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Abstract

	This study explores the implications ofme- diavisibilityintheevolutionofpublicopin- ion about trans people in the Spanish con- text. We focus on the socio-cultural impact of the TV series ‘Veneno’ (2020, Atresme- dia) in relation to the breaking down ofthe spiral of silence (Noelle-Neumann, 1993)on trans issues. Based on Esteban Muñoz’s (2020) theoretical approach to queer tem- poralities, we conducted a ‘close reading’ analysis (Brummett 2018) of the diachronic narrative ofthe television series. Through a linear observation of the past, present and future of media representation and its rela- tionshipwiththereal-lifesituationoftrans

	 

	
people, an evolution is detected from ostracism and fetishization in the past, to a future shift towards greater normalization and livable life forms. But the results also reveal a spi- ral ofmeanings that interconnect with different temporalities and contexts, reflecting the non-linearnatureofqueertemporalities.Additionally,thepaperdiscusseshowthisseries, duetoitsmediaimpact,hascontributedtosocio-politicalpublicdebateontheneedtoad- dresstherightsoftranspeopleinmodern-daySpanishsociety.Finally,itsimpactnotonly relies on improving trans visibility by portraying trans narratives, but we also discuss how the series is playing an important role in queering the media industry itself, ensuring trans people to work both in front and behind the cameras.
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		Introduction:Veneno’shistorical-temporalcontextualiza-



	tionandculturalimpact

	 

	TheVeneno(2020) TV series is a biopic based on the life and memories ofCristina Ortiz, alsoknownas‘LaVeneno’,whobecamefamousonthehighlysuccessfullate-night show‘Esta noche cruzamos el Mississippi’ on Spanish TV in the 1990s, which part ofsociety viewed as sensationalist due to its tendentious subject matter and choice ofextravagant charac-ters (López-Talavera, 2016). Cristina’s appearances made her one of the first trans people to feature prominently on a successful daily television show, and she helped introduce to publicdebatetherealitiesofthetranscommunityofthattime,suchassocial rejection and prostitution.

	 

	Valeria Vegas, a trans journalist who followed La Veneno’s television career, decided to tell herstoryinabookbasedonCristina’snarratedmemoirsunderthetitle‘¡Digo!Niputanisanta.LasmemoriasdeLaVeneno’(Vegas,2016).Itwasthenadaptedintoaminiseries directed and written by Javier Ambrossi and Javier Calvo, two of the leading Spanish producers of audiovisual content that caters for the LGBTI+ collective (Smith, 2018).

	 

	The series has been recognized for its quality and cultural relevance in international awards,such as the GLAAD Media Awards and the MIPCOM Diversity TV Excellence Awards. Italsoachievedhighaudienceratings,becomingthemostwatchedserieson the VOD platform Atresplayer Premium (Jiménez, 2020), thus bringing to the center of social dis-cussion such issues as the need for a law to protect the rights oftrans people. Indeed, the vicepresidentofSpainatthattime,PabloIglesias,spokepositivelyabout theseriesandrecommendeditonhissocialnetworks,whilepromisingalawtofoster the rights ofthe trans community.

	 

	Venenowasalsoaninternationalsuccess.Itreachedsuchdiverseaudiencesasthe United States and Latin America via the international platform HBO Max, where it also generated major media impact and repercussion, including the publication ofarticles on the subject in leading newspapers like Time (Haynes, 2020). Undoubtedly, numerous distribution plat-forms have been criticized for their aggressively expansionist content, which have in many cases had deleterious effects on local content. However, in the caseofVeneno, there has been a play between local and global, benefiting the series and a character not known outsi-de Spanish borders. Despite this, few studies on the representation and media repercussion of the series have appeared in the scientific literature (Sánchez-Soriano, 2021), so the implications ofVenenoas a cultural product are still an unexplored area ofstudy.

