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Representation, Realism and Violence
One of the most significant elements of Colombian cinema has been violence, but, violence as a phenomenon that transcends social, political and economic orders to become a cultural reality. The commission studies on violence detected in 1987 the existence of numerous types of simultaneous violence in Colombia, originating in rural areas and now extended to the cities; so, there are: political violence, organized violence, violence against ethnic minorities, media violence, socio-economic violence and domestic violence (Colombia: violencia y democracia, 1988). Since then, we have not ceased the task of recognizing these realities in Colombian films, because the representation of violence has been built from the words we use to refer to it, the stories we tell about it, from the images we produce on it, the emotions we associate with it, the ways in which we classify and conceptualize it, and the values we place to it. (Hall, 1997)
However, the portrayal of violence in the current Colombian cinema seems more related to realism of film violence and the fragmentation of postmodern art, than with reality itself. Thus, the first hypothesis of the change is related with the crisis of representation announced by Foucault in the modern era, and that comes to dominate the postmodern discourse in Latin America. According with the theory of self-referentiality, we attend to a crisis of the sign, more related with the phenomenon of semiotics than with the changes of reality. We have lost the links with the real, because, actually, signs are only referred to something merely constructed by the signs themselves (Nöth 2001)
In that way, the crisis of representation comes to be a paradox because while we are still trying to find where the historical, political and artistic connections of the image are, it has been found that we are already immersed in a self-referentiality of signs. Thus, the symbolic has replaced the references to the real to create symbols that dominate image, and cinema has substituted the values of reality for the values of signification. So, whether representation appears as a way of making sense of one thing or event, then, Colombian cinema has set aside the representation of violence to inaugurate a new form of realism.
Since realism has become into a category so difficult to define, Steve Neale aims to recognize that verisimilitude is the end pursued by the film. We use the concept verisimilitude to mean what the dominant culture accepts as credible, appropriate and timely. Thus, Neale establishes the existence of two types of cinematic verisimilitude, generic and cultural. Generic verisimilitude explains that a movie should have a degree of consistency with the generic form to which it belongs; it changes whether it is a western, a musical or a film noir.  This means that, film verisimilitude is essentially related to the creation of a universe, and an atmosphere that emerged from the initial proposal of a genre. But, that created world is also associated with the cultural and the historical moment in which the characters are moving in, and so, with the time in the film is shot; those things gives to a film its cultural verisimilitude, its common sense and provide it the rules related with real world behaviors. (Neale, 1981).  
In fact, Josep María Catalá recognizes that generic verisimilitude has constructed learned ways to perceive reality.  For example, landscape has been created by adventure films, while gangster films have explored the city streets. So, he argues that the natural and the social have been melodramatized through western and film noir, while the house, has been melodramatized by Melodrama (2009) This is part of the nature of the new melodramatic realism of film, a certain cinema specially influenced by genres; no matter whether it is following it or whether it is breaking its rules, it is always preserving its generic essence.  So, contemporary film violence mainly appeals to action genres as Western and Film Noir, which have developed their whole generic structure from the violent, masculine and realistic images of American late nineteenth century (Casas, 1994) and mid-twentieth century in France (Bould, 2005).  Thus, cinema continues building realities which are already learnt and transformed by cinema itself, therein lies much of its melodramatic quality.  
In this way, Josep María Català studies the impact of image in the new realism of film, photography, literature and painting, based on the recognition of the private as the new sphere where realities are developed: “It is a matter of perspective: the exceptional becomes normal, we could say that it is melodramatized, but it doesn’t mean it is riled. Melodrama expresses the profound experience, and therefore unique, of a process that is constantly repeated” (2009).  This means that now, a constant and emotional crisis, that was formerly private, stays in first place, and this is, eventually, the actual reference of reality. That’s why reality has been melodramatized. 
