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CHAPTER 1

Beginnings: Narrative
and the Challenge ol
New Nations

The principal challenge of an introduction to Latin American fiction
is to combine a clear and cohesive narrative history with a sensitivity
towards the inevitably vast and varied nature of such a phenomenon.
Take the very concept of ‘Latin America’ itself. The term refers to a
huge subcontinent made up of many different regions and nations.
Spanish is the principal language, but in the biggest country, Brazil,
Portuguese is spoken. In the Caribbean meantime, other languages,
such as French and English, are the national tongues of some states.
Within many Spanish-speaking countries, especially Andean ones,
various indigenous or ‘Indian’ languages are spoken. And when does
Latin America’ begin? Is one to include the period before the arrival
of Columbus or can the word ‘Latin’ only refer to the post-Columbian
experience? Are the writings of the colonial period Latin American
or often merely Spanish (even if written in the so-called New
World)? Do Latin American culture and identity really begin in the
nineteenth century with Independence and/or with the forging of
nation states? Ts the term valid anyway or merely the projection of
a colonial Buropean mentality? Does it include or do justice to the
ethnic range and mix of the subcontinent (for example, of indigen-
ous, European, African, other or mixed descent)? And what about
the increasingly Hispanicized USA? Ts this also the locus of Latin
American culture?

Unsurprisingly, the sorts of questions and issues raised here have
led to long, fractious and often unresolved debates about the scope
and nature of Latin American identity and culture. Indeed, with regard
to literature, for instance, the last few decades of the twentieth century
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§aw a growing trend in Latin American literary criticism away from
synoptic histories or the discussion of broad movements towards
instead highly contextualized studies of specific historical periods,
genres and sub-genres, countries, areas (such as, say, Central America,
the Caribbean, the Southern Cone) or social groupings. Still, despite
its obvious shortcomings, the term “Latin American fiction’ is stil]
widely used, even if it is often mainly applied to narratives written in
Spanish from around Independence onwards, Moreover, contemporary
critical accounts based on a discourse of marginality and exceptions,
while often a valuable corrective, sometimes ignore the realities of
literary history and the validity and importance of a coherent explana-
tion of trends and patterns that do corne to prominence and form part
of what must ultimately be seen as a mainstreasm.
What follows here will, while retaining a consciousness of difference
and the heterogeneous, generally seek to provide such an account
of mainstream tendencies in Latin American fiction, concentrating
{largely, though not exclusively} on writing in Spanish from the nine-
teenth century onwards.! That account is based on an acceptance that
the rise of the Latin American New Novel and the Boom of the 19605
{(which brought to international attention writers stich as Gabriel Garcia
Miérquez and Mario Vargas ILlosa) represent, in literary-historical terms,
the most significant developments ever in Tatin American writing.
However, the New Novel did not grow out of or remain in a histor-
ical vacuum (literary or political). The character of Latin American
harrative was in many ways shaped by the experiences of colonialism
and independence, the relationship - perceived as both positive and
negative - with Europe, and the tensions surrounding modernization
and the consolidation of national identities. Thus the evolution of
Latin American fiction will be examined first in the context of devel-
opments in the nineteenth and early twentieth centuries. It will also
be considered in terms of what happened after the Boom, a period of
both refinement of and reaction against the New Novel. Moreover,
the discussion will be extended to include Hispanic fiction from the
US. Finally, given the obvious potentially polemical nature of any
discussion of fiction from Latin America, we will also €xamine briefly
the ways in which ‘Tatin American fiction’ functions as a concept in
society, the market and the academy, and address the very legitimacy

of a project that secks to offer an expository survey of the nature of
Latin American fiction.

Beginrings

The Nineteenth Century

The history of Latin American fiction hz?s 1o be unde;st;)]odliltr;r‘;z]o
broad and interrelated contexts: the S-OCIO.-pOhtICaI and t et Oversiai
This seemingly straightforward contention is far from uncon rl versa!
in the Latin American context. A COMINON argument .to exp a‘ ‘
N f the New Novel and the Boom is that such fiction consn.tute
Succ‘ifti(z)n of a previous tradition of instructional narrative, demgnéd
?orzaach patrietic lessons or offer ideological chall.engeksl‘ tﬁ It:grrlll,a;l
favour of a more fundamentally literary apprQach mdvx; ic ! DEHOW
and fiction were playfully or experin;e;zal?é;bczzgi afrtzl];nthe oy
cial context. This in turn led to ! | m,
ji?hlgkclif;) position being attacked as elitist, E‘urocentrl.c andfutl d{e}ju;i
of cultural specificity. Needless to say, ‘Ehere 1'5 someti-nng o thLi o
both perspectives. Many development-s in Latin }}m-encaz W.r;blegand
a function of an essentially literary history, bl-lt 1t. is un f:m ble an
crucial to realize that literary history in tk'le reglon is Oftﬁlil inex.nd foz
bound up with issues of society and polit‘lcs. In the. C(-)lor;la pzzoeiiza_
example, the first books were largely demgnc—‘:‘d to aid in the ev rgatives
tion of the natives, and the diaries, chrox-ncles and other 1r‘lar e
of the era were often basically an expression of the menta ?efnnzions
occupying colonizers. But even at this earl.y stfige there Welgel o d(;
The most renowned document of this perlofi is probably IE a;’atween
los ciegos caminantes (tr. *A Guide for Inexperienced Travellers T ween
Buenos Aires and Lima’, 1775 or 1776} by Concolgcorvo (lrea e
Alonso Carrio de la Vandera, c.17IS—C.177§). T}_us trave nar;?t.on
with novelistic flourishes echoes the Spanish Plcaresque t}rla .;es
and also functions as an official report for the viceregal al‘lt oriti é
However, it is also highly satirical and gestures towards the ig'norancd
of the colonizers and the honourable natu.re of local pract:mf:'tsi1 atna
values. None the less, it is not until the mneteenth. century a-th
more obviously political literature begins to emerge 11'1_ tallllderél wi
a republican spirit secking to foster a new sense of nationhood.

Civilization and Barbarism

In conceptual terms, the cornerstone text of Latin American fiction

3 hiadl«r
F 2all ac ~Af Athor areac ofF 1iteratiire arte and thatt1al+y e 11mdarT
aAd IR
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Facundeo, produced in 18453 by the Argentine Domingo Fausting
Sarmiento (181 1-88). Sarmiento’s book is not really a novel as such but
a peculiar hybrid of fiction, history and essay, and its importance jies in
its ideological content rather than its intrinsically literary qualities. It
Is a work born of political circumstances and historical change, specific-
ally the opportunities, chaltenges, threats and anxieties surrounding
Independence. The Wars of Independence in the early nineteenth,
century (more or less between 1810 and 1825, with Independence
completed in most places by 1828)* marked a desire for freedom from
colonial restraint and the authority of the Spanish crown, However, the
wars were essentially promoted and prosecuted by the white criollo or
creole elites of European descent, who essentially sought to secure the
control of trade, wealth and power for an American-born ruling class.

‘Independence’ was thus a problematic concept. Despite the discourse

of liberty and (often quite genuine) political idealism, independence

was, in practice, more immediately significant for the few rather than

the many and had Jittle real meaning for the ordinary, indigenous or

mixed-race masses, who, even after Independence, continued to suffer
under a system of extreme social hierarchy, a semi-feudal agricultural
sector, racial division and, in some areas, even slavery. The result was
that Independence often brought with it unrest and instability, and
the key concern for so-called liberal thinkers in the period after it
was how to achieve stability, progress and modernization on, say, a
British, French or North American model in newly emerging nations
characterized by difference and strife. The growth of a print press had
already helped fuel republican discourse and the beginnings of a new
sense of national identification, but no, increasingly, literary or semi-
literary texts were produced to foster national identities and the sort
of national values the educated writing and reading classes wished
to project for the new prototype nations with which they were asso-
ciated. Tn other words, ‘literature’, for want of 4 better term, became

a major force in nation-building or the forging of what Benedict

Anderson has famously termed ‘imagined communities’ - 4 now much-

touted notion in Latin American cultural criticism referring to the

kind of ideal or aspirational national social order that writers and
intellectuals hoped or wished to come into being.

The background to Facundo is post-Independence Argentina. The
region now called Argentina was torn by quarrels in this period
between liberals and conscrvatives, leading to a series of wars between
-_—

4 -_
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0 and 1870 involving two main sides, known as Umltanﬁnstanid
1o alists The first group were largely city-based liberal intellec u? s]j

Foder upported the idea of a centralized state run from the Caplha
5
e spAires while the second were ofter: rural landowners lW 0
eno . o
o ferred a decentralized system of more or less autonlonrllloli)is provmthe
o i 1 er. The clash between
i d their own local pow
ich would safeguar : the
Who roups was often presented as one between pro Euro;-)ean fﬁ o
tWmizgation and progress on the one hand, and xenophobic Ca 2}16
o ditionalism on the other — a clash in other words betweend ¢
a . . - r s . rs e
;r ces of what could be termed ‘civilization’ and barl.)ansI}l .In ‘e 1
{;f conflict gave the name to the subtitle of Sarmiento’s semlnad
o, i} e {’ do, or Civilization an
: fvilizacién v barbarie {"Facundo,
work: Facundeo o civi ) or Civilization and
ism’ ‘Civilization and Barbarism
arbarism’}. From now on, : ‘ S ne
S stock phrase in and theme of Latin American writing and thoug .
' ce
It expressed, in the initial stages of the term’s develzp;;e?t, i coenrican
’ i i atin Am
[ irection of newly emancipate
about the future direc ) . fean
i ther precarious
i [ tempted to build on a ra :
nations, as the elite at . : , carious sense
f ‘civilization’ (associated with the ‘progr
ol order and ‘civilization” ( e e
t from the disorderly
i i hought to be under threa
metropolis) which was t id ' /
examlfle of the wild, untamed, ‘barbari¢’ — and often n.atlvgz' or part
native — masses (assoctated with the undeveloped mtenori. v
ism” i i ex
i ‘barbarism” in the Argentine con
The embodiment of ‘bar 2
i Manuel de Rosas, w
inici llo or boss figure called Juan
provinicial caudi ‘ ed Juan ) de Rosas, whe
ing dictator (in differing co
eventuaily became a ruling . : s from 1829
1852). Rosas built on his early p
to 1833 and from 1833 to ‘
t, structured aroun
lop a huge mass movement,
of rural gauchos to deve I oune
i 5 d by fanaticism, terro
i ty cult and supporte
a hysterical personali o
i i onents, Though Rosas ev
the forced expulsion of his opp . : owually el
Sarmiento himself later became p
from power and though : ' e
i ic, the cult of the dictator is seen by
of a now united republic, ‘ byr
i tributing to a
i Argentine history and con
casting a long shadow over : s
1d later lead, in the twentie ,
cultural pattern that wou _ o L. 1
i nd the Falklands
Peronism, military dictatorship a :
phenomena such as i the Aoty
i this cultural pattern soon
Malvinas debacle. Indeed . : e 1o be fnked
i i ith the Latin American subco
by writers and thinkers wi rican nent a5 2
isi the theme of Civilization an
whole. Not surprisingly, then, nd Barbarisny
i literature well beyond the mi
influenced thought and I mid-nincleents
d - in various forms and w
century Southern Cone an . o
revisions and permutations — would become one of the main pri
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through which Latin American it
tysed and understood.
Sarmiento’s book actuall
ultimately, victims),
gaucho leader. It set
background of life

erature and culture came to be ana-

: v focuses on one of Rosas’ rivals (and

acundo Quiroga, another country landlord and

s Facundo’s rise to power against the often

e arour downfaﬂori ttl;le J;xlrgentme pampa or grasslands, but also
a € hands of Rosas. By th

o . : - By the end Rosas has

me a dangerous national Incarnation of Facundo’s barbarism

gory

by budding modernity,
implies a transatlantic a
American values.* It is

new thinking and a trading culture which also
wareness and openness to European and North
€asy 10 see how Facundo came to be seen as

and l_lighly vulnerable system of cvilized society.
This reading of Sarmient
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| notion of barbarism was simply the abandonment of responsible

government as personified in Rosas. And though he did himself
caricature the gauchos, Facundo, especially in its early stages, often
seems to romanticize the longstanding gaucho way of life. It may even
appear to mythicize the caudillo figure via the exaggeration of the
cult of Quiroga. The point is that Sarmiento was, as a literary writer,
a man of his times. Romanticism (especially French Romanticism
in the Southern Cone} was an important cultural influence in Latin
America from the 1830s onwards and writers like Sarmiento, despite
hard-nosed political concerns, were unable to avoid some degree of
romanticization of the past as well as the visionary future.

