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Abstract
Arguably the most recognizable figure of Galician manhood on screen today is the aging drug kingpin, as the burgeoning cinematic genre of Galician narco noir exposes global audiences to Galicia’s key role as a gateway for the steady flow of cocaine into Europe. This article engages with current debates in aging, masculinities and disability studies to examine the depiction of the elderly male drug lords in two recent works pertaining to the Galician narco noir genre; Nemo Bandeira, protagonist of the series Vivir sin permiso (2018-2020), based on a short story by Manuel Rivas, and Antonio Padín from the film Quien a hierro mata (2019), a Galician-Spanish co-production directed by Paco Plaza. It is argued that the intersection of aging masculinities with illness and disability in the representation of older drug lords perpetuates but also renegotiates preconceptions about Galician manhood, reflecting broader issues relating to the representation and commodification of gender, age, illness, disability, and power in popular culture. In the context of the stereotypically “masculine” sphere of organised crime, analysis of how the older male demographic is represented in noir brings insight into the construction of Galician identities on screen more generally, signalling to perceptions of the wider societal impact of crime, corruption, and impunity in Galician society.
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“Los tiburones también nos hacemos viejos. Pero seguimos mordiendo.” 
Vivir sin permiso (2018)

As an accessible and widely circulated means of entertainment wielding significant influence in contemporary society, popular culture has an especially potent role in the reinforcement or subversion of problematic ideas relating to gender and aging, “por su permeabilidad a la actualidad, por su capacidad de hibridación e innovación, por su voluntad de interacción con la máxima audiencia posible” (González Fernández and Clúa 13). The focus on social justice and retribution (Harris 115) in the traditionally male-dominated sphere of noir makes it an especially compelling site for the study of aging at its intersection with masculinity. In both its literary and audiovisual forms, the thriller can be considered one of most popular genres in contemporary Iberian cultural production because it evaluates the current sociopolitical moment, often touching on societal issues that are overlooked in other popular genres (Losada Soler and Paszkiewicz 10) whilst exposing anxieties surrounding gender, nation and identity and the wider degeneration of society (Oliver and Trigo 15; Aramburu 3; King 127). The burgeoning cinematic genre of “Galician narco noir”, which I define as thrillers centered on the illegal smuggling of narcotics into or through Galicia, gives audiences a snapshot of the realities in communities where drug trafficking “non é puntual senón estrutural” (Lama López 100), reflecting Galicia’s well-documented role as a gateway for the steady flow of cocaine into Europe (Laroussi 121).[endnoteRef:1] The genre is characterized by its focus on Galicia’s cultural, geographical and sociopolitical specificity and has come to play a critical role in (mis)representing the territory beyond its borders, a process Xosé Pereira Boán terms “narcofication” (19). Often, narco noir participates in the construction of Galicia as the Spanish state’s proverbial “Wild West”, “un elemento de certa recorrencia na ficción galega” (Nuñez Sabarís 115), through the depiction of banditry, corruption, violence and impunity.[endnoteRef:2] Given the extent of the impact of drug trafficking on Galician society and constant reports in the media, it is a salient feature of noir cultural production set in Galicia, with landmark examples including the Galician-language television film Entre bateas (2002) as well as Heroína (2005). All the more so since Nacho Carretero’s investigative scoop Fariña: Historia e indiscreciones del narcotráfico en Galicia (2015) was briefly banned for libel before being adapted for Spanish television channel Antena 3 and subsequently purchased by global streaming giant Netflix, the impact of drug trafficking in Galicia has become prominent in the Spanish and even international viewing public’s consciousness, with the recent proliferation of Galician crime shows being described as a “boom mediático” (Nuñez Sabarís 102; on the popularity of the literary counterpart see Rivero Grandioso 296).[endnoteRef:3] Unsurprisingly, in a reflection of the politics of production and circulation of mainstream, state-endorsed culture, most of the thrillers (co-)funded by Spanish production companies set in Galicia fail to accurately represent or indeed engage with its complex sociolinguistic reality of diglossia, filmed entirely in Spanish with only very occasional tokenistic use of the Galician language.