So, while violent genres provide action to a motion picture, melodrama brings to new realism that emotions it need to move the characters. What happens in the film is driven by emotion and by anguish, so, these characters are far from appealing to reason or ideals, because they are driven by their own feelings (Català, 2009). In Colombian cinema, we have first experienced a process of building an image whose referents are associated with various types of violence occurred in the country. Those films were looking for representing violence, or to demonstrate its existence.  In this way, it is necessary to say that both, Marta Rodríguez and Jorge Silva’s social documentaries (Burton, 1990) such as, neorealist Víctor Gaviria’s footage (Jáuregui y Suárez, 2002), achieved the goal to be involved in that violent scenarios reconstructing violent realities with their own protagonists. But, it could be said that during the last decade our films has moved from countryside to downtown and from city center to home, creating a new image of reality and an intimate image of violence that could be related with the crisis of representation. 
These films has been produced under the new feature film policy model, that was started in 1997 (Castañeda, 2009) and was definitely established in 2003 with the new Law of Cinema.  The Post-Neoliberal colombian film policy, as came as “a boom of international recognition and number of movie releases in the last decade”, we moved from making three (3) movies per year in 1994 to finish ten (10) films in 2007 (Castañeda, 2009).  The new financial model of the State has extended its interest to the impact of Colombian cinema in the economy and to consumption surveys of viewers, but not in the contents.  But, these neoliberal principles are mixed up with “the discourse of cultural diversity defense and national content requirement”. (Castañeda, 2009) 
After this overview of current filmic production and the concepts of realism and violence, it is possible to recognize how the crisis of representation is manifested in current Colombian films. As Català asserts, this crisis is not related with the loss of meaning but with the effervescence of meaning (2009). In our case, it would be said, as a second theory, that there is a total displacement of the original meaning of violent cinema. The study includes the main violent sequences of Medellín: sumas y restas (Medellín: addition and subtraction Víctor Gaviria, 2004), La historia del baúl rosado (The story of the pink trunk Libia Stella Gómez, 2005) Satanás (Satan Andy Báez, 2007) and Perro come perro (Dog eat dog Carlos Moreno, 2008) as case studies; through these films we will find out how melodramatic is Colombian realism, and how violent is its representation. 
Staging of Emotions in Medellín: sumas y restas
Medellin is the most represented city in Colombian cinema, especially in the cinema that announce some kind of violence associated with easy money, lack of opportunities and social inequalities in the country. We have seen the in the screen the images of communities and suburbs extended over the mountains, steep streets of criminal neighborhoods, makeshift shrines dedicated to the Virgin, the river coming down dead bodies, all kind of monuments, noisy funerals of thugs, and the motorcycles patrolling the city.  It would be said that the reason why we recognize those images is because of the appearance of Rodrigo D. No futuro (Rodrigo D. No future Víctor Gaviria, 1990), which led us into the city of Medellín and its young hitmen lives (Kantaris, 1998); and, La vendedora de rosas (The rose seller Víctor Gaviria, 1998), which revealed us a childhood tied up to drugs and abandonment (Jáuregui and Suárez, 2002).  .  Those films invented cinematic Medellin, and Víctor Gaviria did it, so when La virgen de los sicarios (The Lady of the Assassins Barbet Shroeder, 2000) and Rosario tijeras (Emilio Maillé, 2005) appeared on the cinema, it came to reinvent the sense of those images, to fill color that houses and streets, that were brick and gray before, it came to turn on the lights of the mountain, to make it a Christmas crib, or what is the same, it came to make a baroque and empty image of reality (Baudrillard,1987). 
Juana Suárez and Carlos Jáuregui recognize that Gaviria’s movies “point, although in an irregular way, to ethics, but not to aesthetics or a politically correct, or a testimonial anthropology” (2002). While in La virgen de los sicarios, Fernando the writer and protagonist, acts as a kind of “literary medium of the pre-literate otherness, of the voluptuous orality and of the violence of the communes, conveyed by their young hitmen lovers” (Jáuregui and Suárez, 2002).  In that way, Rodrigo and La vendedora de rosas should be considered two master pieces of the representation of violence, not only because it talk about violent realities, but also because that violence is interpreted by their own characters, in their own language and is set in it’s own scenario. 
