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Who are you and what is Numax?

I’m Ramiro Ledo. Right now I’m the president of the cooperative 
and I was also in the core group. Numax is a labor project.

How was Numax born?

It was born from a motivating impulse at the moment when the theater 
centers were disappearing from the center of the city. At that moment, 
I’m living and working in Barcelona with my partner Irma, who currently 
works in the book store here, and in Barcelona worked in the bookstore 
La Central. The motivating impulse was sparked from a visit that I made to 
Santiago, Galicia, when my Aunt Margarita Ledo, who’s a professor, film-
maker, and works in the university, mentions to me that they’ve closed 
all the cinemas of Santiago de Compostela, which is the city where I 
studied and worked for many years. So my aunt says “Well, we’re going 
to need some place to watch movies,” because we’d created the Cineclub 
Compostela (‘The Compostela Movie Club’ in English) in the university, 
which is still functioning as a self-managed movie club here in the city, 
and now the two of us live together. So my aunt tells me, “If you’re bold 
enough to create some place movies can be watched, you can count on 
my support.” I left it at that and didn’t consider it important. Then, she 
brings me to the airport and I said, “But, what are you thinking of? What 
could be its concrete launch point?” And she tells me, “Nothing, I don’t 
know what it would be either, but there’s a need and I would like to help 
out.” I believe that that was the part that made various pieces click. Irma 
had been invited to make a book store in A Coruña, so she was in an 
important moment of professional discontent; I was self-employed and 
there was also this urge to try to do something in a team. The idea that 
I’m kind of trying to articulate is, from the professionals and friends that 
I’d met or studied with in the past, people who in that moment were in 
our thirties at the end of 2013, and each one with a different professional 
situation (some salaried, some self-employed, others on strike) but we 
knew our capabilities, and we were capable of doing things. So, I write 
them a letter to see if they would want to collaborate. The common nexus 
point was, there isn’t a movie theatre, so let’s build one, and it’s only later 
that you realize, no one builds a theatre, but you say, “There isn’t one, so 
let’s create it.” The other theatres that had closed were multiplexes of 
five or six screens, which was a dimension that wasn’t conceivable in our 
everyday life. Not even building a theater was conceivable. But well, it 
seemed that one screen isn’t as inconceivable as more. So it was kind of 
linking a series of work and professional freelance projects surrounding 
the common nexus that united us, and that was a cultural similarity, from 
the more professional technical part to the part more about worries and 
interests that united everyone, literature, art, cinema, and music; now 
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we have a boy who’s also a musician, Noe. And here’s where we started. There was 
an initial contact, and immediately there was a group of people who told me, “Let’s 
try,” and I found out about a course on cooperatives, cooperative business plans, 
from Barcelona. The course was free and what’s more, it happened that the course 
was here in Vigo for a week. They’re courses organized, in this case, by the Union of 
Cooperatives of Social work in Galicia. I registered, a week passed, and from that week 
on, the project really opened up. One could say that that’s where the project was born, 
because it’s where I mapped out the necessary budget, it seemed that the routes to 
financiation, not that they appeared out of nowhere, but that there were paths that 
we could turn to in order to attempt to finance a project that, for us, required a high 
budget. We were living day-to-day, and the only management that I knew how to 
do was my tax returns as a freelancer and a little experience that I had from having 
worked as a telephone operator doing statements of income. That gives you a distinct 
perspective on a numerical level, but from home. It’s like going from talking about 
one thousand euros to talking about half a million, which is what it cost us to get the 
theater going. There they told us about Coop57, which is a financial service cooperative 
that was started in the late seventies in Barcelona, as a result of dismissals from 
the Bruguera publishing house. Their workers denounced the dismissals, they won 
the trial for unfair dismissal some years later, and they decided to capitalize on this 
compensation and create this credit cooperative that let they themselves get credit to 
create their new jobs in the social economy. This Coop57, as the years passed -- they’re 
turning thirty in less than two years -- went on to create territorial delegations and it 
happened that there was one in Galicia. They told us about this source of credit in this 
course, and it’s like the principle source that suddenly let us start talking about the 
estimated budget. Then there were other sources of financing, with European branches 
managed by the autonomous communities,  which in this case was the Institute of 
Economic Promotion of the Autonomous Government of Galicia, which also managed 
the FEDER funds of regional development.  But the principle route of financing was 
Coop57 because, and this connects with the sense of community that you talked to me 
about before, it lets you get credit, putting in common work and a little capital for the 
cooperative. We put in eight thousand euros every year, until we get to the 400,000. 