[endnoteRef:4] Well-known actors such as Luis Tosar and José Coronado repeatedly feature in these mainstream thrillers produced in Spain, their star factor a pull for audiences (Herrera Gil 173). [1:  I borrow the term “narco noir” from Erica Segre’s 2019 volume on the Mexican context, considering it apt to describe the sub-genre of the English-language coinage Galician noir (Barbour; Huete; Webster Ayuso) that centres on drug trafficking. In Galician cinema studies, terminology includes narco-fictions, narco-narrative (Espiña Barros) and narcoseries (Alzate Giraldo, Cardona Cano and Díaz Arenas).]  [2:  Vivir sin permiso is in fact set in a town called Oeste (literally meaning ‘west’).]  [3:  The narrative of Fariña casts a spotlight on real life drug barons, Laureano Oubiña and the late Manuel Charlín, who was arrested at the age of 85 (Romero), showcasing their formidable power followed by their downfall upon entrapment in the web of Operación Nécora, which resulted in mass arrests in 1991 under judge Baltazar Garzón. A key factor that undoubtedly contributed to the unprecedented success of the book and television series Fariña relates to its claims about now older drug traffickers who operated seemingly with impunity for decades in post-Francoist Galicia, directing large-scale trafficking networks that reached to diverse corners of the globe. The book was briefly banned for libel on 14 February 2013 at the behest of the former mayor of the coastal municipality O Grove. Convicted drug trafficker Laureano Oubiña denounced a scene in the opening credits of the series in which he is depicted having sexual relations with his now deceased wife, claiming this frank portrayal of aging sexuality “damaged his honour” (Nós Diario).]  [4:  Of course, there are notable exceptions to this such as O sabor das margaridas (2018-20), the first work in Galician purchased by Netflix which in a significant feat reached the top ten foreign-language shows streamed in Ireland and the UK shortly after its release (Barbour; Huete; Webster Ayuso), and Galician-Portuguese co-production Auga seca (2020-21). Popular Galician-language crime series shown on Televisión de Galicia include Matalobos (2009-13) and Serramoura (2014). Other examples of shows with global reach which are filmed in Spanish with tokenistic dialogue in Galician include Fariña (2018) and El desorden que dejas (2020), based on the eponymous novel by Carlos Montero.] 

The genre of narco noir reflects Galicia’s historic formulation as a gerontocracy (Vilavedra, “Para una cartografía” 9) by packaging representations of socially and financially omnipotent aging Galician men for a global audience. Crucially, aging intersects with different identity formations in a myriad of ways, for as Danny Barreto highlights for the Galician context, “the ageing population is a concern intimately linked to other demographic, economic and social concerns, such as rural abandonment, migration and health care” (705), with the latter a driving force in both these texts. A critical analysis of fictional representations of aging can therefore expose the socially and culturally constructed nature of the aging process (Armengol and Medina 562), bringing fruitful insight when considered at the intersection with gender. Aging in cultural texts is inscribed with coded meanings that reflect how “we are aged more by culture than by chromosomes” (Margaret M. Gullette 101), and as the present study of Galician narco noir sets out to demonstrate, the representation of aging in cinema is often gratuitous as plots tend to emphasize its negative impact on individuals (Chivers xx) rather than its benefits, perpetuating the bias of popular culture towards what Heather Addison refers to as the “cult of youth”. Margaret Morganroth Gullette terms “decline theory” the artificial correlation between advanced years, health degeneration, and reduction in activity (or indeed productivity, when read in the context of neoliberalism inherent to the crime genre). Older men can command privilege and respect, or conversely suffer from indifference and invisibility. Aging narcos in Galician noir speak to Michaela Schrage-Früh’s reminder that older men can benefit from their gender but be disadvantaged by their age (4), showing how hegemonic masculinity, the practice of stereotypical traits relating to male dominance that can be identified in on-screen portrayals of drug lords, is “a position always contestable” (Connell 76). Neoliberal growth in the contemporary Spanish state has engendered