However, in the third film directed by Víctor Gaviria, Medellín: Sumas y Restas (2006), there is a fundamental shift in the representation of violence, in the construction of Medellin as a character, and we can find another essence of the city.  First, Rodrigo D gave as a landscape full of contrasts among city center and suburbs (Kantaris, 1998).  After this, La vendedora showed us the streets full of prostitution and child abuse.  Now, Sumas y restas enters in the intimacy of home, in the emotional dimension of a city which is shown through what happen inside rich houses, farm houses, empty houses and office houses. Suddenly, private places are turned into public spaces (Català, 2009).  
The movie get into home to find out the real confidence of those men from Medellín, involved in drugs businesses during the 80’s.  In opposition to classic genres, men assume the role of emotions and women are remained in the background of home. This emotional landscape of Medellin is also full of contrasts and intersections of distant social classes: Santiago represents a high class engineer, involved in drugs trade, like many of his childhood friends, and Gerardo is a lower class drug dealer, who wants to domain drugs traffic. Santiago’s atmosphere is crowded of refined people sitting around a big table full of food, what reveals an unbroken family tradition.  Meanwhile, in an isolated part of the city, Gerardo’s home appears as a mechanic shop and an office for illegal procedures and payments. Gaviria, instead of showing images of business operation, attempts to discover the heart of a permissive society where was accepted mafia lifestyle.  
The kitchen, a double meaning concept related with the place with drug is processed, turned into a central topic of the movie, as it is in Melodrama where the kitchen usually works as the central set of home (Català, 2009). So, it could be argued that in Sumas y restas the kitchen is used as discursive form to talk about a very important violent topic such as drugs business, but in the language of Melodrama.  Paradoxically, this term comes from the way mafia dons talk about the process of cocaine, but in the entire universe of the film revolves around foot, eating and the kitchen. 

The staging of emotions appears during the final mismatch of the characters, at the funeral sequence of Gerardo’s brother. Contradictory and unbridled emotions flow during this ceremony: loud music, people crying, a lot of liquor, gun shots, revenge feelings and the notorious absence of Santiago.  After the funeral, Gerardo’s orders turned into visual emotions or actions determined by emotions (Català, 2009): the assassination of his brother’s murderers, sparks of blood dotting the avengers, a lot of cash for the gunmen, gunshots in the air, alcohol and celebration.  These images are interspersed with Gerardo’s dialogues of resentment against Santiago, because he was not there to support him in the funeral. 
At this point, it is important to clarify that if the meaning of the image-emotion or the staging of emotions appeals to the genre of Melodrama, it goes even further.  Català’s theory the symptoms of a new melodramatic realism of cinema is not related with certain images and their corresponding approaches, but with a visual layout that becomes in the depository of that emotion (Català, 2009). In that way, the images that involved Gerardo’s revenge and betrayal not only dominate the plot, but also announce Santiago’s retaliation after he is kidnapped and extorted.  This time the restaurant is the scenario for the assassination, and the last place visited by Santiago before coming back to his high class neighborhood.  
The transition from streets to home, from the aesthetic of everyday poverty and violent streets to the subjectified action of the house, complete the portrait of a violent society. But, also, it could be said this is a manifestation of how depleted and overexposed are the images of violence in Colombia, especially the images related with Medellin. The evidences of the new melodramatic realism in the representation of violence in Sumas y restas is more related with emotions than with generic reality. Watching the movie again, it is possible to recognize that its self-referentiality is refered to Gaviria’s own work: selecting natural actors that were in Medellin during the era of drugs traffic, reusing the same language (Jáuregui and Suárez, 2002) employed by hitmen in Rodrigo D. No futuro and recovering yellow light night (Kantaris, 1998)) from La vendedora de rosas.  In the next movies, we will see how the realistic picture of our cinema is consciously moving toward the generic verisimilitude, approaching to Hollywood classic film, repeating certain patterns; that lead us, not only to a melodramatic reality, but also to a sort of unreality.