How do you get a guarantee from a financial services cooperative like Coop57? 

You need to present an economically viable project, a solidly trustworthy one, the 
same as if you’re going to ask a bank, but unlike a bank that asks you for a guarantee, 
the credit cooperative doesn’t ask for collateral, it doesn’t ask you for any kind of 
“official” document, let’s say. It’s a very strange thing in the world we live in, because 
it’s based on trust, which is something that sounds very rare, you can’t even believe 
it yourself when they tell you, and it’s also something difficult to convey because it 
sounds too utopian. This trust means that you have to be able to convince other 
people just like you convinced them as a financial credit entity. You have to convince 
everyone that you want to involve in your project and give them enough confidence 
that they’re willing to, if you go bankrupt, be responsible for you economically. And this 
is a guarantee that’s not jointly liable but rather jointly held. The difference from the 
banks is that you don’t need any report of personal viability, just a paper with the DNI 
(National Identity Document), not even in front of a notary, where one person writes 
their information saying that they promise, in the case that Numax goes bankrupt, 
to cosign some amount. In our case, we asked for between one and five thousand 
euros per cosigner, which had to reach the sum of three hundred thousand, which 
was the maximum credit that Coop57 offered. And that’s basically how it went, as we 
–– a group of people who didn’t have money –– knew how we could get it, putting in 
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a lot of shared work to build a movie theater, a bookstore and a graphics and video 
laboratory. We started out as five people, a core group of three people who created 
the cooperative in February 2014. We got the credit in September 2014. We started 
to build in December 2014 and we opened in March 2015. A little more than two and 
a half years ago. And NUMAX was born in 2013, the principal impulse was in August. 

Did the 15M have anything to do with the start of Numax?

It was clearly a moment of change of energy, if you will, where it seemed like fields of 
possibilities opened that weren’t formulated, and that always has a kind of naiveté, 
but at the same time a lot of sincerity, like a kind of collective impulse. Like all impulses 
there was a rational part and an emotional part that, evidently, makes you think 
that many things could be different. And certainly, some part of this has to do with 
Numax but it’s less traceable, it’s not very scientifically demonstrable because it could 
be 15M, but it could also be all the conditions that brought us to 15M, which are an 
economic crisis of declining living conditions and decreased access to work. I was 
in Barcelona and I was really struck by how much sense the general strikes made. It 
was an age, 2011 and 2012, in which there were some workers’ strikes in a society 
where work was increasingly more insecure; the very word “work” was almost in a 
crisis of definition, so, you could consider the 15M as something that united a series 
of discomforts and more objective conditions that are at the foundation of Numax. All 
the people of Numax have specialized professional training, some have a university 
degree, others a doctorate, some with a masters, and if we had been able to have 
followed the professional path that we’d chosen, surely, Numax would have either 
existed earlier or much later because each of us would have had a different form of life. 

Is everyone in Numax Galician? 

Basically, Galician or around Santiago de Compostela. It’s not that we’re from Santiago 
but our university or professional education occurred here. It’s a city with which 
we have a link that goes beyond just saying “we’re going to put up a theater and 
we’re going to pick the most favorable location.” It wasn’t that, the choice was more 
tied to a place that we always had as a reference, even if we’re not from there. 

Why that name?