a limiting, prescriptive form of masculinity based on self-made material wealth, class mobility and resilience (Ryan and Corbalán 6), amongst other factors, which can be identified in these aging criminals working to maintain absolute power. This recognizable presentation of Galician manhood is concerning given its association with wealth, crime, neoliberalism, and even state collusion, with typical portrayals of drug traffickers serving as “a simplification of complex social realities that are turned into mere entertainment.” (Espiña Barros 211). The popularity of Galician noir on screen has placed older Galician criminals firmly in the spotlight to such an extent that I consider the wealthy, aging drug kingpin perhaps the most recognizable figure of Galician manhood on screen today.[endnoteRef:5]  [5:  The genre hinges on many other aging masculine figures, and further research is needed on the intersection of aging, masculinity and crime in Galician noir on screen more broadly. There is the indefatigable detective Darío Castro who is suffering from lung cancer in Fariña and turncoat former cop and gambling addict Lamas in Vivir sin permiso. Mariscal is a caricature of convicted trafficker Marcial Dorado in Manuel Rivas’ Galician-language novel Todo é silencio which was adapted for screen in José Luis Cuerda’s 2012 Spanish-language film of the same name. Consider too the sparring older men who dominate the narrative of As bestas, Rodrigo Sorogoyen’s 2022 Goya hit that is based on a true story. RTVE series Néboa (2020) and Galician-Portuguese co-production Auga seca (2020–21) contain seemingly respectable greying entrepreneurs embroiled in drugs or arms trafficking. Other examples include Vidal, the physically disabled older pimp in the first season of the Televisión de Galicia series O sabor das margaridas (2018), and Hector the older butler (and amateur sleuth) in Bambú Producciones period dramedy Un asunto privado (2022).] 

Post crisis cinema which follows the global recession of 2007-2008 can be considered a crisis of values that exposes the failures of capitalism and the carceral state, read through the framework of a market economy founded on the commodification of systemic violence, what Sayak Valencia defines as capitalismo gore. Contemporary narco noir has been rightly criticised for trivialising and indeed glamorising violent crime and drug trafficking (Laroussi 121-122), as well as perpetuating facile generalisations about the circulation of contraband in Galicia (Vilavedra, A narrativa 128), in keeping with Diego Espiña Barros’ reading of Fariña as the conversion of “a Galician collective trauma into a kitsch manifestation for international consumption as a result of the delocalizing possibilities of audiovisual streaming.” (210). Such trends can certainly be identified in the examples under study here through the opulence, power and (anti-) hero narrative which provokes admiration for the older narco compounded by certain a degree of pity due to the often gratuitous focus on their advanced age and illness. Mainstream cinematic portrayals of older and often ailing drug barons could be said to problematically invite sympathy for individuals upholding the neoliberal order who are responsible for widespread violence, death and misery, reflecting how “there has always been a less ambivalent way of regarding an antihero: as a hero” (Nussbaum). What is more, the image of the aging male drug dealer resonates with the trope of the masculinist cacique, perpetuating the tired notion of Galician feudalism. Especially important to note in the study of age in cultural representations of Galician drug trafficking is the responsibility of these aging capos for the devastation of a whole generation of Galician youth in the 1980s, named a xeración perdida as they were afflicted by addiction and overdose, AIDS and other related illnesses, violence and murder.[endnoteRef:6] Given that aging masculinities remain substantially under researched in Spanish cultural production (Armengol and Medina 573-574), the dominance of older male protagonists in this burgeoning genre demands critical attention (whether they be cartel bosses, detectives or victims). What then do aging drug kingpins tell us about Galician masculinity? And how are discourses of hegemony in relation to older men reified or subverted in Galician narco noir? [6:  This lost generation is represented by Mario’s brother Sergio in Quien a hierro mata and Nemo’s son Carlos in Vivir sin permiso. The coastal town of Vilagarcía de Arousa, infamous for its role in the illegal drugs trade, has been nicknamed a “pueblo sin jóvenes” because of the amount of young people lost to drug use and drugs-related crimes.] 