The discovery of the uncanny and the beginning of hyperrealism 
There are many movies that reference the era of Violence in Colombia (1946-1958) -the official beginning of XX century violence (Henderson,1984; Hobsbawn, 1985)- but all of them have not pursued the same intentions, or have achieved the same results. It is not the same referring to a movie like Cóndores no entierran todos los días (Condors do not bury every day, Francisco Norden) produced in 1984, Confesión a Laura (Confession to Laura, Jaime Osorio) completed in 1990, or La historia del baúl rosado (The Story of pink trunk, Libia Stella Gómez) that has been shot almost half a century after this era.  
The first one is an aesthetic exercise of rural Film Noir, called magic realism by Jameson (1990) that ends with the death of a very important villain of the era.  This magic realism is referred to Freud’s theory of the uncanny, which coincide with the theory of the new realism developed by Josep María Català in the way both theories talk about the presence of something strange and disturbing inside of image. In the second movie, the mixture of documentary and fiction, manifest the intermediality of cinema, as well as the intention to make a plausible reality; but, also, the film uses a love story of two people from different politic parties, conservative and liberal, to make a confrontation of ideals. The last one, very distant from the era of Violence, appears closer to the theory of simulacra announced by Baudrillard (1987), between the imperative of Film Noir and the transgression of the real facts of the era.
La historia del baúl rosado is not registered within the political conflict of the era of Violence in Colombia, or at least, the political situation of the time is not explicitly registered, but in the universe of the film its possible to recognize the news of the elections, the political rise of the murdered candidate Jorge Eliécer Gaitán and his campaign posters, which eventually make a bridge between the film and the reality of that time. It is the story of a typical thriller: a dead body of a girl put in a trunk, the consecuent spectacle of the news around the case and women behind the investigation. Everything is perfectly possible until we remember that it is a movie set in Bogota, during the 40’s, so it is evident that genre artifices are mixed with current representations as a strong woman who says her opinion and influence a detective, or a newspaper dedicated to manipulate information.
Behind these genre manipulations, appears the uncanny, or what Freud called “that sort of awful involving known and familiar things for some time" (1919), and it would be said, that it is encrypted the male characters: a pusillanimous journalist attached to his daughter’s desires and a shy detective who fear of his death mother portrait. But, there is a big awful truth: there were no crime; but there was news every day, so the criminal was there the whole time, writing and changing reality. When the detective reveals the mystery to his colleague (the woman), the shot is open and a big travelling out reveal us of the fantasy and show us another truth: the old train is actually passing by the modern Bogota, in the middle of buildings and urban traffic noises.
Thus, it could be argued that the new realism of Colombian film turned into a kind of hyperbole of reality, or what is the same, to a Neale’s generic verisimilitude. Cinema, as Baudrillard argued is going toward hyperreality, or a reality that has turned into a simulacra. Baudrillard’s theory of hiperreality comes to be that reproduction of the universe where reality is already defined because it is entirely a simulation of film tech (1987).  The concept of hyperreality is very close to what is proposed by Català, because they coincide in the prevailing fascination of current cinema for realistic effects and the emptiness of the image.  However, there is a significant distance between the two authors because Baudrillard believes that "[...] images have moved towards things. It is no longer the mirror of reality, image can no longer imagine the real [...] because it is the real itself and it can not transcend it, transfigure it, or dream it" (1987).  Beyond that, Català found that we are not holding the mirror of representation in front of reality anymore; we become ourselves in the mirror, and reality flows through our bodies, so the internal and the external are confused” (2009).