NUMAX is the brand name of a German domestic electronics factory which had its 
headquarters in Barcelona in the seventies. This factory lived through a series of 
conflicts that led to a movie called “NUMAX presenta” (Numax presents) directed in 
1979 by Joaquín Jordá. Basically it’s a trial where, during the disciplinary proceedings 
regarding the regulation of employment and dismissal addressing owners abandoning 
their factory, the workers decided to resume production, organizing themselves in a 
form that they themselves had to define; in this, they’re similar to us as a process of 
learning, of building skills, but also of life and emotion within a group of people.  They 
decide to take over the production, the factory, to go with the social movements of 
the time. That is to say that they find themselves in a moment, and in a very precise 
historical place and, in two years, they recognize that that doesn’t make sense, they’re 
physically unable to continue, and personally, based on what you see in the movie, 
you see that it wasn’t anybody’s calling to be tightening screws or building fans, and 
so they decide once they’ve made the decision to abandon the self-management, to 
dedicate the six hundred thousand pesetas that were left in the safe to commission 
Joaquín Jordá to make a movie about their experience that they themselves would 
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tell, Numax presents. This movie was known by all of us who formed part of the inner 
core group of Numax, and that’s where the name came from. It was another link, 
like fulfilling how these processes always take a concept from what unites us. Numax 
united us and now another Numax unites us. It’s also beautiful, this idea of recovering. 

Why have you chosen the model of Non-Profit Associated Work Cooperative?

On a technical level, between a cooperative and a company, the principal difference 
is the distribution of profit. The cooperatives in Spain regulate themselves through 
autonomous legislation. Every autonomy has a law regarding cooperatives, and this 
law of cooperatives regulates the profit aspect, that is to say, the positive outcome in 
the end of the financial year isn’t distributable between the members of a company. 
A company has members who normally support with money. A cooperative also 
has members, but there are distinct types of cooperatives, for example the work 
cooperative provides capital and work, and Numax is an associative work cooperative. 
Normally between 15-25%, depending on the autonomous community, of the positive 
outcome, benefit, or excess, isn’t distributable between the members. In a company, 
this belongs to the owners themselves, which they distribute according to capital 
contributed. So, this is the first determining factor. In addition, the representation in 
a cooperative of workers is made according to work contributed, not capital owned. 
In our case, we have a minimum which is 8,000 € of social capital, but not all the 
members contribute eight thousand. There are members who have more social capital 
because there’s social capital from volunteering, there are some financial interests that 
are limited, too, but you can decide to contribute more money than someone else to 
your company, without this giving you more rights than others get. In the cooperative, 
representation is done by work, a working member has a vote. Basically, I believe these 
are the two big differences. Then there’s like a difference one step further, which is the 
model we chose, which is to be nonprofit. Profit, which is, I told you, kind of key, it’s 
everything that defines the Cooperative. Not profit, but the not-profit, defined through 
absence. This is also interesting to suggest on a conceptual level, because you have 
to request the title, and they have to give it to you. This seemed kind of absurd to us. 
There are some requirements, which are: you can’t give out any of the excess, that 
is to say, 100% of the excess or benefit can’t be distributed between the members, 
but rather it must stay in the company; the salaries or cooperative repayment can’t 
exceed 150% of what the collective agreement indicates; the interest generated by 
the capital contributed can’t ever be greater than the legal interest of the money, 
which is fixed every year, and is limited. This year it was between 3 and 4% and we 
have it marked as 1.5%. And the executive responsibilities can’t be paid. These are the 
technical requisites that you have to comply with in order to be non-profit. You have 
to demonstrate to the bosses that your company has a social interest that’s going to 
contribute to the wellbeing of the community which it enters, etc. This is a voluntary 
decision. We didn’t know what a cooperative consisted of before I took that course 
in 2013. It’s something that’s in the environment, you hear the word “cooperative,” 
association, NGO, volunteer work, but you don’t know. You know it’s something that 
seems different from the classic relationship between owners and workers, but you 
don’t even know if it’s different, and this isn’t studied in school; on a nominal level 
it might be familiar, you memorized something, but you don’t know what it is. 