I consider these questions through a comparative study of the older drug lord protagonists in two recent Spanish-language works pertaining to the Galician narco noir genre, available on streaming platform Netflix as of December 2023; Nemo Bandeira, protagonist of the television series Vivir sin permiso (2018-2020), based on the short story by Manuel Rivas, and Antonio Padín from the feature length film Quien a hierro mata (2019), directed by Paco Plaza. In my analysis I shall outline how the representation of older drug lords in both examples hinges on the key touchpoints of illness and (dis)ability as they are conflated with age and gender. 
As the title suggests, the 2019 film Quien a hierro mata is a revenge thriller directed by horror specialist Paco Plaza, said to be influenced by the Korean crime genre (García Jerez). When ailing local drug cartel leader Antonio Padín (played by the late Xan Cejudo, and sharing certain characteristics with real life aging drug lords in Galicia – the surname Padín rhymes with Charlín, one of the most notorious drug trafficking clans in Galicia) is released from prison to a nursing home because of ill health, care assistant Mario (Luis Tosar) enacts revenge for his brother’s death from a heroin overdose by slowly poisoning him, with disastrous consequences. Antonio defies assumptions that codify him an infirm old man by managing to destroy the lives of those who betray him (namely Mario and his own sons who go against his last wishes). 
The lengthy two-season television series Vivir sin permiso (2018-2020) is a multi-layered adaptation of the short story “Vivir sen permiso” by acclaimed Galician writer Manuel Rivas, written in Galician and published in his collection Vivir sen permiso e outras historias de Oeste. Directed by Aitor Gabilondo, the story was adapted for Spanish-language channel Antena 3 by Mediaset before being purchased by streaming conglomerate Netflix. The original script was written by Rivas in collaboration with Gabilondo, with a plot that centers on Nemo Bandeira (played by Madrid-born actor José Coronado), a drug baron masquerading as a successful shipping magnate of the company Open Sea. When he is diagnosed with Alzheimer’s disease, he initially hides his illness from his family and associates as he plans for who will be his successor. In my analysis here, I focus specifically on the first season.
Disability is a fundamental aspect of human existence that will affect most who live into their advanced years, rendering the consideration of “crip temporalities” (Gallop 12) important in the critical study of aging. Even though they maintain power as wealthy, violent men, Nemo Bandeira and Antonio Padín represent embodied difference, what Chivers and Markotić refer to as “problem bodies” (2010) that don’t conform to the normative “non-identity” (McRuer 1) of able-bodiedness. There exists a notable trend of aging male drug lords being presented as ill and/or disabled in narco noir, which serves to perpetuate the disabled villain trope that recurs across literary and cinematic production. In their pioneering study of masculinities in Spanish film, Santiago Fouz-Hernández and Alfredo Martínez-Expósito explain that “the textualization of the male body, which requires it to be objectified, dissected and manipulated, is more eloquently expressed by means of visual disfiguration,” (84) as is evident in the character of Antonio in Quien a hierro mata. In his analysis of the deformed body in narco narratives as representative of the invisible “mal” of Galician society, Felipe Oliver overlooks the demonization of disability (157), for time and again the physically disabled body is condemned in popular culture through an association with the ills of society such as crime and corruption. Indeed, the problematic link between the physically disabled body and criminality recurs in other examples of Galician noir outside of the narcotrafficking genre, for example the pimp of Club Pétalos in the first season of O sabor das margaridas uses a wheelchair. Despite certain similarities in their depictions, these wealthy, criminal men are affected by very distinct experiences of aging and disability, reflecting how chronic illness “both shapes and is shaped by individuals’ bodies, emotions, social worlds, and structural contexts” (Wentzell 87), for indeed “la vejez no se vive de la misma forma si se tiene acceso a la cultura, si se goza de una cierta cobertura económica” (Moure 28). The theme of silence (apparent in Antonio’s muteness) and forgetting (represented by Nemo’s Alzheimer’s diagnosis) are especially important in the context of narco noir (see for example another of Rivas’ Galician-language texts adapted for film as Todo es silencio), in criminal societies in which complicity and silencing are crucial to maintaining the imposed social order through passive acceptance of hegemony. The preoccupation with illness and aging in noir cultural production must be contextualized within the broader crisis of capitalism in Galicia and beyond, given the impact of neoliberal economics on the health of the aging population, for:
illness (physical or mental) and the aging process anchor a broader reflection on the complex relationship between capitalism, the body, and work (remunerated or not) – key issues in contemporary Spain given the consequences of economic recession since 2008 for the public health service, work precarity, and the care needs of an aging population with a high life expectancy (Labanyi, Delgado et al. 242). 