Spanish America’s first major Romantic writer was Esteban
Echeverria (1805-51). However, he is probably best remembered for
a short narrative that predates Facunde and offers a more accessible
if cruder anticipation of Sarmiento’s Civilization and Barbarism ethic,
El matadere {1838). The title refers to a slaughterhouse and this stands
as an allegory of the nation under Rosas. The ‘pequeiia repithlica’ or
mini-republic of the abattoir is run by an all-powerful master-butcher
who oversees an assortment of grotesque butchers in typical pro-
vincial garb and vile, filthy labourers scrapping over animal waste —
an unmistakable echo of Rosas, caudillos and their gaucho followers:
‘simulacro en pequetio era éste del modo bdrbaro con que se ventilan
en nuestro pais las cuestiones y los derechos individuales y sociales’
(‘this was a microcosm of the barbaric manner in which matters
concerning individual and social issues and rights are aired in our
country’).” The brain-washing mystique of Rosas is reflected in the
portrayal of the ordinary folk as equivalent to cattle who passively go
1o their slaughter. One bull, described as being as stubborn as a Unit-
arian, stands out and refuses to give in, but its eventual capture and
castration clearly represent the emasculation of decent liberal values.

A similar fate befalls a real-life Unitarian in the tale. In contrast to
the mindless slogan-chanting and sporting of pro-Rosas emblems of
the butchering masses, the Unitarian is civilized, well-spoken and
elegantly dressed. Like the virile and independent-minded bull, this
man has ‘cojones’ or balls and is willing to stand out from the con-
formist crowd. He finally dies following a fit of rage, when his savage
torturers perform a metaphorical castration by stripping him and cutting
off the whiskers he wears in the Unitarian style. None the less, and
foreshadowing the epilogue of Facundo, this fine man is compared in
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his torment by the mob to Jesus on the cross (p. 159), underscoring the
importance of the class he represents as not only the unfair victim but
also the potential saviour of the nation. Echeverrfa’s tone is more con-
sistently extreme than that of Sarmiento, but in a sense his real mnessage
is the same: his Dogma socialista (1837} reveals a notion of ‘sociability”
(rather than socialism in the modern sense) which posits the ideal of
a mutually respectful society based on fairness and social cohesion.®
The ideas of Echeverria and the more influential Sarmiento are
conceptually foundational to the development of fiction in Latin
America. However, the first real Latin American novel predates them
and predates Independence. It is I/ periquillo sarniento {‘The Itching
Parrot’, 1816) by the Mexican José Joaquin Ferndndez de Lizardi
(1776-1827).7 Though the novel is little studied and was probably of
little real impact, it is an interesting forerunner of the concerns about
nation that would come to characterize later novels of the nineteenth
century and beyond. Having said that, it is really rooted - echoing
Concolocorvo — in the Spanish tradition of picaresque novels such as
Lazarillo de Tormes (1554), Like Lazarillo, Lizardi’s protagonist Periquillo
follows a series of jobs (for example, student, monk, judge, soldier,
pharmacist, doctor’s assistant, tradesman, barber, beggar and crook)
in a largely episodic narrative that allows for a wide range of social
satirical observations bringing out the hypocrisy of Mexican society,
The social satire, though, albeit derivative in a literary sense, actually
gives the novel a degree of national focus. Periquillo’s range of adven-
tures can be seen as an embryonic tracing of an imagined emerging
nation and as a commentary on the type of society that is emerging.
There is virtually no explicit exciternent about the idea of Independ-
ence here, but the satire surrounding the ‘hero’’s apprenticeship in
iife does encapsulate criolfo concerns about the barrier to their own
social and economic progress represented by the colonial system, as
well as offering a morally corrective perspective on the criolic class.
From this point of view, E/ periguillo sarniento can be seen as anticipating

or even paving the way for subsequent narrative of a more explicitly
nationalist persuasion.®

National romances

As has already been hinted with regard to Echeverria and Sarmiento,
‘nationalist’ writing was very much bound up with Romanticism.

]
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Romanticism was always wrapped up in concerns about Changmﬁ
lues after the Enlightenment and the aftermath f)f thff Fre‘nc
e jution in Burope, leading to either a sense of malaise or idealism.
?;V;;tin America these mixed feelings were p‘rc_)jelcted, especially by
Iiberal intellectuals with a vocation of civic -obhgatlo.n, on tc; dthe ?ew
nations, with the result that those narratives Whmh cou ;f o0 a
greater or lesser extent — be described as Romam.;w tended t.o o e; ar}[
idealistic map for national evolution coupled with an anxwtl})/ abm-l
its possible failure. The differing portrayal o‘f‘the gaucho - ar 'artug:
threat or romarntic repository of national tradition —is a §ase in p.01r‘1 .

In Brazil, the figure of the Indian offered th.e potc?ntlal for suml?r
ambiguities. In reality, Indianist literatljlre or mdmms.mo was iaflge v
escapist and with little social content, its sources bemg- Fong e -OW,
Fenimore Cooper and Chateaubriand as much as Brazilian SOC‘IG’[Y.
None the less, Indians did become a projecte(if emblem of national
identity, largely because ~ unlike the non—nam'fe_e black‘ slaves .frc.Jm
Alrica — they could be taken as authentically Brazilian Whl}e rem.al%nng
conveniently distant and exotic. In O Guarani (1857), Jos-e Martu-n-ano
de Alencar (1829-77), Brazil’'s major Romantic novelist, envisions
a kind of ideal world of harmony between Indians and E.’ortuguese,
but his best-known work, Tracema (1865}, is rn(nje uncertain. }liere an
Indian princess, Iracema, falls in love with a white man, Martim, but
as a result is forced to abandon her community. The..cguple have a
son, Moacir, who might be seen as emblematic of a posm‘.fe future for
an authentic mixed-race nation. However, such OptimISltIl may b-e
neutralized by the fact that Iracema dies as a result of the birth. Sk}e is
effectively assimilated and then killed off. Her fate surely cglls.m‘ro
question the meaningfulness or even possibility of any potential ideal
transcultural state. .

This intriguing mixture of ill-fated love story anc? amblva-lent
national allegory was pretty typical of a number of Spanish Ame‘rlcan
novels of the same period, most notably the two great national
romances Amalia (1851), by Argentina’s José Marmol (1818.—71), and
Maria (1867), by Colombia’s Jorge Isaacs (1837-95). In an‘ mmportant
revisionist study of the genre, Foundational Fictions, Doris Sommer
contends that the mid-century fashion for novels ab0'u1': young
lovers wooing each other across class, regional or -racial d1v1('1c?s Was
a projection of a desire for nation-building and national conciliation.
The romantic love theme is really about, then, the need to court and

9
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domesticate civil society after the criollos had won inde
{Sommer 1991, p. 6).'°

The earlier novel, dmalia, has a much more obvious political focus.
Set against the background of the Rosas dictatorship, it deals with an .
abortive Unitarian conspiracy against the dictator in 1840. In many
ways, it is a historical novel with much overwhelming detail of life
in Buenos Aires under the dictatorship and a wealth of historical
characters, including Rosas himself and his deficiously wicked sister-
in-law Maria Josefa Ezcurra. The political dimension of the plot °
centres on one Daniel Bello’s scheming against {he system. But if
Daniel is heroic, he does not really achieve very much. Moreover,
the Unitarian perspective of the novel risks creating an impression of
neo-aristocratic moral superiority (particularly with regard to race).
Equally awkward is the weaving into this historical framework of the
love story involving Daniel’s allies, Eduardo Belgrano and Amalia,
Even so, the love plot can be read politically, Eduardo is a wounded
plotter who is cared for by the eponymous Amalia, but ultimately
forced into exile: the lovers’ curtailed domestic idyll may therefore be
a manifestation of the positive national values associated with the
Unitarian cause that are threatened by the savagery of the regime.
Significantly too, Amalia is from the interior while Eduardo is from
the capital. Their romance is thus an expression of the desire for an
ideal state of the nation in which the conilict between ‘civilization’
and ‘barbarism’ is resolved. But, of course, Amalia is no barbarian and
certainly no gaucho: the national conciliation sought is really more
the wished-for triumph of the values of the pro-European elite.

In Maria the love story is much more to the fore, and in this sense
this is probably a more successfully worked and less diffuse novel —
even though its narrative structure is rather loose, with its meander-
ing, descriptive passages and sub-plots. It was (and, to some extent,
remains) hugely popular and is widely regarded as Latin America’s
great Romantic novel. At the same time, this makes it a rather
unlikely candidate for a nation-building narrative. For a start, it may

pendence epilepsy) and - tragically — dies before Efrain returns. This inexplicable
. ep

tragic ending also dilutes the national dimension in‘that it s_eems
“jo present the star-crossed lovers as victims of an .arbltrary C-UISG Of,
destiny rather than of social circumstances - somet-hmg underlined by
the symbolistn of the ‘ave negra’ .or black bird which ?ppears m.enahc-
ingly as an image of a dark fate at key moments of m1sforFune in t};
novel. The setting of Maria, nevertheless, on a s.lave plantla.tlon, shou
alert us to a possibly significant social, econc.)n‘nc and Pohtlcal context,
and Sommer, indeed, offers a persuasive political reading of the novel.
The very fact that the lovers” idyll takes place on a near-feudal sle-w’e
plantation and that there are precious few referencci:s to Colombia’s
political and economric difficulties suggest that Maria’s ‘Iargely ﬁ]:”St-
person narrative is characterized by a nostalgic or anx‘lt_)us ‘héljkmg
back to the colonial heritage of slave owning, before ablohtion initiated
a radical transformation in class culture. It is a novel, in nlr)ther words,
of the fears and anxieties about the building of a new nation based on
racial mix. The inherited disease is a metaphorical symptom of the
withering of what was essentially an aristocracy. ‘
Another novel worthy of consideration in the context of R-()HlaIltIC
fiction and narratives of slavery is Sab, published rather earlier than
Amalia or Maria, in 1841, by the Cuban Gertrudis Gémez de' Av.ellane(‘ia
(1814-73). Avellaneda actually spent most of her adult life in Spain
and it is not clear that Sab was especially influential in the developr'n_ent
of Latin American fiction, but it has received considerable CI‘l'Fical
attention and been consequently canonized from the late twen.tleth
century onwards, following the rise in academic literary critical circles
of feminism and postcolonialism.'" The novel is usually read as an
abolitionist anti-slavery work that draws a parallel between the position
of the slave in Cuba and woman in a patriarchal society. Indeed the
comparison is explicit: ‘como los esclavos ellas [las mujeres] arrastran
pacientemente su cadena y bajan la cabeza bajo el yugo de las leyes
humanas” (‘just like the slaves, they [women] patiently drag along
their chains and bow their head beneath the yoke of the laws of

be scen as just a love story. It is about the love of a young man, men’) (p. 194). The apparent emphasis on slavery and the position of

Efrain, for the orphan girl, Marfa, whom his father has taken in as '_:3' women explains much of the novel's contemp?rary appeal to critics,

his ward. Despite the fact that they are like brother and sister, the : but equally appealing to them is the Opportunity .offered .by t_he rext

parents agree to their wish to marry as long as Efrain first finishes his for historical revisionism. Like Amalia, the historical se.rttmg. is c'luxte

education in London so as subsequently to establish himself back 5 explicit for a novel often Romantic in cha‘racter. The main action is on

home. Unfortunately, Marfa has a hereditary disease of sorts (in fact, a slave plantation in Cuba in the early nineteenth century when the
10 ; 11
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island was still a Spanish colony. It concerns a mulatto slave, Sab, and
his impossible love for his master's white daughter Carlota. Carlota
agrees Lo marry the grasping materialist Englishman Enrigue Otway.
The marriage is jeopardized when Enrique discovers that Carlota is
not as rich as he thought, but is finally made possible after Sab secretly
donates his winning national lottery ticket to Carlota. In true Romantic
style, Sab dies the very moment that the couple wed.