Does something in the concept of work itself change in 
developing this work in the context of a cooperative? 

Well, the first change, once you refuse profit, is the clearest way of considering salary 
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–– as a right. This is the first educational function that you need to convey to your close 
environment. I remember in the creation of the Cineclub de Compostela, which is the 
association that I created when I came to the university and that continues functioning, 
showing films every week, which says in the statues that “executive responsibilities can’t 
be paid because it’s a non-profit association,” etc. And it seemed like there couldn’t 
be money, that you were never going to be able to pay for work. No one explains this 
to you but you examine the form and really, if you look for a work model, a non-profit 
association works just as well as a work cooperative. Because it’s not incompatible to 
have an executive responsibility and not receive payment for it, you can not be paid 
for being the president of your association, of your cooperative, and at the same time 
work for the association, your cooperative, and still earn money. And you need to have 
a positive outcome at the end of the year, and not splitting it up doesn’t mean that 
that doesn’t mean that you don’t need to be competitive in the market. But this, which 
is very basic, is necessary to explain to all the institutions and companies that you 
meet because the first prejudice that there is when you hear the word “cooperative” 
is a lack of profitability, lack of professionalism, it’s an unsustainable economic model 
and little more than an NGO or a child’s toy, or something that someone does who 
doesn’t need the money, who’s doing it for the love of the art. This is totally harmful, 
damaging, and false, at least in our case. You learn from zero and you understand 
very clearly that you need to be competitive in the market, because we’re a company. 
We have our work positions, our salaries, our indefinite contracts, our business plan, 
our need to sell more tickets than the competition, to sell all the books we can, to 
generate all the money that we can to be able to pay all the salaries that we can under 
the best work conditions that we can, and offer the best-quality services that we can. 
We’re inserted into a market economy because just because you decide voluntarily 
to organize yourself a little on the edge –– never completely in the margins, but in a 
distinct way –– it doesn’t mean that you don’t still have to be in the same world as 
the rest, with models totally opposite of yours and even aggressive towards yours. But 
that’s our problem. You can say that it’s the problem of the world, and that’s true, but 
it’s easier to start changing things within your reach than things that come from an 
unreachable goal. And for us, this educational work was and continues to be very good. 
We aren’t trying to make this into an advertising weapon. We’re a theater, a bookstore, 
a distributor, we’re a studio of graphic design, video, web, and communication. Right 
now, there are twelve of us working. We started as five, and we went on to kind of 
take this form, we’re many things, but our objective is to be trustworthy professionally, 
to offer the best within our capacities and to be as competitive as the best possible 
because we need it. If we’re not, the first to suffer will be us. This change from 
exploitation to self-exploitation is another of the stigmas that cooperativism has. 
To say, “Others don’t exploit me, but I exploit myself,” and you have to decide if this 
“but” is worth it, because self-exploitation can sound bad, but it’s also saying, “I’m the 
one responsible for generating my capital gain.” Well, this can be a dirty trick, but it 
depends on you. Then, the position of victim is also kind of confusing because you’re 
the boss and the employee. So, you have to try to pick out the things that make sense.  

Can you explain how you operate internally? 