A number of examples of Galician narco noir reinforce the typical conflation of age with illness and disability (Chivers 8) through gendered depictions of what Jane Gallop refers to as “late-onset disability” (5): “where aging is entangled with disability, is regularly figured as a threat to one’s sexuality and to one’s gender” (Gallop 103). In popular cultural production, age and disability tend to be intrinsically linked to the loss of power (Calasanti 17), so that the study of disabled and ill aging men who hold all the power in a community becomes especially interesting. 
In Quien a hierro mata, the all-powerful Antonio’s visibly ailing body is directly associated with his status as an organized crime boss, who is only discharged from prison because of his severe health issues. The typical conflation of hegemonic masculinity with the physically fit, able bodied and stoic appears to be compromised with scenes of him struggling with everyday tasks and weeping helplessly. The film’s focus on a man in a caring vocation, played by the famous face of Luis Tosar, appears at first to enact a feminist ethics of care, conceived of as a means for the radical transformation of society through the valorization and visibility of historically feminized care work (Held 12). Yet this is undermined by Mario’s desire for violent revenge on his patient, corresponding to the moral ambiguity that is typical of noir (Herrera Gil 166). In the very first scene that features Antonio, he is receiving a neurological exam, required by the doctor to show his grip and reflexes; physically limited in ways that don’t conform to the reductive expectations of hegemonic masculinity and “successful aging”. An early shot of him coming up an escalator unaided in a wheelchair shows agency which will gradually become compromised through the course of the film. His basic needs as a disabled person are shown when a guardia civil helps him put on his clothes (an implicit nod to the collusion between organized crime and the local police force). The audience is also exposed to intimate scenes of care worker Mario helping him with basic tasks such as getting dressed (with a close up shot showing a flash of an adult diaper), as well as using a spoon, which he is unable to hold for himself. He is seemingly infantilized, as his sons Toño and Kike watch him partaking in a parachute game organized by the care home in which the goal is to keep the ball in air, a far cry from his role as a cartel boss orchestrating a transnational crime network. He catches their eye and holds their gaze during this scene, emphasizing the agency which he maintains despite his degenerative condition. In a rather patronizing manner that shows the shifting dynamics of power as a result of age and disability, Toño tells him they have arranged wheelchair access and a non-slip shower at home, remarking “vas a estar mejor que un pachá” (Plaza 1:43:37), as though he has not always lived as a ruler. Mario explains Antonio’s difficulties at a meeting with other staff, highlighting how he is losing his ability to communicate, and therefore supposedly his power: “cada vez se le entiende menos, le cuesta moverse, tragar” (Plaza 1:05:22), but as the viewer will come to know, this has been exacerbated by Mario’s intravenous interventions. Antonio’s apparent vulnerability is emphasized when he falls out of bed reaching for the remote control when he sees Kike’s arrest on TV, and Mario doesn’t rush to his aid until another carer appears. Yet right at the beginning of the film he takes a telephone call from his sons in which he instructs them to drown a perceived traitor in a cage, managing to maintain power and inflict extreme violence even though he is barely able to talk or move. He tells his sons not go into business with a Chinese cartel, but they do so anyway, taking advantage of his vulnerable state and advanced age to redirect his business. Toño explains to his lawyer that “el viejo no está en esto” (1:01:32), disrespectfully perpetuating agism, referring to his father as “el viejo”, and so foreshadowing their downfall. As a result of the betrayal, Antonio refuses to pay Kike’s bail, asserting his power and bypassing his inability to verbalize this by raising his middle finger in retort. 