	 

	

		Theoreticalframework



	 

	
	2.1. Thecisnormativesystemasaspiralofsilence



	 

	The cisnormative system stigmatizes and marginalizes the transgender people, making theminvisibleandnotviewingthemasavalidreality.Cisnormativityisahegemonicsocial, cultural,andideologicalsystembasedontheexpectationthatallpeoplearecisgender,that is,theirgenderidentitycoincideswiththesexassignedtothematbirth(Baueretal.,2009). This notion includes the tacit assumption that being cisgender is the only normal, natural, and desirable way to exist. The notion of ‘cisnormativity’ can be used to decipher the systemic nature oftransgender invisibility and marginalization (Bauer et al., 2009), which promotes the sociocultural erasure oftrans and non-binary experiences.

	 

	In this regard, the theory of the spiral of silence (Noelle-Neumann, 1993) serves to hi- ghlightthewayinwhichtranspeoplehavetraditionallysufferedfrombeingignoredbythe media and society as a whole. Noelle-Neumann reflects precisely on how behaviors and opinions that are contrary to the hegemonic social discourses are made invisible and mar- ginalized. She explains how the climate ofopinion depends on who is speaking and whois silent, and how that which is not narrated does not exist. The predominant discourses about what is acceptable and what is not are transferred to public opinion through the di- fferentmechanismsofsocialization,wherethemedia,whichareconsideredthenewpublic sphere, have a fundamental role to play (Garnham, 2004).

	 

	For this reason, Fejes and Petrich (1993) considered that one ofthe fundamental goals of theLGBTI+movementshouldbetoachievevisibilityinthemedia,underthepremisethat thiswouldleadtochangesinsocialattitudestowardsLGBTI+people.Themedia’spoten- tial to influence the general audience’s opinion on issues that they only encounter in the media and not in their daily lives is especially highlighted (McCombs and Reynolds 2009), since “due to the lack ofdirect experience, individuals must rely on the media for infor- mationandinterpretationoftheseissues”(HesterandGibson,2007,p.301).Thepositive effect offictional products on the construction ofLGBTI+ identities, by providing such people with role models that serve as sources ofpride, inspiration, and comfort, has also been widely discussed (Gomillion and Giuliano, 2011; Villegas Simón, 2023).

	 

	Despite this, the results of the annual report of the ODA (Observatory of Diversity in AudiovisualMedia)revealthatonly13of1.722analyzedcharactersthatappearinSpanish television series are trans (Cebrián Salé, et al., 2023), which shows such people are still ina stage ofrelative invisibility in Spanish fiction (Ventura, 2019). However, the ODA also mentioned that the trans community was more represented due to the appearance ofthe Atresmedia seriesVeneno. Indeed, given that numerous authors maintain that the spiral of silence can be broken by the same institutions that maintain it, that is, by the media (Mc- Curdy, 2010), it seems appropriate to discuss the role ofthis series in such a regard.

	 

	
The spiral ofsilence is based on four assumptions defined by Dittus (2005): a) fear of isolation; b) the threat posed by breaking hegemonic social norms; c) attempts to find out about those hegemonic norms so as not to be isolated; and, finally, d) the invisibility of opinions, values or realities that contradict the dominant discourses. Hence, the media act as a maintenance mechanism for a specific social, cultural and ideological system, in this case a cisnormative one.

	 

	However, against this cisnormative system and the spiral of silence that perpetuates it, Noelle-Neumann (2010) also highlights the existence ofa “hardcore” group, that is, the minorityofpeoplewhoseopinionsareunaffectedbythoseofothers.Thus,theydefythe threat ofisolation and continue trying to break the spiral ofsilence imposed by the hege- monicsystem.Astheauthorexplains,the“hardcore”introducesvaluesofthefuture,but inacertainsenseitalsoretainsthevaluesofthepast,whichmakesitsufferfromisolation inthepresent.Infact,thiscomplexmixofpast,present,andfuturehasalsobeenthesub- ject ofnumerous debates around time from a queer perspective.