Well, by trying to manage the conflicts as well as we can. Right now, we’re in the 
middle of trying to finish drafting a set of internal rules. This takes its time because you 
don’t even know what it involves. You hear “internal rules,” which is something very 
delicate, because there are two sides to everything in the cooperative. Cooperatives 
really, on a laboral level, aren’t regulated by labor legislation, which stays outside 
collective agreements, and this can be a problem, or not. You have to think almost -- I 
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won’t say from zero, because you have the agreement as a reference, but the part that 
governs the cooperative is its set of internal rules. And we’re a pretty particular case. 
We’re especially complicated because we have a ton of different economic activities, 
a ton of different collective agreements, we’re a single fiscal company so we need to 
make a lot of balances. And there are cases of workers who live outside the city, cases 
of members who have a reduction in their workday because of caring for their kids, so 
there are plenty of case laws that we have to react to strengthen the group, but you 
respond as things come up. So, we have a board which in practice doesn’t meet as a 
board but more as an assembly of working members. Every monday we have a two-
hour meeting in which we try to manage and plan everything that we notice and that 
we need to be on a societal level, because even though it’s been three years, they’re 
three years of continuous growth and continuous evolution. On a purely numerical 
level, we started with five members, now we’re eight, three more workers and on 
January first we’ll have four more workers, which will bring us up to twelve people. 
In very little time we’ve gone from making a net revenue of two hundred thousand 
euros to this year, which we’re going to end with a net revenue closer to six hundred 
thousand euros. We grow on many levels at once, and because of this, we don’t still 
have the same internal rules. When we started, we said that everyone would be paid 
the same, because we all do everything. But we can’t all do everything. For me it’s 
interesting, as a learning process, to see the possible and necessary pre-conditions 
of initiating a project, which this is, but to see how these same conditions have to 
evolve to allow the project to grow. There are some things we’re very clear on, for 
example it’s not a model for infinite growth. It prioritizes the construction of decent 
jobs and having the best possible workplace conditions. Many people are surprised, 
they say, “It’s a cooperative and you pay salaries?” or “How great, to be paid to do 
what you like.” We started with a minimum salary, not since the initial idea or the 
formation, but since a little before opening. We were already in a rented place, since 
September 2014, before starting work on the theater, and in December, at the end 
of 2014, about two years ago, we started to pay before opening because we were 
already starting to work for external clients. It was a process of starting from zero, 
and we knew very well how to get from zero to what we are now. Now we’re in this 
moment of maintaining the structure’s horizontal nature, because it’s a model that 
in itself doesn’t allow much verticality, because representation is personal but we 
split up tasks and areas of work because there are areas that involve responsibility 
with people or responsibility for people whose work depends on the work of another 
person, and in turn the work of that other person depends on everything else working. 
It’s a wheel. Everything relies on everyone doing their job. And this is the eternal 
discussion, and the one we’re stuck in every day because it directly affects us. 

How do people come in to participate in NUMAX?

The people come in through the door (laughing), to see a movie, to buy a book or 
to drink a coffee. All this is enough, in a time when theatres leave the cities and all 
the little theatres disappear; it’s enough to come in off the street and be able to see 
the billboard of movies in a small city. We’re the only private theatre that works only 
with original versions in a city of less than 100,000 residents in Spain, and with a 
small screen. In Girona there’s another in a city with a similar size to Santiago, it’s 
privately managed, but it’s municipal, the Truffaut cinemas. This is an important part 
of community integration. Another part is the birth of the project itself. It’s a project 
that was 100% born from the community. The local support to get the financial 
backing, we’re talking about 182 people, from all over, but about 70-75% are local 
people who backed this project and then there are the users, who trust in our values 
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and in what we were going to do. So, that’s the first point. From there, you can be in 
contact participating in the networks of cooperatives, cultural, professional, and less 
professional networks, but we do what we can knowing that what we do is limited 
because it costs a lot to manage our organization. This is like a machine that’s always 
about to crash, that’s the sense that I’ve had these three years; in spite of the fact that 
from outside people don’t have to notice, because what you need is for the people to 
be able to enjoy themselves, access distinctive content, but all this combined with what 
can end up in the news. It’s about combining the current situation with the enrichment 
of this situation; it’s more your function as an organizer or making the book selections.

Do the people participate in Numax’s screening agenda?