What is interesting abour this story is that it actually sets events in
a much wider context than slavery alone. This is really another book
about the decline of the landowning classes as they become vulnerable
to economic modernization and the demands of foreign commercial
interests. In allegorical terms, the beautiful criclla’® Carlota is the prize
of Cuba, built up with the support of a slave economy, and now open
to exploitation by mercenary foreign entrepreneurs (Enrique), The
‘Carta de Sab a Teresa’ (‘Letter from Sab to Teresa [Carlota’s cousin]’)
which concludes the novel may well be an echo of the Latin American
Independence hero Simén Bolivar's famous Carta de Jamaica {‘Letter
from Jamaica’) of 1815, in which he outlined his core political beliefs
(Hart 1999, p. 72), and therefore a veiled gesture {Avellaneda was,
remember, based in Spain} towards the cause of Independence. Sab
himself gains independence in the novel when he is freed. But it is at
the level of race and slavery that the novel’s main ambiguities can be
seen. Sab is a rather unlikely character. Intelligent and honourable,
he is really a projection of Rousseau’s noble savage (a figure so dear
to the Romantics) - a fantasy of liberal white desire for reform with-
out loss of privilege. Indeed his behaviour is almost that of the ideal
white man and it should come as no surprise that he is particularly
light-skinned. The other slaves, meanwhile, are often portraved as
passive and essentially contented. And Sab, is, in any case, just like
any other Romantic hero - ultimately a victim of love and fate (hence
his melodramatic death) as much as of society.

Despite any such revisionist reservations about the limitations of
Avellaneda’s social perspective, there can be no doubt that Sab Temains
a striking example of the literature of national reflection, not least
because of the centrality of a black character at the heart of the narra-
tive and its unquestionable abolitionist thrust. The fact is, though, that
in its day it was very much the work of a Cuban in Spain. It did not
have a great degree of impact in the years after her death, though
slavery was at last abolished in Cuba some thirteen years later in 1886.

12
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Costumbrismo

What is trie of Sab, and of all the major texts considered here so far, is
that, despite varying degiees of connection to the idea of Romanticisim,

. they are all very much concerned (even Maria) with the social, eco-

nomic, political and geographical reality of Latin America. Indeed, later,
more experimental literary reactions against first nineteenth-century
and thereafter early twentieth-century writing have tended to be ex-
plained in terms of a rejection of the instructional, patriotic, national
or, broadly speaking, ‘realistic’ nature of such writing. Given that post-
Independence nineteenth-century narrative of note was always, to a
greater or lesser extent, bound up with the legitimization of new nations
or the expression of aspirational ideals for them, it is not surprising
that it also seeks to be something of a reflection of reality. For example,
much nineteenth-century narrative was heavily influenced by costumi-
brismo or costumbrism, Costumbrisnio was a type of literature that paid
particular attention to the customs or habits of a particular region or,
later, country, and is often associated with the depiction of picturesque
scenes of local colour. In Spain, for example, portraits of rural Andaluda,
such as Cuadros de costumbres (‘Sketches of Customs and Manners’,
published in 1857, though written earlier) by Ferndn Caballero (the pen
name of Cecilia Francisca Boehl von Faber [1796-1877]), had signifi-
cant impact (Caballero was a friend of Gémez de Avellaneda), as did
the more analytical sketches of Mariano José de Larra (1809-37).
‘New World’ writers soon followed the Spanish example as costumbr-
ism was applied to the demand after Independence for vivid portraits
of a specifically Latin American reality. In fact, all of the works discussed
so far contain obviously costumbrist elements, with their eloquent
descriptions of, say, gaucho life on the pampa or plantation society.'
But perhaps the most quintessential Tatin American manifestation of
costumbrisme was the tradicion (traditional sketch), associated nowadays
almost exclusively with the Peruvian Ricardo Palma {1833-1919).
His Tradiciones peruanas ('Traditional Sketches of Peru’, published over
a lengthy period between 1872 and 1910) were colourful and witty
pieces which focused on the historical past, usually the colonial
period, though sometimes the pre-Columbian or post-Independence
eras. They covered the whole range of Peruvian society from vagabond
to viceroy, were often of a satirical bent, and dealt with a variety of
anecdotes concerning social disagreements, religious practices, popular
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linguistic expressions and the like. In effect, what they did was tg

supply the padding of a national tradition for the new Peruvian
nation and help in the forging of a sense of national identity. But also,
in expanding the scope of costumbrismo (which tended towards the
escapist), they provided a bridge between Romanticism and Realism,
as a maore recognizably realist style of literature began to come to
dominance {with some, as shall later be seen, major exceptions) in
the late nineteenth and early twentieth centuries,

Realist narratives

Talking about Latin American realist fiction is really rather problematic.
As has been indicated, many later writers would regard the works
considered so far as very much connected to social reality, while many
of the major so-called realist novels to appear in Latin America after
Romanticism do not really stand comparison with the European
Realism of, say, Balzac, Dickens or Galdds, or the Naturalism of, say,
Zola or the early Pardo Bazan. A looser, broader and less historically
specific notion of realism (with a small 1) may well be a more helptul
way of understanding the evolution of Latin American fiction from
the late nineteenth to the mid twentieth centuries. In the meantime,
though, three transitional figures should be briefly mentioned.

The Chilean Alberto Blest Gana (1829-1904) is usually credited
with producing the first European-style Realist novel in the form of
Martin Rivas (1862). Romance and sentiment are not entirely absent
from this novel, but it echoes very much Dickensian Realism, with
its eponymous hero pursuing a trajectory from the shabbier and semi-
dependent end of society 1o the point of entry into mainstream upper
middle-class society, against a background of colourful lower-class
rogues and saucier sorts providing lighter relief. The main Naturalist
writer of the period is probably Argentina’s Eugenio Cambaceres
(1843-89). His Sin Rumbo (‘Without Direction’, 1885) is a dark novel
dwelling, in a kind of perverse realignment of the costumbrista tradition,
on the sordid and often unspeakably violent detail of human reality,
while his En la sangre (‘In the Blood’, 1887) dlearly alludes to that
other Naturalist credo of hereditary determinism. The last notable
Naturalist novel was probably the Mexican Federico Gamboa’s {1864—
1939) Santa (1903). However, despite its emphasis on the squalid and
deterministic, Shaw sees it as marking a kind of swansong for
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Naturalism because of its tendency towards the love ideal and moral

" regeneration (Shaw 2002, pp. 30-2).

The problem is that none of the preceding titles can be seen as great

h novels and they have received scant critical attention so far. They did

form part of a strand of development in Latin Amerinin fiction that
continued into the twentieth century (the grotesque reahsm. of j;he later
RBoom writer José Donoso’s first novel, Coronacidn ['Corenation’, 1957],
being a striking case in point), but never helped creatle a really strong
trend for urban or provincdial Realism or Naturalism in the Eur.opean
tradition. What the brief burgeoning of Realism and Naturahsm_at
the turn of the century did show, however, was that a concern wﬂ.:h
social reality was becoming a self-consciously central feature of Latin
American fiction. .

Perhaps a more interesting example of fiction of a sort of Rerithst-
Naturalist inclination, and perhaps more typical of the kind of direc-
tion Latin American realism would broadly take after the nineteem.h
century, was Clorinda Matto de Turner’s (Peru, 1852~1909) Aves s.m
nido {*Birds without a Nest’, 1889). Although its feet are still partly in
the costumbrist and even Romantic camps, Aves sin nido sees jtself E.lS a
departure from the norm. In her preface to the novel, Matto em}?hasmes
two things. One is what might be called realism: to describe her
literary aims she uses words like ‘fotograffa” (‘photograph’), ’observ.ar
atentamente” (‘careful observation’), ‘exactitud’ (‘exactness’) and ‘copia’
(‘copy’). The other is social protest: she expresses her love of‘ the
indigenous people and her hatred of tyranny (which she associates
with the church, government and landowners), and wishes her work
1o offer a ‘moraleja correctiva’ (‘moral corrective’) that will help to
‘mejorar la condicién de los pueblos chicos del Per’ {‘improvelt the
condition of the communities of the Peruvian interior’) and contribute
1o ‘los progresos nacionales’ {‘mational progress’)."* The text that follows
her introductory remarks may not fit the classic critical definition, but
what emerges here is a conscicusness of a kind of social realism that
is not only a first step in the development of Indigenism but lwas
to become, in general terms, characteristic of much Latin American
fiction for the next half century or so. Unlike the romantic projections
of Brazilian indianismo, indigenismo sought to combine a more realistic
presentation of the ‘Indian’™ experience with social and political
critique. Indigenism became a genuine phenomenon in the ﬁrjst half
of the twentieth century, but Matto’s work clearly anticipates it.
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It has become fashionable to point out the limitations of Indigenist
wrlling, emphasizing the sometime tendency to idealize the Indians
and the paternalistic or maternalistic outside perspective of writers
who were usually white, urban and middle-class. Both things are true
of Aves sin nido, and its explicit political preaching further limits its
status as major literature. But for its time, it is a fierce and powerfal
piece of work (Matto was excommunicated and exiled for her troubles).
In a sense the novel revisits the theme of Civilization and Barbarism,
this time in an Andean context and with a tweaking of Sarmiento’s
perspective, There is a clear progressive, modernizing agenda here,
but the presumptuous nature of a concept like civilization is implied,
while, more importanily, barbarism, or salvajismo (wildness or possibly
savagery) as Matto prefers to call it, is not inherent in rural folk but
precisely a result of and reflection of their appalling mistreatment
by the authorities. The barbaric exploitation of the Indians is the key
background to the plot of the narrative. Lucia Marin is a white woman
who temporarily relocates to the fictional Andean village of Killac
because of her husband’s mining interests. Her attempt to help the
local Indian Yupanqgui family results in a violent backlash in which
the Yupanquis are killed and the Marin home is attacked. Lucia adopts
the Yupanquis” daughters and takes them away from the mountains
to the city — away from barbarism to a (hopefully) more enlightened,
liberal urban culture.

