight 

to Zazu, despite the fact she is not actually the 

protagonist of the story. Issues such as mother-

hood and religion shape and define this female 

character, whose psychological evolution is chart-

ed in the inner monologue included by Miró: “I’ve 

always been searching for something without 

knowing what, something that screams in my 

heart. [...] Child after child, walk after walk, some 

trip to the city, [...] all of it absurd. Until the cir-

cle of a dead and empty life is closed.” Like Ma-

sha, Zazu refuses to accept her fate as dictated by 

a patriarchal society in which women are viewed 

as commodities to be exchanged between men. 

Marcos, a wandering foreigner, represents free-

dom for her, the possibility of escaping her village. 

Seeing him as a means of empowerment, she be-

gins a romantic relationship with him. However, 

Miró’s adaptation breaks with the concept of “ro-

mantic love”, as Zazu is transformed into a scepti-

cal, solitary, gloomy and pessimistic woman who 

conceives of love as a kind of poison. Her charac-

ter thus follows a line of depictions of women in 

other works by Miró who stumble and fall when 

confronted with events that plunge them into 

pain and sorrow (Siles, 2006). In short, the female 

characters in both Los enemigos and Pequeño te-

atro are engaged in an internal struggle in patri-

archal contexts that oppress them and drive them 

to loneliness and failure.

Molina, on the other hand, constructs char-

acters who gradually break out of the ultracon-

servative constraints still ingrained in rural Spain 

when the country’s democratic transition began. 

While its urban centres were being modernised, 

the villages of Spain remained trapped in a bleak 

reality defined by the patriarchal legacy of the re-

gime. In Aire frío, Molina focuses on Luz Marina, 

a strong, hardworking woman who fights to sup-

port her family financially but is disparaged as a 

“spinster” by the men in her life. The family pres-

sure makes her cynical about marriage, although 

in the end it becomes her means of escape from 

the family yoke that has held her down. Single by 

her own choosing, Luz Marina learns that mar-

riage is really just “the same collar on a different 
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dog, because the collar is still the same and squeez-

es tighter than ever […]. I’ve got married, but I still 

live in the same hovel, I still sew and I still see the 

same misery.” In this context, as a character who 

must ultimately assume responsibility for both 

her parents and her husband, Luz Marina reveals 

the psychological impact on women of the “ethics 

of care” (Gilligan, 1985) and the guilt they suffer 

if they fail to live up to it. Molina presents a cri-

tique of the duties imposed on women by societal 

pressure and depicts their daily lives through do-

mestic chores, while leisure and enjoyment are 

restricted to the radio serials that Luz Marina lis-

tens to on her own. 

In El camino, Molina focuses much of the ac-

tion on the women portrayed rather than on 

the actual protagonist of the story, Daniel. Once 

again, the figure of the “spinster” is present, this 

time in the form of the Guindilla sisters, two mid-

dle-aged women who run a small grocery shop 

in the village. The older sister, Lola, is a protector 

of Christian morality who spends her nights en-

suring that the young people of the village do not 

commit any sins by limiting their recreational ac-

tivities almost exclusively to religious ones. Mean-

while, the younger sister, Irene, suffering the con-

sequences of being abandoned by her beloved, is 

doomed to dress in mourning attire for the rest 

of her life as a symbol of her disgrace. These and 

other female characters form a tableau of rural 

post-war Spanish women condemned to bitter 

lives with marriage and motherhood as their ul-

timate purpose. Molina’s intention is not only to 

offer an open critique of Francoism, the institu-

tion of the family and the basic pillars of Catholic 

morality as forces determining women’s fates, but 

also to present women metaphorically as a unified 

and uniform collective. All action involving wom-

en takes place inside homes and churches, further 

reducing the size of the private sphere to which 

they are confined. The scene of Germán’s funeral 

is particularly revealing, as all the participants in 

the funeral procession are men except for a young 

girl named Uca-Uca, a character symbolising hope 

among the new generations who would be grow-

ing up in a democratic country. Other characters 

given a place by Molina in the story include Jose-

fa, who commits suicide when the man she loves 

marries another, throwing herself naked into the 

river and thus exposing her normally concealed 

body in an act of feminist liberation. The brief 

frontal shot of her body is remarkable given the 

political and social context of the production and 

the fact that it was broadcast during what is now 

classified as prime time on La 1.