The tables are turned in an apparent challenge to neoliberal power dynamics as the cartel leader who is responsible for thousands of deaths becomes a victim of elder abuse, as the symbolic and very real violence Antonio wreaked on his whole community infiltrates the very space where he had taken refuge in his illness. This portrayal of abuse delves into the isolation and disempowerment that threatens older disabled persons, even those as powerful and dangerous as a narco boss. Scenes of Mario running a shaver slowly over Antonio’s neck and preparing a needle of heroin to poison him are accompanied by ominous strings which hint to the drug lord’s vulnerability at the hands of the abusive care worker. The possibilities of his gender and social status are counteracted by his vulnerability as an older disabled person, reflecting “the complex patterns of privilege and disadvantage that disabled men negotiate” (Robertson, Monaghan and Southby 158). Mario mocks Antonio’s illness and presumed loss of power “no es fácil poner un pie en el suelo cuando uno sabe que lo que te espera es algo un poco peor cada día (Plaza 1:33:09) […] mejor un poco de indiferencia que lastima… o pena, ¿verdad?” (Plaza 1:32:44), teasing him with the problematic assumption that aging and illness means a decrease in quality of life: “pero eso no quiere decir que no se pueda disfrutar de algunas cosas todavía” (Plaza 1:32:31). Mario ironically calls his patient “alcalde” (Plaza 46:58); by satirically using a legitimate government role he alludes to the proven collusion between local authorities and drug trafficking. In an ironic show of respect for older people, he also refers to him with the formal “usted”, while verbally berating him and poisoning him with heroin sold by his own associates, manipulating blood samples so his crime won’t be discovered. He puts bleach in his food, quite literally cleansing his sins, so he vomits and coughs up blood, prevents him from pulling the help cord and holds his hand over his mouth so he can’t cry for help. The manipulation of the infirm within the care home reflects how “the possibilities, effects, costs, and implications of living with disabilities are deeply entangled with ongoing histories of racism, classism, disenfranchisement, violence, and geopolitics” (Chen, Kafer, Kim, and Minich 8). Yet in a telling reflection of the assumptions of vulnerability and helplessness associated with age and disability, medical staff, Antonio’s carers and his sons fundamentally underestimate his mental capacity, for even as his body goes into decline, his mind is working perfectly. When his sons are sold out by the Chinese cartel he instructed them not to do business with and so placed in debt to their Colombian partners, he retaliates against them and Mario. Prior to his imminent death, in a reflection of the power engendered by wealth and the silencing fueling narco culture, he uses pictorial symbols to instruct his solicitor to leave his vast wealth to Mario and Julia’s unborn child, who cannot renounce the inheritance. Throughout the film, Antonio’s degenerative aging has been mapped onto the healthy pregnancy of Mario’s wife Julia, the epitome of wellbeing and happiness who signifies a focus on youthful heteronormative futurity that the film appears to endorse.[endnoteRef:7] The scene which shows her giving birth to a son, praised by critics as an accurate portrayal (Páramo Pérez 307), is interspersed with images of Antonio suffering from a fatal overdose, in a cyclical portrayal of birth and death that echoes Mario’s mercy killing of his brother years earlier. Because the drug lord has strategically left his wealth to the care worker’s child, his treacherous son Kike is killed in prison due to the botched drug deal. Toño and associates erroneously assume that Mario had coaxed Antonio into leaving his son everything, and brutally murder Julia in revenge, as yet again a woman becomes the innocent victim of toxic, hegemonic masculinity on screen. The ultimate act of revenge is therefore carried out by the aging, disabled man who appeared to be a victim of it, as despite his severe illness, he manages to uphold the neoliberal heteropatriarchal order from beyond the grave, demonstrating power through an extreme, performative cycle of violence that conceals a gore capitalist system dedicated to the pursuit of profit (Reguillo 1).  [7:  Earlier in the movie, a memorable scene shows Julia and Mario dancing to a song by Julio Iglesias, himself an iconic symbol of sexualized Galician aging masculinity, with its upbeat lyrics of “La vida sigue igual” about the circle of life making an ironic nod to the denouement. 