This emotional encounter is a transfer of feelings which is explained as a constant and unending movement inside image, because, it could be said that moving the feelings is possible to transform realities, as it happens with the images of violence in Colombian cinema. Multiple manifestations of violence are very inside of our reality and we are all emotionally connected with that violent reality. But, we do not refer to a sentimental connection, but to a relationship that is codified with signs, based on known images, otherwise would be impossible to recognize those events and elements of the Colombian History of violence in the films.
Satanás or the arrival of Postrealism to Colombian film
After the indefatigable pursuit of reality, Colombian cinema has created a series of symbolic levels of realism associated with our vivid knowledge of History and what we have learned about genres. Satanás (Satan Andi Baíz, 2007) is a good example of this symbiosis, a real case of violence, adapted to literature and then to cinema that mixes horror, mystery and tragedy to show three characters: Eliseo, a war veteran with schizophrenia, Paola a poor girl trying to get money with two thieves, and Ernesto, a sinner priest who lives a romance with his maid.  The plot mixes real facts from 1987, when a Colombian veteran from Vietnam murdered 29 people just in one day: his mother, his English student and her family, the customers of a high class restaurant in Bogotá and his self; the other two characters of the film were fictionated by the novel.
The director uses the case of the massacre as the final encounter of the three characters, but evil is constantly present in the film, in its protagonists, encrypted in their bodies, and emotionally manifested in their actions.  Thus, the body appears as a place for the expression of emotions, loaded of symbolism, as if they could answer all the questions unresolved in the plot, as if those elements, alone, could tell us anything what is not explicit (Català, 2009).  The priest Ernesto is rounded by horror, and sex seems to be part of that horror in the same moment his sexuality appears relegated to the dark side of the parish, and his penances are clearly marked by the chiaroscuro of the church. Paola’s melodrama comes from her poverty and her wishes to have a different way of life, and ended one night when is ripen by two delinquents. And Eliseo appears as the mystery, a misunderstood man who lives in a constant tension with his owns world, who is incapable of having sex, and, in general, looks like a man who is about to explode. 
Mixing three genres as horror, melodrama and suspense, with the staging of multiple characters and, therefore, the possibility of using multiple narratives and aesthetics appears consistent with what David Slocum has called new violence, films that dared to represent violence with direct images, eloquent speeches and ironic dialogues (2006), but especially with fragmented montages, multi-temporal scenes and exacerbated allegories to genres.  This is a new narrative possibility, where violence is fragmented, multitemporal, operated by new technologies, an assembly of parallel stories that are somehow associated with genres, and that somehow seem to be realistic. 
Paradoxically, film genres rules are finally applied with good results in Colombian film when it is necessary to subvert it. Thus, the images of Satanás appeal to the use of symbols created by classic cinema as a safe place of aesthetics.  So, its realism belongs to the era of Postrealism because doesn’t mimic real life, but melodramatized it and prefigure it through genres. The Postrealism, we are living in since the appearance of the abstract art (Català, 2009), does not only refer to the abandonment of reality as an aesthetic concept but also as a subjective value.  So, cinematic expression of realism is based on apprehended realistic signs of the painting, photography, sculpture, film and even the television and new media, and only ultimately on reality.
In Latin American cinema there are a lot of references of that kind of violence that emigrated from the mise e scène of reality to the images of Postrealism.  That's the difference between Amores Perros (Love’s a bitch, Alejandro González Iñárritu, 2000) and Cidade de Deus (City of God, Fernando Meirelles 2002) for example, because while the first one is grabbed to some kind of marginal reality (León, 2005), the second one built an aestheticized image of violent reality. Therefore, this is not only a problem of trivializing violence, such as some critics and academics simplify the phenomena. The difference is that the universe of violence that once appeared distant and marginal, because it inhabited other spaces of the city and the society itself, now is assumed as the natural state of things. It could be said that, since the whole society is violent inside a film it is not necessary to explain where or why such violence arises; what is important now is how that violence is going to be ended in the plot.