5. CONCLUSIONS 

From their beginnings working on television dra-

mas to their final feature films and series, Pilar 

Miró and Josefina Molina developed themes that 

resonated with audiences, dealing with politics, 

youth, generational conflict and the emancipa-

tion of women, all of which were essential piec-

es in the construction of a democratic culture. In 

this context, a unifying theme that can be iden-

tified running throughout the work of these two 

creators is the feminist perspective or the re-

jection of an androcentric vision. However, the 

format of each program significantly influenced 

the treatment of these themes, and their reflec-

tions on gender-related issues varied depending 

on whether the production was the adaptation of 

a pre-existing literary text, as was the case with 

much of their work.

It has been argued here that both creators en-

gage with a set of concerns linked to the living 

conditions of women, and particularly to the as-

sertion of equal rights and the role of women in 

history. From a gender perspective, their fictional 

productions are characterised by their condem-

nation of sexism in Spanish society and by the 

complex and rich representations of female char-

acters they offered. Nevertheless, it is worth ask-

ing whether the choice of these productions was 

based on personal preference or whether they 
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were simply assigned these projects because they 

were women. Indeed, many of these titles were 

imposed by network executives who assumed 

that women possessed a greater “sensitivity” or 

affinity for themes considered feminine. Howev-

er, even when these titles were assigned by RTVE 

management, the approach taken by the creators 

granted them a degree of artistic freedom. 

In the works analysed here, the female char-

acters do not occupy secondary roles, nor do they 

submit to family or spousal constraints; instead, 

they pursue their dreams and explore their own 

life projects. They embrace ambitions and desires 

in opposition to social conventions, in line with 

Kaplan’s (1998) suggestion that feminist filmmak-

ers seek to deconstruct classical texts and explore 

women’s narratives. The four fiction productions 

examined above all present strong female charac-

ters with clearly defined goals who do not shrink 

away from adversity and who seek empowerment, 

whether by attempting to escape a monotonous 

provincial existence, like Zazu in Pequeño teatro, 

or by becoming essential supports to those around 

them, as Luz Marina does in Aire frío. Molina her-

self affirms that she has always sought to portray 

women from a socially committed perspective: “in 

my films, series and plays there is always a female 

character who fights against oppression. I have 

waged my own battle and highlighted characters 

who defend their freedom” (Castañeda Ceballos, 

1998: 45). From this perspective, Molina’s Aire frío 

takes the view of a woman who yearns for inde-

pendence, who confronts her parents and broth-

ers while supporting her family economically 

through her work as a seamstress and teacher. 

Both creators deconstruct the traditional, pas-

sive image of female characters by seeking new 

ways to define their identities. This is significant 

given that motherhood, which is typically a cen-

tral narrative of conventional femininity, is sub-

verted in several of their dramas. In none of these 

titles is motherhood presented as a goal or a life 

project for the female protagonists. In fact, it is 

not even mentioned, as the protagonists prioritise 

other aspects of life, based on the need these cen-

tral figures have to escape a patriarchal system and 

an oppressive environment dominated by male 

characters. The works of Miró and Molina during 

the Spanish transition to democracy thus not only 

offered audiences a cultural imaginary aligned 

with the pedagogical objective of television at the 

time, but also created a corpus of productions that 

reflect clearly female themes and concerns. The 

notable consistency observed across their stories 

may be attributed to the need for women to re-

define and re-signify themselves as subjects with-

in a new social framework. Although they were 

produced and broadcast in a wide range of pro-

grams with substantial differences in terms of the 

network, production context, and time slot, the 

motifs and imagery of these dramas and series 

exhibit a remarkable cohesion despite individual 

differences between the two creators, due to the 

fact that both Molina and Miró belonged to the 

same generation. �

NOTES

1 	 Molina was the first woman to receive a degree in di-

rection from Spain’s official film school (Escuela Ofi-

cial Cinematografía) in 1969, while Miró completed 

her studies in screenwriting in 1968. This marked the 

institutionalisation of film studies, giving women ac-

cess to creative positions in the Spanish film and tele-

vision sector.

2 	 TVE began regular broadcasting in Spain in 1956, in 

a climate marked by the Franco regime’s efforts to 

modernise and open up the nation. In this context, 

ALL FOUR PRODUCTIONS PRESENT 
STRONG FEMALE CHARACTERS WITH 
CLEARLY DEFINED GOALS WHO DO NOT 
SHRINK AWAY FROM ADVERSITY AND 
WHO SEEK EMPOWERMENT
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the objective of the Spanish public broadcaster was 

to “offer citizens a new and fully developed model of 

integration and sociability” (Ibáñez, 2001: 67).

3 	 Rafael Ansón served as General Director of the Span-

ish national radio and television broadcaster, RTVE 

(Radiodifusión y Televisión Española), from July 1976 

to November 1977 and is regarded as the driving force 

behind the cultural transformation and modernisa-

tion of the broadcaster’s television division (TVE).