Of course, because where do you know the manager of the theater? Where do you 
go for that? Almost nowhere. It’s the positive part and the negative part, if the people 
like the movie they’re going to enjoy it, and if they don’t they’re going to throw it 
in your face. You didn’t make the movie, and neither do you put only things that 
you like in the programming, and you explain this, too. It seems like an important 
process on a community level to announce what a movie theater is about, because 
no one has any way to know; the first limit, which is half-evident, but not so obvious 
that you’d stumble upon it, is that normally there’s a ticket box separated by a 
glass, where you can barely talk. You can just say “One ticket. Seven euros or eight 
euros,” and here everything’s open, so it’s getting tickets for the theatre and having 
a conversation with people all in one space. It’s a different kind of thing. Now you’re 
changing things on an architectural level and you’re changing what a cinema is. Then 
there’s other forms of community integration that are more common, like customer 
loyalty programs, more in company terms, things that sounded a little weird to me, 
but that help to create links and to get closer to the public, like season passes. It’s an 
economic exchange, a commercial exchange, you pay a quantity per year, 35, 120, 500 
€ in return for certain commercial advantages and that gives us an extra support.

Is Numax a political project, and if so, what kind of politics are we talking about? 

Well, it’s a political project in the same way that any self-managing entity can be. 
It’s a political project of self-management in which we as a group dive into the 
personal political worries that we might have—not on a partisan level, but concerning 
cosmovisions, or how we understand interpersonal emotional relationships as a group.

What type of activities do you carry out in the laboratory?

Individuals, clients of institutional services, cultural initiatives, music festivals, theatre 
festivals, all come to the laboratory. We make webs, all kinds of graphic design, poster-
making, books for exhibitions, everything done by a graphic design studio that converts 
itself over time into a communication studio. We provide a comprehensive service, 
and they’re very particular clients, but clients who, as I understand, see Numax as a 
similar project. I believe that you can see this in the ads we show before the films. We 
don’t have an ad service contracted like Movierecord, which is an advertising agent for 
the cinema and which offers this service, they give you an economic compensation, 
and they show announcements before the movie. We try to be selective. I’m not 
going to say that there’s a strict policy of controlling everything because in the end, 
when you advertise a company, you can’t know everything about it. We advertise a 
festival run by friends, or an exhibit, and they pay. We always try to look for things 
that have some kind of link with the kind of project and values that we can defend. 
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Can you talk to us about the distribution work that Numax does?

We’re very small. Distribution is kind of a crazy area like the creation of the project 
itself was, because we didn’t know what it involved, and suddenly you see that 
you have to sign a contract to have rights, and you have those rights in a certain 
territory, which is the territory of Spain. I remember the first contract that I had, a 
model contract that I made from looking up a lot of things on the internet, trying to 
understand things and clauses that didn’t have any logic. It was the first time that 
this happened to me since studying as an adolescent, when you don’t understand 
something because none of the words seem to connect. I wanted to broaden the 
contract to include Spain and Portugal, and the sales agent asked me if I know 
theatres in Portugal, and I said no, that I don’t know what other distributors there 
are in Portugal, how many theaters, where they are, what kind of theatre, the media 
of theatre. And I said, “You’re right, it’s true, it has to do with territory.” Spain in 
addition to Andorra, Andorra because  –– and this we just learned –– because if 
you sell the movie to television, that television also broadcasts in Andorra, so, if you 
don’t have Andorra it doesn’t make sense given Spain-and-Andorra is the standard.

We do distribution for the territory of Spain, and that’s the part that lets us 
really work on the movies, what motivates you, and it has to motivate you a lot 
because you’re going to put a lot of yourself into these movies throughout the 
year. It’s a pretty long process. Given it’s not a central part of the cooperative, 
we don’t have personnel exclusively dedicated 100% to distribution. We can 
permit ourselves the luxury of premiering three or four movies a year and taking 
care of them and not feeling obligated, at the moment, to screen all kinds of 
movies one right after the other. Here we can permit ourselves the luxury of 
making a selection that really motivates us, because of one thing or another. 