	 

	
	2.2. Conceptionsoftime:QueerTime,utopianfuturityand non-linear discourses



	 

	Queer theories have frequently addressed the issue oftime (Dinshaw et al., 2007) from variousperspectives,includingthepossibilityofa‘queertime,’LGBTIQ+historiography, or the potential for queer futures. Firstly, there exists a hegemonic conception of time, whichFreemandescribesas‘chrononormativity’(2010),withrepercussionsonnon-cis-he- teronormative(Halberstam2005),racialized(Keeling,2019;Phillips,2015)bodies,among others. LGBTQ+ individuals experience ‘anachronisms’ (Dinshaw, 2007) within this nor- mative flow oftime, such as experiences like ‘it’s just a phase,’ ‘second adolescence,’ or ‘transition.’Contrarytomorepessimisticreadingsofthisanalysis,Halberstam(2005)pro- poses the possibility ofan agent and transformative ‘queer time’ against social structures. Secondly,queerhistoriographyisafruitfulfieldofresearch.Beyonditsabilityto‘discover’ queerindividualsorculturesinthepast(sic.),queerhistorystandsoutforcreatingalterna- tive historiographical epistemologies, such as the revaluation ofsubjectivity and emotions (Cvetkovich,2018),aswellasthecorporeal(Dinshaw,2007),andeventheerotic(Freeman, 2010). Nevertheless, and thirdly, within the framework ofthis research, we will focus on debates surrounding queer futures, aiming to a more precisely frame ofour analysis ofVeneno.

	 

	ForEdelman(2004),thefutureisheteronormativelyframedsinceitisalwayssemantically and psychologically determined by cis-heterosexual reproduction. There is no future for queer people and their non-reproductive sexual practices, but a continuous present that, furthermore, rejects a conception oftime as a linear path.

	 

	Onthecontrary,JoséEstebanMuñoz(2020)urgestorecuperatethepoliticalidealismofa betterfuture,since“queernessisprimarilyaboutfuturityandhope”(p.11).Thefuturethat

	 

	
EstebanMuñozurgesustobuildisnotbasedonthenormativeideathattimeislinearand progressive.Heassociatesthislinearitywithcapitalism,heteronormativity,gaypragmatism, and white reproductive futurity. For him, it is precisely this “hetero-linear time” that causes queerpeopletofeel“thatboththepastandthefuturedonotbelongtothem”and that “all we are allowed to imagine is barely surviving in the present” (p. 112).

	 

	 

	Instead, he proposes the recovery of utopian idealism. Thus, with hope as a political tool, EstebanMuñozdefines queerness as belonging tothe future, as something that we are not yet, that has yet to come, and that determines our political horizon. This horizon is not situatedinaconservativeideaofprogress,orinapast-present-futureheterolinearity,butin a queer time that, according to Esteban Muñoz, condenses the past, present, and future in what he calls “ecstatic” time:

	 

	Knowingecstasyishavingasenseoftimeliness’smotion,comprehendingatemporal unity,whichincludesthepast(having-been),thefuture(thenot-yet),andthepresent (the making-present). This temporally calibrated idea of ecstasy contains the poten- tial to help us encounter a queer temporality (Esteban Muñoz, 2020, p. 186).

	 

	Esteban Muñoz’s utopian futurity is thus more than just thinking about the future. It also includesreturningtoapastmemorytoenablecriticalanalysisofourpresent,aswellasan imagining ofour future; in the vein ofqueer approaches to archiving LGBTIQ+ history.

	 

	Moreover, Muñóz’s utopian frame has been widely used in cultural studies, including the analysis ofqueer audiovisual products, as proven by previous literature (Johnston, 2020; Ryberg,Kyrölä,&Koivunen,2021).Inourcasestudy,hisideaofutopianfuturityisreflec- ted in the relationship between ‘La Veneno’ (as a person) andVeneno(as a series). In fact, itistheseriesitselfthatdemonstrateshowLa Veneno’stelevisionappearances in the90’s servedasinspirationforayoungValeria,whofeltsomehowattractedtoandidentifiedwith that trans revelation. Valeria then wrote La Veneno’s biography, on which this television seriesisbased,perhapsinspiringfurtheryoungandtransviewers.Thisrevelation,interpre- ted as discovery ofthe unknown or making the hidden visible plays a fundamental role in breaking the spiral ofsilence.

	 

	
		Methodology



	 

	The aim ofthis study is to analyze the evolution oftrans visibility in Spain in the context ofthe diachronic narrative proposed by the television seriesVeneno(2020), as well as the roleofthemediainrelationtobreakingthespiralofsilence(Noelle-Neumann,1993),and its interactions with the sociocultural context (Rocha, 2011).