4 	 See Magaldi Fernández (2023) on biopics about key 

figures in the Spanish transition to democracy.

5 	 According to Verdugo Martí (2010), the First Wom-

en’s Liberation Conferences, held in Madrid in De-

cember 1975 and in Barcelona in 1976, marked the 

rise of the feminist movement in Spain and became a 

forum for open debate on the issue of discrimination.

6 	 Like other graduates of Spain’s official film school, 

both directors had opportunities to direct thanks to 

these drama programs, which had become “veritable 

laboratories of innovation” (Palacio, 2001: 131).

7 	 TVE’s second channel (La 2), whose broadcasting cov-

erage was limited to Spain’s urban centres, had a more 

experimental nature and a strong cultural compo-

nent, whereas the programming on TVE’s first chan-

nel, which was broadcast nationwide, “fully adhered 

to the conventions of mass culture, entertainment 

and the public sphere” (Palacio, 2012: 9).
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NEW PROTAGONISTS FOR NEW TIMES: THE 
TELEVISIÓN DRAMAS OF JOSEFINA MOLINA 
AND PILAR MIRÓ FEATURED ON NOVELA 
DURING THE SPANISH TRANSITION TO 
DEMOCRACY

Abstract
This article examines the television adaptations directed and/or 

written by the Spanish creators Pilar Miró and Josefina Molina dur-

ing the period from 1974 to 1981 for the program Novela (TVE: 1962-

1979). The four productions discusses—Miró’s Los enemigos (1974) 

and Pequeño teatro (1977); and Molina’s Aire frío (1974) and El cami-

no (1978)—have been largely forgotten despite their historiographi-

cal value. In view of their significant influence on audiences of the 

period, this study proposes a reflection on the discourses and rep-

resentations of gender presented in these fictional narratives. From 

a gender perspective, television during Spain’s transition to democ-

racy played a crucial role in the promotion of new social realities by 

exploring, questioning and challenging the new roles being adopted 

by women at the time. The analysis of these dramas can shed light 

on the feminist discourses articulated by the creators, which may be 

viewed as a reflection of the political and social transformations tak-

ing place during the democratic transition (such as the improvement 

of the status of women in the Spanish political and social context) 

with the aim of fulfilling TVE’s pedagogical mission to promote the 

country’s new democratic values. 
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Television studies; Spanish Television; Spanish Transition; Femi-

nism; Television fiction; Pilar Miró; Josefina Molina.

Authors
Natalia Martínez Pérez holds a PhD in Media Research from Univer-

sidad Carlos III de Madrid. She is a lecturer in the Department of His-

tory, Geography and Communication at Universidad de Burgos and 

a member of the research groups “Television-Cinema: Memory, Rep-

resentation and Industry” (TECMERIN) and “Society and Conflict: 

Cultural Studies of Violence” (SYCON). Her lines of research focus 

mainly on the relationship between feminist studies and television 

studies. She is the author of several articles published in academic 

journals such as Retos and Visual Review. Contact: nmperez@ubu.es

NUEVAS PROTAGONISTAS PARA NUEVOS 
TIEMPOS: LOS DRAMÁTICOS DE JOSEFINA 
MOLINA Y PILAR MIRÓ EN NOVELA DURANTE 
LA TRANSICIÓN ESPAÑOLA

Resumen
Este artículo examina las adaptaciones televisivas dirigidas y/o escri-

tas por las creadoras españolas Pilar Miró y Josefina Molina duran-

te el período comprendido entre 1974 y 1981 a través del programa 

contenedor Novela (TVE: 1962-1979), cuatro obras que, en algunos 

casos, supone un material olvidado pese a su valiosa contribución 

historiográfica: Los enemigos (1974) y Pequeño teatro (1977) de Miró; 

y Aire frío (1974) y El camino (1978) de Molina. Debido a la notable 

influencia que tuvieron en la audiencia de dicho período, se propone 

una reflexión en torno a los discursos y las representaciones de géne-

ro presentadas en estas ficciones. Desde una perspectiva de género, 

la televisión de la Transición desempeñó un papel crucial al tratar de 

promover nuevas realidades sociales que exploraban, cuestionaban y 

desafiaban los nuevos roles adoptados por las mujeres de la época. El 

análisis de los dramáticos permite reflexionar sobre los discursos ar-

ticulados en términos feministas por las creadoras, considerándolos 

un reflejo de las transformaciones políticas y sociales que tuvieron 

lugar durante la Transición española, como la mejora de la situación 

de las mujeres en el contexto político-social, con el fin de promover 

los nuevos valores democráticos desde el papel pedagógico que des-

empeñaba Televisión Española. 
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