What selection criteria do you follow to choose the titles for distribution? 

There’s not much regulated criteria beyond the initial impulse and the kind of weak 
logic of saying “I’m not going to distribute movies where I know that, as much as I 
like them, it’s almost impossible to get people to see them.” We still do that, in some 
cases, because you also learn to know what that “impossible” is about. But it wasn’t 
evident for any of the movies we distributed that they would turn out well, I think.

Do you believe that there’s a culture of original-version film, or auteur film?

I believe you could say that there is and that there isn’t. The answer more or less 
would be no. It’s demonstrated by the scarcity of original-version film theaters, the 
scarcity of auteur film theaters. In Galicia, for example, this theatre is associated 
with the network of Europe cinemas. It was the first time in Galicia in the twenty 
or twenty-five years of history of having that network that there was a theatre 
associated with it, so the answer is no. On a political level, regarding the Law of 
Theatre, the possibility of creating these measurements is there, but there aren’t 
measurements of support for independent showings, for original-version showings, 
for helping with the distribution of independent films; they exist, they’re important, 
but it’s an independent distribution where the threshold is too high to permit risky 
operations to access it. Then, there’s more culture in the original version, local on 
the level of small communities, more activist, if you want to understand it that way; 
a kind of more nostalgic audience that continues to be activists, in some way, like 
there were activists going to see Pasolini, Bergman, and Fassbinder’s movies in the 
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film clubs in the sixties and seventies. Well, all of these people keep going to see 
movies, much of our audience is an older audience, but also more experienced, an 
audience that continues to be open to seeing new things, because it’s their tradition. 

And in the specific case of this city, there’s a festival in November that lasts three 
weeks, has a thirty-year history, and projects the original versions of all the important 
films by Kant, Berlin, Venezia, etc. Throughout much of this time, when there wasn’t 
original version film or there were only commercial films, this festival was the only 
access in the community to this kind of film, it’s a great success, and it’s really the 
breeding ground that makes possible a project like Numax, with original version film 
from small communities, volunteer initiatives, or individuals, because distributors have 
no motive for showing a movie with subtitles. No motive because it’s totally penalized.

What institutional support has Numax had?