Satanás turned the initial mystery of character’s lives into a kind of apocalyptic horror, so the best ending possible is death.  After Paola kill her rapists and Ernesto quit the church, Eliseo starts going crazy and announces the end of the world.  The final sequence of the movie means the triumph of destiny imposed over the protagonists, ass in the classic storytelling where the struggle between good and evil stays until the end, always staying good over evil.  Violence ends with everything in the restaurant, and it could be argued that this ending generates the contrary effect of the previous Colombian violent cinema based on reality; it finish with that sensation of permanent violence that was the perception of the audience during a studio of the first Colombian violent films (Acosta, 1998).  Finally, it could be said, that if an apocalyptic closure represents the end of violence, also means the achievement of good over evil, it doesn’t matter how. 
Barking dog, it bites:  the importance of the music in Perro come perro

One of the fundamental changes in Colombian cinema, or rather, one of the hallmarks of the new way of representing violence in Colombian films implies to be distant, not taking a stand in front to violence. This position requires building a violent universe where violence is a matter of facts, and not a matter of character’s attitudes, or ideals.  In that way, at the end the film you can really know what happened, how the actions occurred, but are not able to say anything about the character of the protagonists. Music plays a very important role in this condition, because sounds and lyrics help image to draw the disposition of characters on scene. The big success of new violence in American cinema is related with its soundtracks. It could be said that Where is my mind? by The Pixies is the explanation about the explosion, and the meeting between Tyler and the narrator, in the last sequence of Fight club (David Fincher, 2000), or, that Fred’s World, the piece composed by Angelo Badalamenti for Lost Highway (David Lynch, 1997), clearly exposes the stages of the protagonist’s memory. 
Català insists that musicalization is one of the fundamental pillars of the new melodramatic realism, and the other one has to do with emotions, which act as an interface between the identity and the social (2009).  Thus, as well as the body tries to explain the character within a space-time dimension; music helps us to recognize its nature and its emotional dimension. It could be said that the identification of a character with a certain kind of music will reveal his thoughts, his mood, his way of living and even his role in the film, because music has invaded the intimate and the social dimension of the characters.  
In Satanás music is barely perceptible, it seems that image is the most important issue of all, and in Medellín: sumas y restas, Gaviria gives relevance to what is explicit through dialogues. The first argument could be explained just bringing up two iconic images used in Baiz´s movie, a close up of a stiff dead body’s hand and the assassin in the background abandoning the crime scene, or the schizophrenic image of the veteran appeared in the restaurant’s mirror just before he opened fire at the restaurant. But, Baiz don’t use dialogues to explain what is happening with the characters, he also uses some elliptic sounds and inserts of mysterious sounds, like the wind around the church, announcing the beginning of the Apocalypse, or the bullets of a machine gun in Eliseo’s mind. In the other side, Gaviria’s movie is very coherent to his filmography, where soundtrack is practically irrelevant. Only in Rodrigo D diegetic music played by heavy metal bands implies the message of “No future” for young Colombian generations (Kantaris, 1998).  So, the emotions of Sumas y restas come out the bodies to be manifested through dialogues and actions.  Phrases as “we are exporting drugs to the North”, “I will make you rich” or “we are crowded of money” are repeated several times fulfilling the function that music exerts in other films. This argument put Gaviria’s film aside from other Colombian violent films overloaded of images and music.  
However, Perro come perro (Dog eat dog Carlos Moreno, 2008) succumbs to a certain kind of musical melodramatización since the first sequence. The movie starts as many Colombian films, with the catholic funeral of a young man who has been violently murdered, but differs somewhat because the sequence of the ceremony is actually dominated by the image of a santera -a very important witch inside black communities- praying Aboriginal African sentences. Thus, Afrocolombian traditions are included in the movie, not only as a representation of a very important region of the country, but also as the manifestation of the supernatural.  