The gendered perspective of the novel (with the positive emphasis
on Lucfa and other female characters) can also be taken as a wider
expression of the hope for change and progress. But the ending
introduces another negative. The birds without a nest of the title are
obviously the orphaned Yupanqui girls. However, at the end the
image undergoes an adjustment. Young Margarita Yupangui is to
marry the (also adopted) modern lawyer Manuel, but it is dramat-
ically revealed that both are in fact the offspring of Killac's corrupt
bishop. The young lovers are now referred to as the ‘aves sin nido” of
the title {p. 220). Once again the ihreat of incest is raised as a barrier
to human happiness (as in Maria or even Sab, where Sab and Carlota
are possibly cousins). But the incest theme here seems emptied of any
Romantic overtones of cursed destiny. Here instead it is a searing
reminder of very earthly injustices - the corruption of the church, the
brutal attitude to women, and more generally the very lack of civility
in the new nations that is such a threat to progress.
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Matto's brand of realism may be too didactic or melodramatic for
some tastes, while that of Blest Gana and Cambaceres may be too deri-
vative or, even, uninteresting. However, there is one stand-alone figure
in Latin American nineteenth-century Realism who could, without
exaggeration, be easily mentioned in the same breath as Flaubert, and
that is the Brazilian Joaquim Maria Machado de Assis (1839-1908).
His mature works are not only masterpieces of Realism but also go
much further, anticipating the profoundly modern style of literature that
would characterize the most internationailly famous Latin American
novels of the twentieth century. His greatest work is Dem Casmurro
(1899). At first sight it is typical of the sort of female-adultery novels
that were successful in nineteenth-century Europe, such as Flaubert’s
Madame Bevary (1856) and the Portuguese Eca de Queiroz’s {1845-
1900) O primo Basilio ('Cousin Basilio’, 1878). The solitary and ageing
first-person narrator, Bento Santiago, the Dom Casmurro of the title,
tells the story of his love for his childhood playmate Capitu. This
seems like an echo of many other nineteenth-century novels, but
there is a twist: Bento’'s account shows how, after marrying him,
Capitu betrayed him by having an affair with his best friend Escobar.

The real twist, though, is embedded in the narrative perspective
irself: the alert reader will see through Bento’s version of events
and conclude that his description of Capitu is a distortion of the facts,
the manifestation of a manipulative and paranoically jealous mind.
The reader needs to read between the lines. For example, if Bento's
suspicions are examined closely it can be seen that they are initially
aroused by nothing more than a look in Capitu’s eyes; and when
he suspects that his son Ezequiel is really a bastard because of a
resemblance to Escobar, the reader ought to remember the narrative’s
numerous references to unexpected physical likenesses and the fact
that such likenesses exist only in the eye of the beholder (let alone
Escobar’'s suggestion that their children should intermarry, most
unlikely if he were Ezequiel’s real father). There are, in fact, many
hints at Bento's immaturity and childish imagination. Moreover, it
becomes apparent that, in writing in the present about the past, he is
projecting on to the story of Capitu present feelings which may not
even have existed at the time. On the final page of the novel, Benio
addresses the reader directly: ‘tu concordards comigo: se te lembras
bem da Capitu menina, hds de reconhecer que uma estava dentro da
outra, como a fruta dentro da casca’ ('vou will agree with me: if you
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remember Capitu the girl, you must perforce recognize that the one

was already inside the other, just as a piece of fruit is always already

inside its husk’}).'* Bento here clearly foreshadows the unreliable nar- .

rator of modern narrative, persuading the reader to accept a dubious
and doctored interpretation of reality as truth. In this sense, Machado
is stretching the boundaries of conventional realism and enticing the
reader into a world of ambiguities and multiple points of view that
would later become the main feature of the New Narrative of the
mid-twentieth century.

Having said the above, this does not mean that Dom Casmirro is an
utter problematization of the realist project. As with other stories of
domestic love considered here, the novel has a very definite social,
economic, political and historical context. It is set during the Segundo
Reinado or Second Reign (1840-89}, when Brazil was an empire, a
kind of constitutional monarchy headed by Pedro II — a system that
was more representative in theory than in practice. The economy
during this period was dependent on slave labour and the export of

sugar and coffee. The eventual abolition of slavery in 1888 is gener-

ally seen as hastening the collapse of the empire and the creation of a
republic in 1889. Although Machado’s novel is set in Rio de Janeiro,
Bento’s wealth is based on inheritance from a fazenda or plantation
economy. The novel’s background detail and the implied decadence
of Bento may encourage us to read it as a commentary on the decline
of the oligarchy and the empire it supported, as the slave-driven fazenda
economy wanes and a new rmercantile economy emerges. The patri-
archal family with which Bento is associated is thus an allegory for an
entire system struggling with a painful process of erosion and change.
Such an allegorical reading might not be entirely surprising if one
considers what is known about the life of Machado de Assis himself.
Machado was a mulatto (and a dreadfully short-sighted epileptic with
a stutter to boot) who, none the less, discreetly made his way up the
Brazilian social ladder to become a significant player in white society.
Dom Casmurre may well be — though this is speculation — a sly or
nervous comment on the culture of dissimulation in later nineteenth-
century Brazil and on the treacherously shifting sands of politics and
economics on which that culture was precariously built.

One important thing to note about the two re-readings ol Dom
Casmurro mentioned here is that virtually nobody seemed to notice
the possibility of them until the later twentieth century, Helen
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Caldwell’'s The Bragilian Othello of Machado de Assis, published in the
USA in 1960, was the first work to reveal the implied second narrative
of Dom Casmurro in which an insanely jealous husband seeks to frame
his innocent wife. And John Gledson's The Deceptive Realism of Machado
de Assis, published in the UK in 1984, was the first — albeit building on
prazilian critic Roberto Schwarz's work on Machado’s earlier fiction -
to uncover the historical-political dimension.”” This raises interesting
questions about the nature of literary criticism as applied to Latin
America (of which more in chapter 7), but may also explain why
machado is less well-known than he perhaps deserves. Not only was
he writing in Portuguese, and moreover in Brazil, but also his work
was probably taken largely at face value by his contemporaries. It is
possibly for this reason that Machado was not the huge influence on
the development of modern writing that he might otherwise have
been. It was not until the Boom of the 1960s that Latin American
fiction came to be widely associated with modernist experimental-
ism, and it was only in the 1940s and 1950s that greatly influential
evidence of experimental fiction can be plainly identified on any scale.
For the time being, at the end of the nineteenth century and well into
the first half of the twentieth century, the realist thrust remained the
dominant strain in Latin American letters.

This last assertion might seem surprising to some scholars of Latin
American literature. The reason for such surprise would be the curi-
ous emergence at the turn of the century of what was known as
modernismo, followed by the rise of the so-called vanguardia or Latin
American avant-garde in the early twentieth century. Recent criticism
has, rightly, seen these movements not as the self-contained phe-
pomena they have sometimes been thought to be, but as the first
signs of a genuinely modernist aesthetic in Latin American literary
production. However, the strength of modernismo and the vanguardia
lies mainly in their poetry: the modernista and avant-garde novel —
despite recent attempts at critical re-evaluation — represents more of a
subterranean tendency. These movements will therefore be considered
later, when focusing more acutely on the rise of modern fiction in
Latin America in reaction against the perceived dominance of realism
(chapter 3). The reality is that, as the first decades of the twentieth
century unfolded, the main emphasis of canonical Latin American
fiction continued to be the exploration of emerging national identities
within the framework of an attempted realist model.
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CHAPTER 2

National Narratives:
Regional and
Continental Identities

For literary critics, the dawn of the twentieth century in Latin America
Is usually marked by the turn-of-the-century movement of modernismo.
This was traditionally seen as a self-contained phenomenon running,
roughly, from the 1880s to around the time of World War L. It was
conventionally thought to be characterized by a purely “art for art’s
sake’ aesthetic as a reaction against the national and instructional
nature of what was perceived as the official or classical Latin American
literature of the nineteenth century. A different but related phenom-
enon would be the advent of the vanguardia or Latin American avanit-
garde (with which Brazilian modernismo, starting in the 1920s, can
also be identified). This broad movement or, rather, trend was usually
seen as characterized by the adoption of the aesthetic of the European
avant-garde, with its emphasis on stylistic innovation and radical break
with tradition. Both these tendencies will be considered in more
detail in the next chapter, as they can be seen as part of a literary
genealogy leading to the eventual rise of the experimental New
Narrative in Latin America in the 1940s and 1950s, culminating in
the Boom of the 1960s. Though both trends did produce novels, their
main output was actually poetry - so much so that one leading critic,
for example, has stated that the vanguard novel only really existed
between parentheses.!

The point is that the nation-building narratives of the nineteenth
century led to an essentially realist tradition in which the most
important fiction of the early twentieth century continued to dwell
on questions of national identity as yet unresolved in the rapidly
changing and modernizing countries of Latin America, which were, of
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~ course, relatively young and often still struggling to find legitimate

torms of governance. Later modernismo did refocus on the Latin
American experience, and even the vanguardia could be understood
in terms of an embracing of modernity in the new Latin America -
put the most famous and substantial novels of the earlier decades ot
the new century were those that sought specifically to capture Latin

. american reality and wrestle, more or less directly, with the implica-

sions of the direction that reality appeared to be taking.?

Indigenism

One manifestation of a concern about the lack of societal cohesion
in the new nations was Indigenism. As has been seen, concern for the
plight of the Indian, who had been mistreated and marginalized rather
than incorporated into collective national projects, was already present
in Matto de Turner’'s Aves sin nide from the nineteenth century. A
number of notable indigenous novels appeared in the early twentieth
century. Though not always impressive at a literary level, these novels
do display key concerns of the time and paved the way for a more
powerful brand of Neo-Indigenist literature later in the century (see
chapter 3). Most concentrate on the brutality meted out to the Indians,
accenting in particular their removal from their lands by corrupt land-
owners often in connivance with {oreign (i.e. US) interests. The best
of this type is probably Jorge Icaza’s {(Ecuador, 1906-78) Huasipungo
from 1934 (though an ecarlier foundational example of the genre
would be Bolivian Alcides Arguedas’ [1879-1946] Raza de bronce ['Race
of Bronze’, 1919]). Peruvian Ciro Alegria (190967}, in 1941, takes a
similar but at the same time rather different tack in his Ef mundo es
ancho y ajeno {‘Broad and Alien is the World’). The difference is the
(for today’s tastes rather mawkish) accent on the ideal nature of the
Indian way of life. The indigenous Andean community of Rumi, though
affected by the outside wozld, is essentially presented as a repository
of traditional Indian values. As with Raza de bronce and Huasipungo,
land ownership is central, but here there is a predominance of lengthy
lyrical passages bringing out the harmonious relationship between the
Indian and natare. The wise community elder Rosendo Maqui, for
instance, is portrayed as virtually indistinguishable from his natural
surroundings:
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Tenia el cuerpo nudoso v cetrino como el lloque — palo contorsionado y
durisimo -, porque era un peco vegetal, un poco hombre, un poco
piedra. . .. Tras las duras colinas de los pédmuloes brillaban los ojos, oscuros
lagos quietos. Las cejas eran una cresteria. Pedria afrimarse que el Addn
americano fue plasmado segiin su geografia; que las fuerzas de la tierra,
de tan enérgicas, eclosionaron en un hombre con rasgos de montafias.
En sus sienes nevaba como en las de Urpillau.’