Help from the state, zero. We didn’t even consider it because the state doesn’t 
consider offering support for projects like ours, not for one-time activities, but ours 
would be there like any other entity presenting a cultural activity project. There isn’t 
support for independent showings, Spain is the only country in the area that doesn’t 
have a network set apart for the circulation of independent films, call it art and 
composition, call it auteur film, and the only country that doesn’t encourage original 
version production; due to this, the provider doesn’t have any motive for taking the 
risk, because it’s evident you won’t have the same turnout as you would with a movie 
with a big promotion campaign and that generates a lot of interest in people.  Not all 
the movies that have big promotion campaigns turn out well in auteur cinema, nor 
in smaller scale theatres, nor in larger theatres. And in the same way, a movie won’t 
function because it’s good, or because it’s bad but has a big promotion campaign. 
I believe it’s more complicated than all this. We also learned, as a distributor, that 
you can waste the same amount of time on one movie or another and see totally 
different results. So, we haven’t received help on the level of the state nor on the level 
of autonomous government. In the last two years, we’ve had a yearly grant that exists 
for theater productions, cultural productions, attendance in fairs and markets, that 
allow cultural product distributors to attend, so we kind of sneak in as a distributor, 
and that’s how I’m able to get to Kan, Berlin, Locarna, to festivals to see movies. This 
past year it was 700 €, and this year it’s 1500 €, to give you an idea. I have to say as 
well that we were very welcomed on an institutional level; since the project was born, 
it’s had a big impact, and we got the Best Cooperative Project of the Year award the 
year it opened. Last year, we received the Galician Culture Award, which is the national 
audiovisual award. The Audiovisual Academy of Galicia gave us the ‘Mestre Mateo’ 
(‘Master Mateo,’ in English) award for the best entrepreneurial initiative. In two and a 
half years of the project, we’ve won like the three most important awards. Of these 
three, only one included an economic endowment, which was 5000 €, which was the 
best cooperative project award. Yes, everyone congratulates us but right now there’s 
no financial assistance. I do a lot of presentations. I try to advocate and put many 
models and many different forms on the table. In the Basque Country, the institutional 
model that they apply to film is very interesting, because they’re giving very important 
support to the theatres, to showings in the Basque language. On an institutional level, 
they have a policy that can serve as a model, not only in communities with their own 
language, like Galicia, but as a model for the state. In Catalonia there’s also at least 
attempts to consider independent showings and distribution, if less ambitious and 
at some points more arbitrary. I know that there are communities that are eventually 
developing slight aid for distribution, I know that the Community of Madrid has a line 
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of economic supports, I know that Andalusia does as well, but as far as Galicia, the 
response that we have from the administration is that they’re willing to work on it, but 
at the moment the Galician government hasn’t changed anything. There is, or it seems 
like there’s going to be, based on the news that I have, on the level of the provincial 
council, the council of Coruña in this case, which is the province that corresponds to 
Santiago, is working on aid to encourage and facilitate premieres in movie theatres 
made by producers in the province of Coruña, or distributed by distributors in Coruña. 
So next year, if this appears, we will have contributed to generating an institutional 
mindfulness that realizes itself in a support that can help not only us, but other 
distributors, and above all, producers who until now haven’t had any support for 
debuting movies. What happens is that it’s linked to the Galician language, it has to be 
Gallego in the original version, or dubbed in Gallego, or subtitled in Gallego, but this 
isn’t a problem because we subtitle all our movies in Gallego by our own initiative. 

We have a little pact that we got with the Galician government, which involves 
subtitling five movies. We’ve started a process with the state distributor to translate 
the subtitles that they incorporate in the master copies that are later premiered 
in all the theatres, that are passed to the Blu-ray for cultural centers’ showings, 
and when they edit the movie commercially, the DVD comes out with subtitles in 
Gallego, for five films per year. This is the only institutional support that’s like an 
almost private agreement, that offers us very little money and it’s money in return 
for work and we’re content, because we choose the movies over time and one of 
them was the Carla Simón movie that’s pre-selected for the Oscars. We tried to 
make a catalogue and then bring it to high schools, institutes, ourselves, so that the 
kids would come see the movies at the theatre in the mornings in return for much 
more activist work on our part. The support is very minimal, little things like that. 
And for example, the master-classes that we do are with municipal support. It’s a 
program that we presented to the council and the council financed it. Here’s where 
all kinds of people come, it’s a luxury because it’s an opportunity, a few times a year, 
to be with directors that charge for their plane ticket, fees, hotel, meals. It’s money. 
It’s an important amount, you can do a free class because you have the council 
collaborating for this. I work because I like to do it, but I need someone to give me 
a hand. So, all these links should, with time, strengthen themselves and start getting 
involved with objectives because we have a ton of things to do, as we’re very aware. 

What relation does Numax have with the University?

The university isn’t really there to support companies. There are a few indirect 
examples, but that’s on other levels. In our case, it’s not something we’ve 
worked on. This year, we made contact through the cultural extension of the 
Vice Rectorship, to make them a proposal for a parallel program of movies that 
would offer a grant for the alumni who came to see a series of movies and later 
did some work about the series. They accepted this, and it’s a series called “Os 
olles verdes. O Cinema inédito de NUMAX” (Galician for “The Green Pans. Or, The 
Unpublished Cinema of NUMAX”) and here we try to choose movies from festivals 
that weren’t offered in Spain, often not even subtitled, movies that the city won’t 
see, so this should kind of encourage the public university to assist us. Certainly, 
there are many lines of work that can be taken advantage of with the university. 
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