	 

	
Audiovisualproductsarecomplexculturaltextsthatfunctiononabroaderdiscursivele-vel than mere textual interpretation. For this reason, we perform an analysis based on a ‘close reading’,atechniquethatarosefromLiteraryStudiesandhasbeenadaptedtoothermedia forms (Bizzocchi & Tanenbaum, 2011). It is receiving increasing attention as a tool for analyzingaudiovisualtexts,suchasseriesandmovies,withinthecontextofCulturalStudies (Calderón-Sandoval & Sánchez-Espinosa, 2021; Fedele & Masanet, 2021;Masanetetal.,2022).

	 

	Thepurposeofthistechniqueistomakeacriticalreading,adetailedexamination,apro-cessofdeconstructionandanin-depthanalysisofatext,inordertorevealhowalltheelementsthatintervene in its configuration (from production and content, to context and reception) cometogethertocreateaunified experience. Hence, close reading is a way torevealthemanywaysinwhichatextcancreatesociallysharedmeanings(Brummett,2018).

	 

	One of the approaches used in this technique is based on Aarseth’s (1994) proposals withregard to non-linear texts, which seek to look beyond traditional linear temporality and in-vokeothermeanings.Weusethisapproachinouranalysis,sinceitfitswiththetheoreticalproposalon queer temporalities and “ecstatic” time (Esteban Muñoz, 2020) on whichthisstudyisbased,andwhichpreciselysuggeststheneedtofindalternativesto“hetero-linear”time.Thisallows us to reveal the underlying, non-linear queer discourses thatintertwineinaspiral ofinterconnectedmeaningswithdifferenttemporalitiesandcontexts.

	 

	Our analysis is organized into four dimensions, following previous studies by Fedeleand Masanet(2021):a)Context:historical,social,politicalandculturalenvironment;b)Aesthe- tics:typicalaestheticresourcesand technicalcodesofaudiovisuallanguage;c)Storytelling: plots, characters, actions and temporal structure developed within the narrative; and d) Content and meaning: themes, problems, subjects and institutions, inrelation to the ideo- logicalcodethatmakesthetextcoherentandplacesitinacertaindiscourse. Thecloserea- dinganalysiswasperformedaccordingtoamixedmethodofinduction/deduction,guided solelybythetheoreticalnotionofqueertemporalities(EstebanMuñoz,2020).

	 

	Theauthorsshouldalsomentionthepositionfromwhichtheyundertookthis analysis, which should help readers to appreciate the “place” that we are “speaking” from (Haraway, 1988). The three authors concur in their dissent regarding the cisheteronormative model. Even so, it should be noted that, as analysts, our individualconditionsdonotcoincidewiththoseofthesubjectsthataretheobjectofstudy,thatis,transwomen.Thisentailsaseriesofimplicitlimitationsontheformulationofourdiscourse, towhichisaddedaprivilegedsituationwithintheschemeofintersectionalpowerrelations: white,Eurocentric,upper-mi-ddleclasspeoplewithahighlevelofeducation. In sum, we discuss the trans question from an intersectional, feminist and trans and, therefore, transfeministapproach. Finally, as in previous research such asTortajadaet al.(2021) and Masanetetal. (2022), our study intends to be useful forimprovingtheconditionsoftranspeople.

	 

	

		ResultsandDiscussion



	
	4.1. LaVeneno



	 

	Cristina Ortiz’s character, also known as ‘La Veneno’, is presented through five stages of hervitaldevelopment:1)childhoodinherhometown,2)adolescenceanddeparture from the town, 3) youth, moving to Madrid and gender transition, 4) adulthood and television success, and 5) old age, decay ofthe character, and new awakening.

	 

	The past category corresponds to the first four stages, that is, from her birth to her triumph on television during the 1990s. The representation ofthis past in the series is a demons-trationofqueer time. It is La Veneno herselfwho tells Valeria, the co-star ofthe series, about her earlier years. In this regard, past and present are combined in an intermediate place, suggested by the construction ofthe audiovisual narrative: audios from the present are superimposed over a visual representation ofLa Veneno and Valeria’s respective child-hoods, which are compared despite belonging to very different chronologies.Wehighlightthreeaspectsofthisstage,beginningwiththe “documentary” one. The series accurately narrates the difficulty of being born and growing up as a trans woman in rural Spain in thesixties and seventies, including the lack ofparentallove,harassmentbythelocalcommu-nity, the need to escape, and the delay in discovering the first trans references, whereby it serves as a necessary archive ofqueer memory that helps to remind us of the pain. There is,therefore,inVeneno, an undoubted conversation between fiction and the use of historical archival material.