(His body was knotty and olive-coloured like a logue — a very hard and
contorted piece of wood -, because he was part plant, part man, part
stone. . . . Behind the hard hills of his cheekbones shone his eyes, those
dark, placid lakes. His eyebrows were snowcapped peaks. One could say
that the South American Adam was mouided from his geography; that
the strength of the earth, so energetic was it, hatched a man with the
characteristics of mountains. Over his forehead, his hair snowed as on
the mountains of Urpillau.)

When the natives are dispossessed of their land in the name of
progress by the greedy landowner Don Alvaro Amenabar, who wants
the Indians only as a cheap labour force for his mines, the destruction
of their community is described as a natural cataclysm: ‘ahf estaba el
pueblo comunero, agrario y pastoril, hijo de la tierra, enraizado en
clla durante siglos v que ahora sentia, como un arbol, el dramadtico
estrecimiento del descuaje’” (‘so there was the community of people,
agrarian and pastoral, sons of the earth, rooted in it for centuries, and
who now felt, like a tree, the dramatic shudder of uprooting’) (p. 224).
This, of course, is an inversion of Sarmiento’s notion of Civilization
and Barbarism. The indigenous community is an embodiment of a
natural form of civilization based on harmony and collectivity on which
viclence and disorder is wrought by a bogus cult of ‘progress’. The
ending returns us to the pessimism of Alcides Arguedas and Icaza,
when the remaining Indians are wiped out by army machine guns —
a reminder of the vicious connivance of state and oligarchy in a
travesty of the ideal of civilization.

The difficulty with a novel like EI mundo es ancho y ajeno is the
process of external idealization of Indians on the one hand, and
demonization of landowners and politicians on the other, that tends
to undermine the attempt to offer a realistic and therefore persuasive
account of injustice. This limitation would have two effects in the
future: the growth of a new kind of Indigenism that would seek to
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recreate the indigenous experience from the inside and offer therefore
a rather less helpless picture of the indigenous people; and a more
generalized rejection of Latin American realism as fundamentally
misguided or misleading, something which would ultimately result in
the triumph of the New Novel. The problem with writers like Alegria
was that they were fundamentally outsiders, from the educated white
middle classes, and thus prone to stercotypical or simplistic representa-
tions of reality. This outsider status was to be a factor in all the great
Latin American Regionalist narratives of the early twentieth century,
of which El suindo es ancho y ajenc is itself a rather weak late example
(as well as forming part of an Indigenist tradition). Regionalisi, as
we shall see, was the major phenomenon in fiction in the first part of
the twentieth century. And while it aimed to document realistically
national realities, its concern with promoting a particular kind of agenda
for the nation led to many contradictions. The history of mainstream
Latin American fiction in the early twentieth century will become a
history, in other words, of flawed classics.

Regionalism

with regard to prose fiction, Regionalism became the dominant
narrative form in the first few decades of the twentieth century. It is
actually referred to by a variety of names: also, for examnple, as the
novel of the land or novela de la tierra, as autochthonous fiction or
sometimes criellista fiction. In Brazil, meantime, it is sometimes asso-
ciated with a specific region, the drought-stricken north-eastern serfdo
or backlands, and tends to be more self-contained and identified largely
with a kind of 1930s Neorealism focusing on human suffering.* The
emergence of the regional novel has traditionally been explained in
both literary and social terms. It has been seen, in part, as a reaction
against what was perceived as an inherited European tradition of
Romanticism and, perhaps later, official Realism. On the one hand,
writers sought to escape the Romantic model by concentrating on
what was uniquely Latin American {hence the regional emphasis}.
On the other hand, they equally wished to aveid the Dickensian
or Galdosian model of Realism which seemed to deal mainly with
urban life {(again, it was the regions that marked Latin America’s
difference from Europe). As has been seen, none the less, in practice
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much Romantic fiction in Latin America was very much concerneg
with national realities. And, at the same time, Regionalist writing dig
aim to be realistic in its documentation of regional ways of life,

Regionalism. can probably be more usefully understood as a con:
tinuationn and more explicit refinement of the national and continenta]
post-Independence concerns of the nineteenth century in the form
of novels for which there was something more of a literate, educated
national public (though underdeveloped in comparison to, say, north-
western Europe). In faci, regional fictions tend usually to be very
much wrapped up in expressing or challenging (both consciously and
unconsciously) the Sarmientan notion of Civilization and Barbarism.
In other words, they continued to be manifestations of aspirations or

anxieties about the new social order that was still uncertainly evolving -
in the young nations after Independence. And the truth of the matter ",
is that these novels were full of tensions and contradictions, centring

principally on the struggle by representatives of an essentially urban

or upper-middle-class intelligentsia to capture, rehabilitate or offer-

counsel for the lifestyles and values of the gauchos, Indians and peas-

antry. The blueprint for national identity that they promoted was at .

heart an extremely uneasy mnixture of ‘civilization” and ‘barbarism’,

city and couniryside, progress and tradition, liberalism and conservat-
ism. Though Regionalism would later be seen as emblematic of the
‘traditional’ literature against which the self-consciously ‘modern’ New

Narrative measured itself, the phenomenon was really another instance
of the crisis of modernity that had been playing itself out since
Independence. The peculiarity of Regionalism (and perhaps of Latin
American literature as a whole) is the awkward attempt to envisage a
modern, just and viable state via the forging of an essential identity
based on the past, on local traditions and identities that are funda-
mentally in conflict with the very programme of modernity.’

The novel of the Mexican Revolution

The real flourishing of Regionalism came in the 1920s, but one of the
earliest examples of it is a novel that some critics might not even
classify as regional fiction in the strict sense, and that is Les de abajo
(‘The Underdogs’, 1915} by the Mexican Mariano Azuela (1873-1952).
This work does focus on the regions and the peasantry, but also on
what was a major instance of a social and political reawakening in the
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cubcontinent, the Mexican Revolution. This began in 1911 as a rebel-
on against the dictatorship of Porfirio Dfaz but soon degenerated

o factional strife between rival revolutionary groups. Los de abajo
- Jeals with a short period of the fighting phase of the Revolution,

roughly between 1913 and 1915. It is set against the background of
the struggle against the corrupt regime of Victoriano Huerta and the
subsequent collapse ol the Revolution into a bitter power struggle
petween Venustiano Carranza and the bandit leader Pancho Villa,
culminating in the disastrous defeat of Villa after the baitle of Celaya
in April 1915. In the novel a (fictional} peasant farmer Demetrio
Macias becomes embroiled in the Revolution after a row with a local
landiord or cacigue and gradually rises to the position of an army
leader. He is described as playing a triumphant role in the famous
battle of Zacatecas (24 June 1914), which marked the defeat of Huerta,
but then is unwittingly sucked into the factional strife between
carranza and Villa. Having made the fateful decision to side with
villa, Demetrio and his men are wiped out in the final chapter in
the very same canyon where they scored their first victory at the
beginning of the novel. What this pattern of chaos and circularity
brings out is the futility of the Revolution, which is seen as failing to
achieve any of its original ideals.

The failure of the Revolution, or, more concretely, the idea of the
Revolution betrayed, came to be a stock theme of Mexican literature
(and one can in fact speak of the novel of the Mexican Revolution as
a genre or sub-genre of its own®). The thinking of liberal intellectuals
was that the Revolution became little more than a senseless bloodbath
and that it simply opened the country up to a new breed of parasitical
opportumnists, who used revolutionary rhetoric to advance their own
careers and interests. Much of Los de abajo dwells on the violence of
war, whose conditions of lawlessness make the conflict a magnet
for the worst types in society. As Demetrio’s band grows it attracts an
increasingly unsavoury following: most notably Venancio and Codorniz,
who join up to escape punishment for crimes, Pancracio and Manteca,
who revel in violence, the evil whore Pintada and the psychopathic
Margarito. The dehumanizing affect of war is summed up in the
character of the innocent young Anastasio Montaiés. In a battle scene
where the sinister Pancracio and Manteca are going around finishing
off the enemy wounded, ‘Montaiiés deja caer su mano, rendido ya;
ent su semblante persiste su mirada dulzona, en su impasible rostro
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brillan la ingenuidad del nifio y la amoralidad del chacal’ (‘Montafis
exhausted, let his hand fall; in his countenance there remained h

look of sweet gentleness, while on his impassive face there shone the
naivety of a child and the amorality of a jackal’).” War has made an

inmocent man capable of killing like a wild beast. Most of the chara
ters undergo a similar process of moral decline, including the herg

Demetrio, who, after Zacatecas, becomes — briefly — a directionlesg
looter, womanizer and drunk. However, the novel lays the blame

not on the fundamentally decent peasants, but on middle-class oppor-
tunists, emblematized in the figure of Luis Cervantes.

Luis Cervantes is a middle-class journalist who latches on to Demetrig
and his band, successfully guiding them towards integration into the
mainsircam of the Revolution. Oddly enough, Cervantes is the only

mouthpiece in the novel for the revolutionary ideals of justice and’

fairness. In part this is a device (repeatedly employed) to throw into
relief the ignorance of the peasants, who have no real idea why they
are under arms, thus underscoring the theme of the pointlessness
of the war and the lack of a convincing ideological motivation in its
protagonists. But Cervantes is equally part of the same problem. His
rhetoric is empty sloganizing and he exploits his connection with
Demetrio’s winning streak to gain influence and fill his pockets. This
is the real tragedy of the Revolution: the way its ideals have been
ruthlessly betrayed to favour the interests of a new emerging elite,
leaving the poor peasants (as the ending shows) no better off than
they originally were. This viewpoint is summed up by the disillusioned
idealist Alberto Solis at Zacatecas: ‘jQué chasco . . . si los que venimos
a ofrecer todo nuestro entusiasmo, nuestra misma vida por derribar a
un miserable asesino, resultdsemos los obreros de un enorme pedestal
donde pudieran levantarse cien o doscientos mil monstruos de la
misma especie!” (‘“What a let down .. . if those of us who come here
to offer up our enthusiasm, our very life even, to bring down one
wretched murderer, end up being the builders of an encrmous pedestal
upon which one or two hundred thousand monsters of the same
sort can rise up!’) (p. 135). This is a key moment in the novel. Solis is
describing the battle to Cervantes, who, typically, is avoiding the
trouble and taking cover behind some fortifications. At this point Solis
is shot dead by a sniper’s bullet, while Cervantes saves his skin. Thus
the moment of the supposed triumph of the Revolution (the glorious
battle of Zacatecas} actually coincides with the symbolic death of
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ealism (Solis) and the survival of opportunism (Cervan-tes). Ths:1
ep'isode is a superbly economical commentary on the failure an
f the Revolution.
P-?;rsz asletcf)mingly despairing vision of Los de a_bajo }%as obviousl echoes
5f garmiento and his followers. During their orgies of looting, ﬂ.le
asants are seen mindlessly destroying symbols of a carefully built
i; civilization. In one town, the men smash to bits objects they see

. 25 pointless: a typewriter, fine crystal and porcelain, candelabras, vases

and statuettes (pp. 127-8). Elsewhere, a peasant burns boolfs W‘hli}e
¢he syphilitic prostitute he is with tears up a cc.opy of Dante’s Divine
comedy (p. 143). Throughout the novel, naturje imagery presents the
Revolution as an unstoppable cataclysm tearing down the f‘ounda-
tions of civilized life. Bven worse, Solis comes close tf) suggesting that
the cataclysm is a result of the inherently barbaric nature of the
Mexican people, a ‘raza irredenta’ (‘godforsaken race’) (p. 126) as he
sees them: “Ia psicologia de nuestra raza, condensada en dos palabras:
;robar, matar!” (‘the entire psychology of our race can l?e summed up
in two words: robbing and killing!") (p. 135). It is widely asmllmed
that Solfs is a mouthpiece for Azuela, but, of coursle, t}.iere is no
reason why this should be necessarily so. Solis” pessimism is ffxtreme
and the view of the ordinary people put across by Azuela .15 often
favourable, at the very least ambiguous. The novel’s endmg: for
instance — despite its frustrating allusions to fruitless cira‘ﬂarlty -
simultaneously belittles and exalts Demetrio and his men. Their ga]le.ant
fight to the death is played out against a background of. breathtaking
nature imagery. The continuity of nature stresscs the 1rrelevance. of
their acts in the ongoing wider scheme of things, yet the framing
of those acts against a pure white mountain range and a sumptt}ous,
cathedral-like canyon elevates them to epically heroic proportions.
The point is that the exalted noble values of the great cause have
been belittled by the sordid realities of the conflict. Yet the problem
with this position is — in part — the inevitable one of a liberal perspect-
ive on revolution, for violent upheaval is an unavoidable component
of the revolutionary process. The impression is given that the well-
meaning Azuela does not really fully grasp the nature of the re.volu-
tionary forces that have been set in motion and continues 10 cling to
a rather conservative notion of civilized values.