] 

The second representation for discussion here as an example of toxic aging masculinity relates to the sanitized, and I would argue, stereotypical representation of Nemo Bandeira’s affliction with Alzheimer’s disease in Vivir sin permiso. This is not a traditional narco noir narrative focused on crime and prosecution, but rather an exploration of familial tensions in the wake of an impending power vacuum. On the surface, Nemo subscribes to normative aging masculinities as an example of “successful aging” (Rowe and Kahn); an apparently healthy, conventionally attractive (actor Coronado is also a model) and financially successful older man, a concept that is intertwined with dominant notions of masculinity (Medina 16) and “has been robustly criticized for its affinity with neoliberal modes of governance, neglect of structural inequalities, commercialization, and alignment with dividing practices that produce some bodies as unsuccessfully aged” (Sandberg and Marshall 3). He appears to be “successfully” hegemonically masculine in his aggression, control and virility, as a business magnate and family patriarch living in a large pazo (country estate) who we see giving orders to his associates, threatening a judge, controlling his daughter Nina’s art career, spying on and attempting to manipulate his daughter Lara and knocking heads with his wife’s ex-boyfriend. His illness is also shown to make him excessively aggressive, enforcing masculine codes on his son Carlos who is gay and addicted to the very drugs his father peddles, so that he is considered a disappointment, unable to live up to the hegemonic masculinity represented by Nemo’s scheming godson Mario who is secretly hoping to take over the enterprise. When Carlos turns up high on drugs to a meeting about potentially taking over the business, his father shouts “habla como un hombre, coño” (Gabilondo) and hits him, to the horror of his family who consider this act of aggression out of character, despite the fact Nemo is responsible for widespread violence. 
Yet in keeping with common representations of the aging process in mainstream cinema, old age and illness are presented as negative conditions to be feared, as his wife Chon remarks “temenos que aceptar que nos estamos haciendo mayores” (Gabilondo). In the first episode, Nemo is giving a speech at his sixtieth birthday party in a voice over, reflecting on his successful career as a shipping magnate while we see images of the offloading of drugs, police being bought off and a traitor being tortured. He suddenly loses his train of thought, an unsubtle reminder to the viewer of his illness. Both individual and collective loss of memory is an especially significant trope in the context of crime of this scale in which forgetting implies complicity with the neoliberal criminal order (Oliver 154). Nemo’s memory loss, which cooincides with the financial decline of his on the surface legitimate business Open Sea (a cover for his drug empire), is also mapped onto economic downfall. His response to his diagnosis is unsurprisingly fatalistic and over-dramatized. Accompanied by the pathetic fallacy of a storm at night, he rings his consultant to accuse her of having falsely diagnosed him after receiving a bribe from his enemies, so that the diagnosis is imagined as a weapon of destruction. His class privilege allows him to pay to see a top neurologist in secret so as to cover up his illness, and echoing the assumptions made about hegemonic masculinities, it is assumed he is having an affair instead of attending medical appointments. When doing a memory test having to recall the names upon looking at photographs of people he knows, he forgets the name of a politician whose campaign he financed, showing his waning power. He is even ashamed of his illness in front of the neurologist, “no quiero que mi familia me mire como usted me está mirando” (Gabilondo), suggesting his behavior is somehow shocking even to specialist medical professionals. At first only Ferro is aware of his condition, and helps Nemo to cover it up from his family and associates, so as to maintain power and respect, which reinforces the shame associated with a neurological disorder. Chon is embarrassed of his changing behavior, which does not adhere to expected codes of dominant masculinity, particularly in the context of wealth and status, “últimamente no sé qué le pasa. Te pido paciencia con él” (Gabilondo), and problematically accuses him of being crazy. Alzheimer’s disease has become an archetypal signifier of old age in mass media (Hartung and Kunow 1), “a cunning demotic for late life because it magnifies what people fear most about how age could manifest itself – that is, in an apparent loss of sense and self” (Chivers 60). Nemo’s nostalgia for his lost youth and health is seen for example through his attachment to an old fishing boat, gifted to him by his godson in an attempt to win favor and shown to bring back memories “aquí pasé mis mejores años” (Gabilondo). Flashbacks to time spent with his ex-girlfriend Ada who is now in a coma (herself a counterpoint representation of aging femininity) perpetuate the notion of an aging man caught up in his past, a typical feature of noir (Herrera Gil 181). His control extends to not wanting her life support machine turned off, against the wishes of their daughter Lara, showing how he selfishly clings to the past without consideration of the effect on others, “tu madre es mi pasado y tú vas a borrarlo apretando un interruptor” (Gabilondo).