	 

	Secondly, it is important to underline how this “documentary” past is, actually, a story mediatedbyvariouscreators,suchasLaVenenonarratingherpast,Valeriare- listening to her recordings and putting them on paper, and the producers of the series translating thewrittenbiographyintoaudiovisuallanguage.Consequently,itisalsofull ofartificialmediation,althoughthisdoesnotimplyalackofrigororobjectivity. Rather,itseekstodefine how queer memory is built on a catalog of individual and micro-collective feelings and experiences, which illustrate Donna Haraway’s situated knowledges and her feminist politics ofthe situation.

	 

	Thirdly, and lastly, we describe a particular scene in which queer and trans-temporal me- diationstakecenterstage.ItshowsCristina’scatholiccommunioninAdra,herhometown. Narrated by La Veneno herself from the present, it shows her young self entering the church wearing a suit that she herselfcut into a skirt. Cristina walks to the altar as ifon a catwalk, parading before the astonished gazes ofthe congregation. When she reaches the altar,sheunfurlsahugewhitepeacocktail.Thissceneshowsushowimaginingthepastis alsoanexerciseofqueerpolitics.Ittwiststheso-calledhistoricalobjectivitytobuildLGB- TI+ icons that mobilize emotions and strengths. Although we know perfectly well thatLa Venenodidnothaveapeacock’stail,theimagesticksinourmemoryassomethingwe wish had happened, continues to happen, or will happen in the future.

	 

	
Movingforwardtothepresent,ouranalysisfocusesonthefinalstageof LaVeneno’slife, leading up to her death. This is when she narrates her past to Valeria, and with thewriter’s help she feels revived and tries to recover everything time has taken away from her. It is in thispresentwhenhermemoirsarefinallypublished,whenthespiralofsilence is broken onceagain.Itisnotonlytranssilence(thatis,invisibility)thatisbroken here,butwe also witness a change in the media framework that defined La Veneno as a public figure. She is no longer portrayed in the stereotypical manner as a person of spectacle, ridicule and fetishism, and is instead presented as a complex character, awoman suffering in the face of many difficulties, and whose mere televised existence markedachangeinthe future of Spanish trans rights.

	 

	Duringthispresentstage,weareshownthepresentationofLaVeneno’sbiography, ascene in which we witness a concert of ecstatic and queer times that perfectly exemplifies thethesescollectedinthisarticle.LaVenenodancestoAlwaysonMy Mind, by the Pet Shop Boys. The camera begins to pan around her. Eventually, she changes. She is the same La Veneno, but at a different moment ofher life. All the La(s) Veneno(s) portrayed by the series, from the youngest to the oldest, appear together dancing. At that specific moment in the present, all of La Veneno’s times converge in a single, ecstatic place, the dance floor, which Esteban Muñoz defines as a paradigmatic space of the queer imagination. And the camera does not just rotate. It also spirals, thus reflecting the spiral of silence that each La Veneno broke, in one way or another.

	 

	Finally, La Veneno’s future is written in the realm of the imaginary. In one of the final scenes ofthe series, after her death, she (as a ghost) and Valeria meet again. La Veneno, her ability to invent and spectacularize her life still intact, asks Valeria to narrate her funeral.Valeria decides to create an imaginary burial that never happened. It takes place on a sunny day in the Parque del Oeste (Madrid), and everyone who appeared in theseries is in atten-dance: family, friends, television colleagues... The series then cutsabruptly to what actually happened. How her ashes were scattered and only a few ofher nearest and dearest ended up in the park, on a gray and rainy day, with hardly anyonethere to say goodbye. However, intheimaginationadifferentfutureiswritten,onethatis much more interesting politically. A utopia that encourages mobilization, and that today, in our present, does regularly bring together LGBTI+ people who come to pay tribute to her at the plaque in Parque del Oeste that commemorates her figure.