This ambiguity at the heart of the novel cannot be separated from
issues of style and form. If regional novels later were to become

27




identified with a kind of simplistic, black-and-white social realism

then Los de abajo appears to demonstrate that such a view is to Some
extent problematic. Though grit often mixes with lyricism, it doeg
adopt a fundamentally realist approach: yet the uncertainty in poing
of view (coupled with a fragmentary or episodic structural paitern -
that recreates a sense of the chaos of war) anticipates — albeit palely —
future developments in narrative. A realist mode was certainly
becoming the main narrative force in Latin America in the early
twentieth century, but it also contained the seeds of its own tran- :

scendence even in its earliest stages.

Novels of the land: the #lano and the pampa

Similar tensions can be identified in the heyday of Regionalism in °

the 1920s. What are generally regarded as the two greatest regional
novels appeared in this decade: Dofia Birbara (1929} by Venezuela’s
Rémulo Gallegos (1884-1969) and Don Segundo Sombra {1926) by
Argentina’s Ricardo Giiiraldes (1886-1927). Both are authentic ‘novels
of the land’, dealing with life in the interior plains or grasslands of
the Venezuelan /lano or the Argentine pampa. Conceptually, they are
probably best read in reverse chronological order (chronology in an
area as vast, varied and developmentally uneven as Latin America
can often be misleading). Dofia Bdrbara is often considered the classic
Spanish American novel, but nowadays it probably reads as unsophis-
ticated both as literature and as social commentary. As a work of art,
it has its dramatic moments, but is really, for today’s tastes, rather
tedious and long-winded in its lengthy technical and costurnbrist
depictions of the practices of the Haneros or plainsmen. Moreover, at
the level of ideas, its message of progress can, in fact, be seen as
rather regressive and failing to advance much beyond nineteenth-
century positivism® or stereotypical readings of Sarmiento. The problem
is that, in an echo of the pessimism of Alberto Solis in Los de abaje,
Gallegos appears to believe in the idea of an alma de Ia raza (soul of
the race or people), a national mentality predisposed towards barbarism.
This, of course, is most prevalent in the rustic interior and needs to
be tamed by the importation of civilized, city-based values. So, in the
novel, the hero is the educated, city-raised Santos Luzardo, who returns
to his rural family estate, Altamira. There he confronts and eventually
defeats barbarism in the shape of the backward, evil landowner Dofia
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garbara, who has sought to rule the region tyrgnnica.lly from her
. te, Bl Miedo. The symbolism is painfully obwous,‘the names- of
o r,otagonists and their properties connoting ‘saintly light” and ‘high
. it::ai’ on the one hand, and ‘barbarism’ and ‘fear’ ?n the other. Decex;lt,
p;ogressive values rooted in the European Enhghtennllent ag:?t‘t ne
only way to eliminate the dark threat ofa retrc‘)grad.e,natlve tra} itiomn.

parbara is described at one stage as a ’persomﬁcaaon de 10? tiermpos
que corrfan’,’ a personification of the times. Gallegos Waslhunself a.n
educator, politician and future president of the Republic, and his
notion of barbarism could be taken as the abse?nce of good govern-
ment (which was really what Sarmiento was saym:g about -Rosas) and
therefore a very specific commentary on thej dlCtaIOISh.lp of guan
Vicente Gomez {1908-35). Though initially quite prf)gresswe, F}omez
would probably have been seen by Gallegos as hav_lng done little to
combat the forces of barbarism and — with the passive support of'an
inert or abulic landowning class, also satirized in the novel — exposing
the country to the rapacious clutches of foreign interests (repre:sented
by the villainous North American named, none too sub.tiy, Mr Déanger}.
Thus Santos, in such a reading, would be the embodiment of a .new,
more intellectual generation that would bring order and prolspenty to
the nation. Indeed, what is interesting about the novel is its Flegree
of emphasis on Santos’ practical efforts to manage and moderfnze the
local environment and processes of production. This undf-:rrmnes the
notion of the alma de la raza as the source of the country’s ills, b.ecause
it suggests that the problem will simply go away with proper social ar_lc%
economic reform. Once more the attitude to the supposedly ’l?arbarlc
interior is profoundly ambiguous. ‘La llanura es bella y terrible a la
vez’ ‘(the plains are beautiful and terrible at the same time’) (p.l66),
we are told; and even Barbara, the incarnation of barbarism, has alg.o
de salvaje, bello y terrible a la vez’ (‘something of the savage, bei-iutl-
ful and terrible at the same time’) (p. 36). Moreover, to complicate
matters even further, Santos himself repeatedly feels the heady pu‘ll
of the ‘barbaric’ way of life and is only ultimately able to defeat his
enemies by adopting their own violent methods. .

This ambiguity may suggest that the realist model is more s-ubtie
than later generations would appreciate. Or, perhaps more likely,
it may suggest Gallegos” confused thinking. But Gallegqs may .be
occupying much more of a middle ground than a sz;llperﬁc.lal r‘eadmg
might suggest. From this point of view, Santos’ relationship with the
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young Marisela is crucial. She is a girl who has been abandoned
nature and could be taken to represent the alma de la raza in a pure
uncontaminated state, untouched by either ‘civilization’ or ‘barbar.
ism’. Though Santos does to some exteni civilize Marisela by educa
tien, manners and even appropriately feminine clothes and hairstyle
there is also a strong sense that what he learns fundamentally is no

to impose on her some artificial notion of civilization but to bring out-
the positive qualities latent within her and the rural culture from
which she hails. In effect Marisela teaches the civilizer “su verdadera ;

obra, porque la suya no podia ser exterminar el mal a sangre v fuego
sino descubrir, aqui v alld, las fuentes ocultas de la bondad de su
tierra y de su gente’ (‘his real task, for his could not be to wipe our
evil with blood and fire, but instead to uncover the hidden sources of
goodness in his people and his land’) (p. 264).1°

Even more ambiguous (or confused) is Don Segundo Sombra, though
in a rather inverse way to that of Dofia Bdrbara. Giiiraldes’ novel
seems to be a complete rejection of traditional understandings of
Sarmiento and instead marks the climax of gauchesque writing’s
process of rehabilitation of the gaucho that began back with the Martin
Fierro (see chapter 1). The eponymous hero Don Segundo Sombra is
the incarnation of the noble and free spirit of the nomadic gaucho
and of all that is best in the gaucho tradition. At one level, the novel
is in fact a kind of catalogue of gaucho values and customs, with
copious descriptions of the skills of the herdsman, his characteristics
of stoicism and resilience, and his colourful pastimes and entertain-
ments. Don Segundo is the embodiment of the gaucho par excellence.
So much so, that right from his very first extraordinary, shadowy
appearance from out of the darkness, he comes across as ‘una sombra,
algo que pasa y es mds una idea que un ser’ (“a shadow, something
which passes by and is more of an idea than a human being as
such’).'" Similarly, the novel ends with him returning whence he
came, horse and rider sithouetted against the horizon: ‘aquello que
se alejaba era mds una idea que un hombre’ (‘that thing that was
heading away was more of an idea than a man’} (p. 185). The point
is that Don Segundo is the essence of the gaucho legend, and, by
extension, the expression of those essential national virtues that should
form a kind of mythical basis for Argentine identity,

In this regard, it is important that the gaucho is seen largely through
the eyes of his young protégé, and the novel’s narrator, Fabio Céceres.
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:D n Segundo is, in other words, a projection of the ideals or dreams
“Po .

¢ the younger generation which Fabio represents. The focus of the
° s really on the young Fabio’s apprenticeship in the whys and

at the end of the novel, the so far anonymogs narrator is named f.(l)r
the first time as the son of a landowner and is returneq to the farr}l %
estate to claim his inheritance. Thus the novel's main cogtem-xon
seems to be that the new generation of leaders must base th‘exr beliefs
and practices on traditional gaucho lore and Custom,. that is on th;lit
which is authentically national. As Don Segun.do advises F-aF)lo, as he
ieaves behind the cowboy life to prepare for his future position at the.
head of the social and econoriic powerhouse of the ranch ec:‘onomy.
si sos gaucho en de veras, no has de mudar, Porque alllde’qtilera q’ue
vayas, irds con tu alma por delante como madrina’e tropilla” ("if you're
a true gaucho, you'll never have to change, bec?luse wherever you go
in life, yowll always have your gaucho soul right there before .yolu
just as the head of the herd does’) (p. 176). By the end, Fabio is
becoming an educated and enlightened man, yet true to Phe lessons
he has learned from Don Segundo. Indeed the very narrative we are
reading is testament to this process: written by‘ tl?e adult Fabio, it
encapsulates the gaucho national tradition but erthln the framew?rk
of a sophisticated and stylized account. The text itself becomes a kind
of metaphor for the way forward for the nation.

However, the oscillation between stylistic panache and the rough-
and-tumble of Tustic life gives something of an awkward tone to the
novel and returns us once again to the realm of ambiguity and con-
tradiction. Fabio’s sometimes precious language reveals the presi:‘nce
behind the tale of Giiiraldes himself — a very literary, cosmopolitan,
French-educated, landewning aristocrat with an enthusiasm for the
way of life of the gauchos. The fact is that by the tllme Don Sequrndo
Sombra was written, the gauchos had effectively disappeared és a
distinct social group and the pampa had been transformed by aggcul-
tural modernization, roads, railways and the influx of techn%cally
skilled and entrepreneurial European immigrants (this edflca'uonal
or attitudinal ‘whitening’ being part of the legacy of the thinking of
Sarmiento and others). The ideal world that Giiiraldes conjures up
simply did not exist. And so the novel can be seen a:“? deeply con-
servative rather than radical, another nostalgic nationalist ele‘gy for a
bygone era at a time of change, and an expression of the anxijety of a
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traditional ruling class on the brink of a new age of modernizatig
urbanization, immigration and foreign influence.
Indeed the glorification of the gaucho as model for national identit

ts not only supremely vague but also potentially quite dangerous. A

revealing (if probably unconsciously so) episode in this respect
when the otherwise idealized Don Segundo intervenes in a quarrel g

as 1o prompt a young man into a knife-fight, resulting in the grue-i
some death of his opponent and the destruction of the young man’s:
life.'"* The sheer horror of the episode and the astounded reaction of:
Fabio and the onlookers should sound alarm bells for the alert reader, :
peointing up the unsuitability of the lawless and violence-prone gaucho
as a basis for national identity. Despite the mythical forging of a:

striking national icon, the impact of books like Don Segundo Sombra
may ultimately have made a less than distinguished contribution to a
culture that would for many decades be characterized by populism,
bossism, fanaticism, machismeo and dictatorship.