The famous sentence dog eat dog comes to be the natural state of things, it transfigures on the shot the face of the characters into dogs, it becomes into the leif motif of the movie and the sentence is repeated once and again in the sound track. Everybody here is a dog, Peñaranda is a retired policeman who works for Orejon, the one who dominates the mafia of Cali; Benitez is hired to monitor and kill Penaranda because he stole some money to the boss, but Orejón, at the same time hire a witch to chase Benitez because he killed his godson -the dead man at the beginning of the film.  This chain of betrayals is always intercepted for the image of street dogs fighting over a black garbage bag which is very similar to the bag where Peñaranda hides the money he stole to Orejón.  This movie that is considered a kind of tropical thriller compile sequences we have seen and heard before: credits over new media effects, an assassination inside of a moving car, a lot of blood splashing the faces, irrelevant dialogues about what to do with the corpses, severed bodies or men running over crowded streets with bloodstained clothes.  
As Medellín, Cali has been represented as a city dominated by violence, sex and drugs. The allegorical Carne de tu carne (Flesh of your flesh Carlos Mayolo, 1983) is dominated by incest, vampirism and cannibalism which represents the conduct of the parties during the era of Violence (Martínez, 2009), or El rey (The king Antonio Dorado, 2005) was released as a realistic chronicle of the first drug dealer of the country – before Pablo Escober, the narrator emphasizes.  But, if we talk about Perro come perro we just have to say it tell stories of violence through magic, sex and music.  Benitez represents a very sexual black man, perturbed by black magic, and his dreams are full of nudity, sex and disaster. Orejon is emotional and believe in black magic, as Benitez, he is looking for revenge and he enjoys killing people. And Peñaranda is quiet, cold and calculator, capable of everything, including slice a man alive. 
Benitez kill Orejón, and afterwards, Peñaranda abandoned him. But, the unexpected ending of the movie recognizes the fundamental value of thriller, a genre where the irrelevant becomes important (Derry, 1988).  Before arriving to the definition of which character get the money, it comes out of nowhere a big, rough and clearly depressed man, obsessed with such Estela that nobody knows. He resolve the conflict killing Peñaranda, just then, magic acts over Benitez who goes to the other side where Orejón’s godson is waiting for him. Again, at the end, barking dogs are biting the black bag with the money.
Conclusions
It could be said that the tendency of Colombian cinema is to include violence as a factor of emotion, which is primarily defined by the image-emotion exposed by Josep María Català, but not as a representation of real violence.  Facts of violence, vestiges of History, are now melodramatic, not only because violence is explained through emotional images, but also because its narrative structures provides scenarios of simultaneous violence and create universes where violence is quotidian and constant. 
Multiple characters try to represent the various nuances of Colombian society but we are not talking about movies of characters because is not necessary to get to know them, or at least to recognize them as part of some party or policial ideal.  So, current Colombian cinema is far from representation of reality, because reality has been told before with the significants literature and cinema, and its references are unavoidable; so, realism is made by the self-referentiality of symbols and fiction effects that turn reality into a close and intimate view.  
Also, according to what is happening in Colombian cinema it is possible to argue that new melodramatic realism has changed the values of soundtracks in the film, and it is necessary to rethink the position of sounds and music which has changed its condition of an extradiegetic element of film to become into a mimesis of characters nature. We have to admit that since musicalization is becoming into such an important part of a film, commercial music determine actions and characters, to make a wink to the spectator. 
Finallly, it is important to say that Colombian cinema was always looking for its own cinematic way, so, we had to move from reality of violence to construct a cinematic image far from its cultural connections; we have to melodramatized it, to make it intimate and distant at the same time, attractive and repulsive, possible as a fiction film, but impossible as a real fact, because film is always remaining the spectator its character of fiction.  That’s why the only possible ending for these films is apocalyptic, because, it could be thought, just big explosions of emotions, where dead and suffering are included, end at all with violence; in that way it seems as the triumph of good, nature or destiny over evil, but not of the triumph of any political ideal.    
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