	 

	

	4.2. Valeria



	 

	ThefirsttimewemeetValeriaisduringthe90s,whereLaVenenoappearedononeofthe late-night television programs that turned her into a nationwide celebrity. Valeria was stilla little girl at the time, and had to go to bed before her parents, who sit up on the couch watching the TV show. When Cristina Ortiz comes onto the set, they laugh at her jokes and comments, without noticing that behind her, Valeria has sneaked out ofbed and is secretly watching La Veneno as well. Here, the spiral of silence is also broken on two differentle-vels.Ontheonehand,thesilenceofValeria’sparents:two (apparently)cisand heterosexual people whose contact with La Veneno through televisionis probably the only way they willencounter a trans person. On the other hand, the rupture of a specific queer silence. When Valeria, as a child, sees La Veneno on television, an identity, a body and an experiencelikeCristina’sbecomespossiblefor her.Shebroadensherhorizonofpossibilities,hercatalogofreferents.She facilitates, albeit partially, her future as a trans woman.

	 

	During Valeria’s young adult years, the spiral ofsilence is explicitly mentioned when sheis studying journalism at college and a lecturer is teaching Noelle-Neumann’s theory. Valeria, who has just met La Veneno for the first time, decides to explain the impact she had on trans visibility. This university project is the first stage of La Veneno’s biography, as well as the relationship between Cristina and Valeria, and all the experiences they willgo through together later. The series, from then on, constructs a narrative thattemporarily connects Valeria’s present and La Veneno’s past. Cristina tells her story. Valeria listens to it and writes it down. And they both compare their lives. While La Veneno suffered the abuse ofher family and local community and was forced to run away, Valeria was able to enter higher education, go through her transition at university and experience the love and affection of her mother and friends. She also finds a stable partner and a qualified job as a journalist, and she was never in the precarious position of sex work being her only possibility ofgaining an income.

	 

	Buttherearealsocertainsimilaritiesintheirstories:sexualfetishimsofthetransbody,se- crecy and being in the closet (Valeria hides her trans identity from her mother for awhile), lack of acceptance (Valeria’s boyfriend’s family are subtly reluctant and some of their “soft” comments are deeply hurtful to her), and the continuing existence of professionaldiscreditofher and her trans stories (her biography ofLa Veneno had to be self-published after an innumerable series ofrejections by all publishing houses).

	 

	Valeria’sfutureissuggestedbyasmall,almostimperceptibledetailintheseries.Ina con-versation she has with La Veneno in her apartment in Madrid, Cristina gives her a VHStapeofthefilm‘VestidadeAzul’(AntonioGiménez-Rico,Spain,1983),oneof the first Spanish documentaries to portray the reality of trans women. Later, the documentarywillbethestartingpointforValeria’sfollow-upbook(Vegas,2019). This introduces a new, ecs-tatic time oftrans political potential to the series. Through a simple gesture in the present            

	 

	
(passing a videotape from one hand to another) the screenwriters demonstrate how trans solidarity and visibility can build a future in which a new spiral ofsilence (the reality of Spanishtranswomenduringtheeraofthetransitiontowardsdemocracy)willbebrokenin the future by another cultural product. Beyond Cristina’s death, beyond the time-frame of Valeria’s life reflected in the series; there is a place that has utopian potential, a time when thetranswomenportrayedintheserieswillfinallygetjustice.Furthermore,ithasrecently beenannouncedthat‘Vestidasdeazul’willbethecorereferencematerialforthescreenplay ofVeneno’s second season (Taibo, 2021).

	 

	
	4.3. Audienceandsociety



	 

	Ourfinalunitofanalysisisourselves:theaudience,throughthesupra-categoryoftheso- cietyinwhichthisculturalproductisinserted.Althoughtheseriestraveledfurther,herewe refer exclusively to Spanish society.