Jungle narratives and glimpses of the modern

U Dofia Bdrbara and Don Segundo Sombra’s examination of identity
implies — in different ways — a not altogether convincing desire to
cling to a notion of order, an earlier example of Regionalism, dealing
with the much more chaotic world of the Jjungle, seems to emphasize
the inevitability of the opposite. This is the Colombian José Fustasio
Rivera's {1889--1928) work of 1924, La vordgine ('The Vortex'). Of
all the regional novels discussed, this, in spite of its vintage, is prob-
ably the closest to the kind of New Narrative that would emerge later
in the twentieth century in Latin America. Paradoxically, in some ways
this is because it is an early novel and seems at times rather messy in
its mixture of intersecting trends and influences. But its portrait of its
Protagonist, Arturo Cova, as he is sucked into and consumed by the
vortex of the jungle and of his own unbalanced mind, is remarkably
compelling.

Ostensibly, this is a documentary novel of social protest exposing
the desperate conditions of rubber workers in the Amazon Jungle.
At this level, it is powerful and effective, but any straight sense of
documentary realism is undermined by the constant changes in direc-
tion, the inconsistencies of character and, above all, the complex
psychological rendering of Cova. A city man from Bogoté, he runs off
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chero ( : . .
Lo erience of near Satanic madness n which nature is presented as a
-eXp '

“abso

the jungle with his lover Alicia to escape. a stifling Worldfof fcon-
: iem. However, the journey to the interior proves. to be far .rom
ervatl.S Even before full immersion into the horrific scenario of
iberanng.rub]:)er tapper) abuse, entry to the jungle is a nightmarish

ouring monster."> Leaving behind the open plains, C{')v.a_ is
rbed into a thick, matted world without horizgns or the possﬁn}hty
{ orientation, a world of ‘laberintos’, ‘enfermizas penumbras : ;%
? enterio enorme donde te pudres y resucitas’, a place where ‘mi
ecsiglgitu s6lo se avienme con lo inestable q,ue solporta el peso diezu
perpetuidad’ (labyrinths’, ‘sickly shadows’, an el}ormogs. ?eme nly
in which you rot and are recreated’, a ;-)lacte where ‘my splrl}t1 can o hgi
recondile itself with the instability which is supported by the weig
ity’ . 117-18).
Of'gl?igrif Zq;relzluchyriu()};g visceral take omn Civiliza:cion and Barbafism.
Whereas Gallegos will deal with humans’ controlling Qf nature, Rivera
here shows the irresponsibility of men in the face of nature (as seen
in the exploitation by the rubber tappers) and the tremendous power
of nature over men {as reflected in the fate of th‘e cauchero-s and ijva
himself). But what is really interesting from .?1 l‘ltera‘ry point of Vlevx;
is the way it becomes almost impossible to Fhstmgmsh the eff.ect‘s 0
the jungle upon Cova from his own increasingly .crazed descnp-tlons
of it. Far from an easy social realism, this no-vel I foreshadowing a
future type of narrative in which exterilal reality will be presented as
i mental perceptions of it. .
lnigag?fb:lf;:hmleads usp;o oie final key transitional figure, Lau‘n
America’s first major writer of short stories, the Ur}lguayan Horacio
Quiroga (1878-1937). Again, chronology is not th.e issue here (many
of his best stories predate the regional novels considered I.Jere): rather
it is the existence in the early twentieth century of.a series of some-
times complementary, sometimes sharply differentiated, appr.oaches
or frames of mind spread across a very large, unequal, Sf)c1al.atnd
geographical area. Quiroga is interesting prec1.sel§.f because his wrltmgE
style is an intriguing blend of realism, modermstcf influences, a nascen
literature of fantasy and a rather dark world view that portends the
crisis of faith of a more self-conscious modemity.‘ Hi:'s mo‘.st famo-us
stories are probably those which can be most easily 1d'ent1ﬁeq with
the trend of Regionalism, namely those set in the tropical or jungle
areas of the Chaco or around Misiones in the interior (both places
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where Quiroga himself settled). However, unlike the works of Gallegog
Guiraldes and even Rivera (whose novel contains much reflection oy
Colombian identity), Quiroga does not seem to be directly engageq
with questions of national identity. His contribution is a more genery
one to criollista literature in that it expresses a mentality that is cop-
cerned with the regional interior and the opportunities and threatg

that it presents. His stories, in fact, are usually about mdividualistic -
pioneers or frontiersmen who seek a new life for themselves in the -
underexplored regions, rather than about the comscious mapping of

national territorial identities.
Though these stories are traditionally realistic in their setting of

human activity against an external natural environment, they also

reveal many ambivalences. For a starl, the nature stories often have
two different main focuses. They tend first to emphasize the arrogance
and puniness of human beings in the face of the awesome power of
nature. In the story ‘Anaconda’ the natural balance of nature is upset
when humans build an institute in the Jungle designed to find antidotes
to snake venom, thus altering the usual order of things. Told from
the snakes” point of view, ‘la presencia del Hombre’ (‘the presence
of Man’) is equated with the phrase ‘mal asunto’ {‘bad news’}, and
‘Hombre y Devastacién son sinénimos desde tiempo inmemorial en el
Pueblo entero de los Animales’ ("Man and Devastation have been
synonymous in the whole Animal kingdom since time immemorial’).'4
And even stories like ‘A la deriva’ (‘Drifting’} or ‘El hombre muerto’
('The Dead Man’), which seem to suggest the role of chance or fate in
the death of men, accentuate the smugness and carelessness of man
in the face of nature as the main cause of death,

Yet if some stories are devastatingly critical of human presumptu-
ousness in the jungle, others express tremendous admiration for those
who struggle courageously against the limitations imposed by the
natural world. Both elements are present sketchily in the two stories
just mentioned, but can be seen more obviously in tales like ‘Los
fabricantes de carbén’ (“The Charcoal Makers’) and ‘En la noche’ (“In
the Night'): in the first, two tenacious men quietly pursue a scheme
to build a charcoal-making furnace despite facing insurmountable
odds due to local conditions; in the second, a vulgar and grasping
woman shows unheralded reserves of heroism when she rows her
husband, who is close to death after being bitten by a stingray, to
safety in the impossibly treacherous conditions of the Paran4 River by
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" also dis

‘qué cantidad de ideal hay en la entrafia misma de la accion

night (] concludes the narrator, telling us that heroism has nothing to

p. 126

.'_.d with beliefs or ideals but with. the actions human beings perform).
= do

ken as a whole, then, Quiroga’s jungle stories offer a kalﬂdoscogn:
e 4 13 . i u
-Ta re of pioneer life in the backwoods (a clear realist .fstraulr)l),t !
o play a degree of uncertainty about human nature that et .rais
it i im,
e chinks in the realist armoury. Indeed, though it is some s
S?I'nmed that Quiroga’s tales reveal a clear separation beftwe:entance
1 * - ’
C'?iual and external reality, this is often not the case, as, (?r msi o
?H the aforementioned ‘A la deriva’. Here, as a‘no.ther J;mé; el -
H'l ¢im drifts down the river to his death, the descrlpnofns ho t ;3 a -
iy lex amalgam of character a
t neutral but a complex a
scape are clearly no . wcter ane
ml;)lied narratorial perspective. Two passages c?n ze ;ompz ed. One
a i 1 fondo de un
i i hrase ‘El Parand corre alli en e
e pare i jonan fanebremente el
lias de cien metros, encajon '
O he P o i deep hole-like basin,
o’ (' ! d there runs down into a deep .
O ados abodt a i funereally wall in the
i hundred metres high, fune \4 .
whose sides, about a : h, e
sver like a coffin’), continuing with a description of tkllle sltfrrosrré(’l ! r%d
’ 4 ugu
i ’ s bloques’, ‘la eterna muralia
using words such as ‘negro la ! a
un iilencio de muerte’ (‘black blocks’, ‘an eternal hlgl.‘lbl‘lOl}llS Wio
and ‘the silence of death’) (p. 158). A second, followu.li zt; epSkY
tagonist’s speculation that he may soon reach safety, describe oo
pening up into a ‘pantalla de oro'y el rio se habia coloreado te)lm o
) . : :
' i th colour too”), w
‘ d the river had filled up wi
e e cao j lar en penetrantes
j 1 rio su frescura crepuscu p
‘el monte dejaba caer sobre € 4 s en pencnentes
i iel silvesire’ {‘the woodlan
efluvios de azahar y mie : ‘ s
r with penetra
to tumble down on to the rive
crepuscular freshness . B e
i blossom and wild honey’) (p. .
ing fragrances of orange : hor R e
tion of landscape.
ly more than straight descrip ‘
e ol soen i ject f inevitable death,
ratorial projection o
first actually seems to be a nar pro e e
i i d, which (with iis sudden bu :
in conirast with the second, dden bursts o <o Bun
ili i be taken as an ironized ma
treshness, fertility and life) may : " - _
i tever the inter
i r's futile hopes of salvation. Wha
of the main character’s fu _ :
pretation, the boundary between internal perception and external
reality has been transgressed. _ . . ’ '
erfat the above also seems to indicate is that Quirega’s ston;:s
i j €
are not just about man and his environment, but als.o a‘t.)out t-es
very nature of life and death. The prevalence of death in his stoilh
i €
is a feature much commented upon, and is often related to
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e?(traor(.:linarily tragic circumstances of his own life {apart from fai] d
pioneering enterprises and love affairs, his life was marred by a bizare"'.
ser.les of mishaps including various accidental deaths and suicidesrg?
This .o‘verlaying of pessimism in his stories may mark Quiroga as k
transitional figure, concerned not just about observable exte 1
reality but about the interior and unknown world of the psyche Inal :.
In fact he is compared to Edgar Allan Poe as much as he is tOYRHdYS;Jd-

Klpcllmg, and many of Quiroga’s tales are macabre stories of horror and
madness, such as, for instance, ‘La gallina degollada” ("The Beheaded

Hen’), ‘Bl almohadén de plumas’ {'The Feather Pillow’) and ‘La rijel .

s;ll?estre’ {“Wild Honey’). These stories deal with: a group of subnormal
;: ildren v-vho mimic the bestial pleasure of seeing the blood drained
rom a chicken’s neck by killing their little sister; a woman driven to

defirium and death by a monstrous creature residing in her pillow;

and the grisly demise of a man, paralysed by wild bees’ honey vet
fulliy conscious, who is slowly eaten to death by carnivorous S;E)l/tS
Quiroga, then, is no ordinary Regionalist and no ordinary realist Nor.
01.c course, is he a modernist in the Anglo-American sense -Wha‘;
his WOI’k_ does is to remind us of the varied and transitional.natufe
.Of narraiive in early twentieth-century Latin America. As will be seen
in the next chapter, at the same time as the purported social realist
ethos of Regionalism was coming to prominence, other types of experi

mental literary stirrings could be perceived and the stage was bi-'nh
set for the rise of the New Novel, something that would ch o
perceptions of Latin American literature forever. e
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CHAPTER 3

The Rise of the
New Narrative

In terms of international recognition, the most important develop-
ment in the whole of Latin American literature was the growth of the
so-called New Novel or New Narrative {nueva novela or nueva narrativa)
in - roughly — the 1940s and 1950s, culminating in the spectacular
success of what came to be known as the Boom (el boom) in the 1960s
and beyond. Most commonly, the New Novel is explained as the
reaction against or rejection of conventional realism. The notion is
that Latin American fiction had been dominated by a sort of simplistic
social realism {(as in the regional novel, for example), which, while
seeking to offer an objective document of reality, was actually steer-
ing the reader towards a rather narrow and unambiguous (usually
social) interpretation of reality. The danger was that, given the
assumption of the validity of realism, a novelist’s distortions could
take on the quality of truth, with omniscient third-person narration
placing the reader in the position of passive recipient of that dubious
truth.