The series perpetuates stereotypical and indeed inaccurate understandings of Alzheimer’s by focusing on forgetfulness, confusion, flashbacks, shaky hands and even infantilization (Medina 21). Following his diagnosis, Nemo asks his loyal henchman Ferro, one of the only individuals party to the reality of his condition, to note his obligations in his diary, install cameras all over the house so he can remember things and shoot him when he can’t remember the names of his own children; foreshadowing his fate at the end of the second and final season. Memory lapses are accompanied by close up shots, slow motion and dramatic, foreboding music. Though the loyal Ferro attempts to distract others from the reality, Chon suspects her husband is ill. This simplistic focus on degeneration and loss fails to account for the multiple experiences of the illness and how it intersects with other factors such as gender and aging (King 6). We see Nemo doubting his own tastes, “siempre me gustaron las hortensias, verdad?” (Gabilondo), and cursing his “maldita cabeza” as he upturns his whole bedroom looking for his cufflinks, a symbol of his upper class masculinity. When his wife asks what they looked like in an effort to help, he conspicuously replies “¿Qué gemelos?” (Gabilondo). Yet despite these health and aging related challenges, Nemo engages in power play, navigates threat (from a Mexican takeover) and interferes in the lives of his adult children, pulling the strings to maintain control even as his health declines, just like Antonio in the previous example. Narco violence depends on “the structural violence inherent in economic and political systems that treat certain sectors of the population as expendable, to the historical violence perpetrated against those considered ‘other’ or inferior, to disciplinary forms meant to force entire groups into subservience through attacks on exemplars” (Greeley 305). The threat of death is shown to be ever-present, as Nemo grabs his gun and tells Ferro not to underestimate him, “No me entierres todavía, coño” (Gabilondo). With his bare hands he murders Lamas, the turncoat policeman who has failed him, but later doesn’t remember having done so, showing how his hegemonic aggression is threatened by his illness. His illness is fundamentally negatively presented as a shameful threat to loss of power, with ramifications for the whole community, yet he manages to ensure the legacy of the nacrocapitalist agenda.
Mainstream noir such as the examples considered here is fundamentally manipulated by commercial pressures, current tastes and the politics of the global streaming market (Nuñez Sabarís 17; Pereira Boán 19). The crux of these narratives is the impact of aging drug barons on many lives and livelihoods and how this is affected by their shifting hegemonic masculinity, advanced age, and illness, overshadowed by death through degenerative illness as well as their own acts of violence. Both male characters examined here show awareness of their own mortality, but seem to have less to lose as they arrange for the downfall of those who betray them, reinforcing hegemonic masculinity in spite of their age and illness. While their illness might be read as the degeneration of neoliberal masculinities being mapped onto the corporeal or cerebral, in both cases, power relating to age and gender is in the end simply maintained or transferred to reinforce the status quo in ways that reinforce capitalismo gore, by to some extent exonerating the heroic masculinity of the violent criminal. Antonio sabotages inheritance and enables murder while Nemo too manipulates his family, buys loyalty and commits murder in spite of his illness. Any moralizing initiative on the part of the director to show the fallibility of neoliberal economics and the criminal system through the encoding of aging masculinities is ultimately undermined by the maintenance of the dominant order. The fictional yet historically grounded cinematic representations of older Galician narcos point to the complexity of aging masculinities, whilst perpetuating assumptions regarding age, disability, illness, masculinity, social class and ultimately, power, that reinforce limited understandings of Galician manhood to international audiences.
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