	 

	Whenreflectingonourpastasasociety,wecannotavoidtalkingabouttheirstigmatization and repression. But also about their resistance and survival. We highlight their invisibility in the field of audiovisual representation and discourse. In the few cases in which transwomenwererepresentedaudio-visually, this was throughhyper-visibility, ostracism, ridicule,spectacularizationandfetishism.However,thereisalsoapositiveside,anditisonethatthe seriesconsidersespecially,namelythatthespectacularizedhyper-visibilityoftranswomen wasalsoatoolforbreakingthesilenceandtakingsomeofthefirststepstowardspro-rights policies for trans people.

	 

	Weviewourpresent,phenomenologically,asthemomentwhenwewereabletoseeVene-nofor the first time. Here,Veneno’spresence in the modern-day media and entertainment ecosystem encourages us to rethink the narratives on which we construct the story ofour common past: ourshared idea of La Veneno, of trans women, of the Spanish Transition, etc. At the same time, it also encourages us to imagine and campaign for possible futures that are free from violence.

	 

	Thinkingfurtheraboutourpresentasasociety,weintroducediverseideas.First,weshould pointoutthattheserieswasfilmed,premieredandbroadcastduringthemostdifficultmon- thsoftheCovid-19pandemic.Thepandemichadradicalconsequencesforourperception oftime, as proven by cognitive studies (Makarova, Makarova, & Korovin, 2022) and psy- chologystudies(Holmanetal.2022).Itencouragedustorethinkthemistakesofourpast,it suspendedthepresentinanintermediatemoment,and,inthebestofcases,itrenewedourenergiestothinkaboutabetterfuture.Wecouldperhapsevendefineourpresent-daysocietyas an ecstatic time in itself.

	 

	Secondly,andmorespecifically,oursocialpresentisstronglydeterminedbyacollective

	debatearoundtranspeople’srights.FeminismsandLGBTI+activismcontinuetocampaign

	 

	
forthewell-beingofandadignifiedlifefortranspeople,whileatthesametimefacingthe violentreactionsofthegrowingfar-right,Catholicorganizations,“pro-family”groups,or, inafinaltwist,certainsectorsoftraditionalfeministactivismthatareperverselysuggesting thattheadvancementoftransrightsisathreattotheachievementsthathavealreadybeen attained by cis women. This debate is crystallized in a tense discussion, in the midst of whichtheseriesemergedandconsequentlybecameaninstrumentintheargumentationsof bothsides.Afteritwasbroadcast,LaVenenowasreappraisedasatransicon,andcameto symbolize, despite the temporal distance, pro-trans law positions and the activism against transphobicreactions.Ontheotherhand,shealsobecamethetargetofanti-transrhetoric. Consequently, her memorial plaque in the Parque del Oeste, Madrid is divided between showsofsupport,LGBTI+flagsandcandles,ontheonehand;andtransphobicgraffitiand other forms offascist vandalism, on the other. Even the regional and local governmentsparticipatedinthisdebatebythreateningtoremovetheplaque.LaVeneno’shistoricalobjec-tivityisthusbeingforcedintothebackground,tobereplacedbyare-semantizationofher figure as a trans icon in a present ofhard disputes over the increase in social rights.

	 

	Inaddition,ifthereisanaspectinwhichtheVenenoseriesconnectstothepresentzeitgeistofSpanishsociety,itistherecentlyapproved“TransLaw”.Infact,whenlaunchingthedraftbill on a ‘Trans Law’, the Spanish Ministry ofEquality (during this time), Irene Montero, recommended‘Veneno’onTwittertounderstandthestigmathattranspeoplesuffered(el-Diario.es,2020).Thereby,thepublicdebateontheLGBTILawwasmarkedbythepremiereoftheseries,providingtheaudienceanopportunityfortheunderstandingoftransgender lives.Althoughthefinallyapprovedlawdoesnotmeettheexpectationsofsocialactivism, it still is an unprecedented advance in our democracy, whereby it reduces the medical and psychologicallimitationsonaccesstogenderself-determinationandincorporateshormonal and surgical transition processes in the national health budgets.

	 

	Therefore,wearguethattheserieswasnotaisolatedculturalproduct,andneitherwasitan anecdotalbiopic.Onthecontrary,itexplicitlyconnectedwiththesensitivityofamoment, generating fundamental debate and historic changes to Spanish society, its freedoms and rights,and,aboveall,itsacceptanceorrejectionoftranspeople.Venenoplayedanactivepart inthepublicdebatesandsocialstrugglesthatledtosomeofthemostrecentachievements in LGBTI rights.

	 

	Itishardtosaywhatrolethisseriesmightplayinthatfuture.Thelegalandsocialadvances intransrightscontinuetofacereactionaryandviolentpositions,makingutopiadifficultto imagine. However, and according to Esteban Muñoz, our work must be informed by the idea that better times are coming. We find ourselves in an ecstatic time, when a series has recently premiered that recounts the history ofa national icon who has been re-iconized in the present as a pro-human rights symbol who has driven us towards a future in which transphobicviolencewillindeedbeeradicated.Fromhere,apromisingfuturecanbebuilt byencouragingtheruptureoffurthermultidisciplinaryspiralsofsilence(audiovisual,publi- shing and academic, among others).

	 

	

		Conclusions



	 

	TheVenenoserieshasappearedatahistoricalmomentinSpanishfiction,whentopicshave beenintroducedthathadnotbeendealtwithindepthbefore,suchasthefeministstruggle for equality and attitudes to sexual freedoms (Lacalle & Simelio, 2019). This research has analyzedtheseriesfromthreevertices,separatelyanddissectedbytemporallevels,inorder to better understand the characters ofLa Veneno, Valeria and the audience/society itself. However,itisworthnotingthatqueertemporalitiesareinevitablyinterspersedandareba- sedonthefluidityandpermeabilitybetweentheirdifferentpast,presentandfuturetenses.

	 

	Venenohasstoodoutforitsmajorculturalandmediaimpact,includinganexcellentrecep- tion on an international level, and for receiving numerous awards and widespread critical acclaim. But its most important effect has been in the social sphere, introducing to the socialdebatetheneedforlegalrecognitionthatexplicitlyprotectstranspeople.Hence,the serieshashelpedtobreakthespiralofsilenceinpublicopinionontwolevels:bothwithin the diegetic context ofthe series itself, and also among its viewers.

	 

	However, althoughVenenodepicts the realities ofthe trans community, we also need to reflect on the kind ofaudiences that consume it. Is it watched by a broad, general audien- ce, or perhaps only by a counter-public sphere that is already aware, LGBTI-friendly and ofa more progressive nature? Ifit has such a focalized audience, can we truly claim that this program has helped to break the spiral ofsilence in the public sphere?While the TV program thatgave rise to the phenomenon ofLa Veneno,Esta noche cruzamos el Mississippi, wasshownfree-to-airforageneralaudienceinprimetime,theVenenoseriesisrestrictedto nicheandspecificallypay-per-viewconsumption.Hence,VenenocouldbeclassedasGLO (Gay and Lesbian Oriented) media (Bond, 2015) or, re-defined in our context, LGBTI+ mediathatisdesigned,producedandmarketedspecificallyforanLGBTI+audience.One of the fundamental characteristics of these media products is that LGBTI+ people are portrayedmorefrequentlyandinmorerealisticsituationsthanintraditionalmedia(Bond,2015).

	 

	Nonetheless, the audiovisual contents that audiences choose to watch can be linked tothe socio-political context (Mateos-Pérez & Ochoa, 2016), and fiction with a high media impact such asVenenoare not left out ofsocial forums and generalized visibility. Hence,Venenoischaracterizedasaculturalproduct,aswellasoneofpoliticalactivismthatseeksto transformthesocialstructure.Thisparticularcasehasarisenfromtheproductionlevel,but it stands alongside other similar actions ofpolitical activism conceived from the audience level(Venturaetal.,2019).TheTVseriesnotonlyvindicatestheavant-gardefigureofLa Veneno and her “hard core” role (Nöelle-Neumann, 1993), but has also played its part in breaking the spiral ofsilence from within the media itself.

	 

	Inconclusion,thereisnoquestionthatboththereal-lifeLaVenenoandtheseriesabout

	 

	
herhaveservedtogeneratedebateinsocietyaroundimprovementstothelivingconditions oftranspeople.Therefore,paraphrasing theanalyzedcharactersthemselves,andasame- taphor for a promising future, we could say that “she walked so that all ofus could run”.
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