The New Novel was seen to question the key underlying assump-
tions of traditional realism: that reality was straightforward or even
comprehensible; and that reality could ever be captured easily or
accurately in writing. This sceptical attitude to reality and literature ~
often linked to the idea of a general crisis of modern times emanating
from the loss of foundational beliefs and certainties rooted in Western
and Christian values — led to a new type of fiction. Previously, an
orderly world view was reflected in an orderly style of fiction. Now, a
more uncertain, less meaningful, perhaps even chaotic perception of
reality was reflected in a narrative form which sought to recreate the




complex, contradictory, fluid, ambiguous or even plain unintelligip]e
nature of reality. Hence the New Narrative would come to be charac:
terized by a range of ‘difficult’ narrative techniques which demandeq
a more active role from the reader, shaking him or her out of acquies.
cent passivity and into adopting a more active and engaged role in

the construction or reconstructicn of the narrative itself.!

This is the theory at least. But though the above is a useful guide
for understanding the thinking behind the New Narrative, the vision
of realism on which it is predicated is in many ways a notional one,.
In practice, realism in Latin America was more varied and ambiguous
than imaginary versions of it might suggest. One has but to think of

Quiroga’s playing with perception and reality, the fragmentary structure
and shifting portrayal of the peasantry in Los de abajo, the simultane.
ous repulsion from and attraction to barbarism in Gallegos, or the
anxious conservatism behind the modern reconception of the gaucho
and identity in Don Segundo Sombra. Indeed, what may have happened
(justifying the inverse chronology of the previous chapter) is that, as
Regionalism continued, it became increasingly staid, predictable and
formulaic, so that later writers began to react against poorer novels
like, say, Bl mundo es ancho ¥ ajeno, and project their defects backwards
0n to a perceived realist-Regionalist tradition. Moreover, other things
were happening at the same time as national and regional novels
were coming to prominence. Movements such as modernismo and the
vanguardia were radically challenging conventional ideas of what
literature was for or about, and a new type of wriling — sometimes
more public, sometimes more subterranean, sometimes more popular,
sometimes more specialist - was growing in parallel with the thrust
to realism. In other words, the New Novel does not just come from
nowhere as a modern literary reaction against tradition. It has its
roots in the past, despite its obsession with the idea of the new.

Modernismo

Modernismo was traditionally seen specifically as a phenomenon of
the Latin American fin de siécle (though influential in Spain), focused
primarily on poetry (hence it is a quite different term to modernism
in the Anglo-American sense). With its influences lying in the escapist
dimension of Buropean Romanticism and, more particularly, in the
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yart pour I'a

g ?onal and patriotic writing which banished literariness to a sub-
npatl

dinate role, and therefore put the emphasis on aesthetic qualities (I)f
o 1tenand mood, The quintessential modernista work would probably
sty. ‘

t . -_
e the Nicaraguan Rubén Dario (1867-1916). However, ’later criti
b'Y m has looked beyond the apparent superficiality of Dario and the
cis

rt or ‘art for art’s sake’ mentality of French Symbc.)hst
massian poetry, the movement was seen as a reaction aganst
a . ’

he collection of poems, Prosas profanas (1896, published 1901),

] d seen them as marking the first real steps in the
modernistas, amn . ing | | siepe T e
ion of a sense of literary modernity in Latin A.m‘enc The
Creama istn is now seen as an expression of a crisis of faith in the
?«fa;s:o? new philosophical ideas from Europe (for exampije,t ;Eos:s Sf_f
gchopenhauer} questioning convention-al belief systems an ) iZE st
jvist emphasis on social progress, which seemed to emp asf ¢ the
material over the spiritual and encourage T:he‘brea.kdmivn ;)- el
patternings via technological change, urbanization, imrugration
Sogﬁdﬁozllgggh, though, modernismo Woulq have efff::cts tlriat f;iﬁy
of its poet practitioners might not ha.ve predicted. Thellr poe 2; - OI};
embodied a yearning for an alternative order, but the-lr emfp > on
absence of order would encourage the next generation o ppt;l 0
concenirate on the disintegration of any con‘cepF of harmgnyt. Osial
generally, in freeing language from the obligation to' re icr sLatin
reality (the most far-reaching consequence of modernismo ob Latn
American letters), modernismo paved the V.V&Y for W_hat was tol e e
the basic tenet of the later New Narrative: ‘Fhe‘ldea_that angu gb _
cannot effectively describe reality because reahty- itself is at best pro
lematic or at worst incomprehensible and meanmgless‘. 9
Contemporary criticism has tried to assert the .unportancehﬂe
modernista fiction.> However, the fact probably remains that,d W "
critical archaeology can unearth many examples of .the o ergf!sa
novel, it was modernista poetry and the general faestheuc surrolun Tg
it which marked the really significant influence in the develc‘)pullg o ;
more modernist (in the wider Anglo-American'sens.e ofa lrad1ca fea
with tradition via innovative writing) direction in .Latm A@erm?nl
narrative. The same is probably true of the va'nguardza. Experlmejl ;1
avant-garde poems and other writings flourished as th.e tyven ;ger
century progressed, especially in the 1920s and 19305'. This Vlvaslu .
the influence of European trends (brought across, in particular, Dy
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European magazines), and such creative activity often centred oy
new lLatin American literary groups or magazines, usually in the
major urban metropolises. In Brazil, European aesthetics were much
more publicly embraced and gave rise to that country’s own version
of the avant-garde - to complicate matters, also known as modernismo:
this began with the famous ‘Semana de Arte Moderna’ (‘Week of
Modern Art’) which took place in Sdo Paulo in PFebruary 1922, ang
led to a version of the creative arts (especially poetry) characterizeq
by an intriguing blend of futurist and primitivist trends appropriate
to Brazilian intellectuals’ attempts to reconcile modernity with ethnic
roots. There were vanguard novelists in Latin America (though clas-
sification of them sometimes tends towards vagueness)*, but, again, it
was the general parallel and mainly poetic aesthetic running along-
side Regionalism that contributed to longer-term change.

No modernista novel really stood the test of time, though the
most famous — and also one of the latest — is La Gloria de don Ramiro
(‘The Glory of Don Ramiro’, 1908) by Enrique Larreta {Argentina,
1873-1961}. It brings out the modernistas’ familiar fascination with
escapism and the exotic: set in far-off sixteenth-century Spain, it deals
with, amongst other things in a fairly lively plot, a man’s only part-
reluctant induction into the sensual ambience of Moorish cujture,
Perhaps the most striking feature of this historical setting is the appar-
ent break with Spanish American referentiality. This is less the case in
the earlier novels of Manuel Diaz Rodriguer {(Venezuela, 1868-1927),
whose Idolos rotos (‘Broken Idols’, 1901) and Sangre patricia (‘Patrician
Blood’, 1902) deal with the corrosive moral affects of modern com-
merce and entrepreneurialism, Such ideas are an echo of José Enrique
Rodé’s (Uruguay, 1871-1917) influential essay of 1900, Ariel, which
uses the figures of Caliban and Ariel from Shakespeare’s The Tempest
to oppose the crass materialism of North American capital to the ideal
spirit of wisdom, beauty and spirituality to be transmitted by Spanish
American intellectuals.® However, such a position could also be taken
as a sign of decadence and evasion, a fleeing from reality. In fact, the
main appeal of Diaz Rodriguez’s novels is their sumptuous modernista
prose rather than their content. The same could be said of Pedro
Prado’s (Chile, 1886-1952) late modernista novel Alsing {1920}, which
- though full of references to Chile — is a lyrical tale of a boy who
sprouts wings. His death, though, with its echoes of Icarus, returns us
to the theme of the failed quest for the ideal.
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Modernismo was often about esoteric questing for élternative spiritual
meaning, as is reflected in, for example, the fantastic tales of L.eopoldo
Lugones (Argentina, 1874-1938). B.ut though Flashy mode:m‘zsmq wl?s
fascinated with novelty and alternative worlds, in the end it ironically

g spresses the crisis of modernity (that is, scepticism and loss of faith)
e

that was to mark so much modern literature. Unsurpri?ingly, Dan’on
last great poem, ‘Lo fatal’ {‘The Fata}i’ or,.perhaps, The Fatlfful)
ends with despair in the face of a life in which one can ne\‘fer now
1adénde vamos / ni de dénde venimos’ {‘'where we are going / nor

&
where we have come from’}.

Avant-garde Tendencies

The vanguardia or avant-garde, in Latin America as in Europe, was
also based on a peculiar mixture of the exhilaration of the new afnd
the anxiety of modernity. Vanguardista poetry set a tone of break.lng
with traditions of representation that would affect Prfase preduction
alongside the broadly realist Regionalism and anuClpate‘ the‘ later
experiments of the New Narrative. There was a range of writers in tl‘le
first half of the twentieth century who could be styled avant-garde in
the loosest sense of the term.’ -
One of the earliest, if not the most typical, was Eduardo Barru.)s
(Chile, 1884-1963). Though he wrote a version of a regional .novel.m
1948, Gran sefior y rajadiablos (‘Big Boss and the Hellraiser’), his earl‘1er
Ei hermano asno {‘Brother Ass’, 1922), about monks struggling Wlt.h
emotion, is sometimes seen as predicting the ambiguity and_ agtl—
rationality of future work by others: but the reality is that thlS. 1'5 a
rather beautifully written novel about the positive value of religion
and spirituality. More obviously indebted to the avant-fgarde' are the
novels of Marfa Luisa Bombal (Chile, 1910--80), La stitima niebla (tr'.
‘House of Fog’, 1935) and La amortajada (‘The Shrm.lded Woman’,
1938). Both titles already imply a break with the asplred—t‘o repres-
entational clarity of realism. They offer instead a psychologlcal-cur_n-
fantastic window on existence: in the first novel, an alienated housewﬂ'e
withdraws into a silent fantasy world where she invents an enigma:uc
lover; in the second, a dead woman tells the story of her empty life
from her coffin. Even more fantastic are the eccentric stories a_nd
novellas of the Uruguayan Felisberto Herndndez (1902-64) dating
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from the 1920s to the 1960s: in them, for example, a cigarette getg
a mind of its own, a woman falls in love with a balcony, a stocking.
seller makes a living by crying, and a man seeks a relationship with’

water-filled dolls.

The most important of these experimenting precursors of modem.'__
ity is probably Argentina’s Macedonio Fernindez (1874-1952). The:
prescience of his writing is illustrated by the fact that his major work;:

Musee de la Novela de la Fterna (‘Museum of the Novel of the Bternal
Woman’), was not published until 1967, at the height of the Boom,
though written many years earlier. Macedonio’s ‘novel” radically

undermines conventional notions of the self and reality. Introducing
what he calls the new approach of belarte, he eschews traditional .

characters and narrative forms in order (o rattle the reader’s sense of
coherence. On top of this, the novel enjoys fifty-six prologues and an
operl ending, where another prologue encourages future readers to
edit or rewrite the text. The aim is, via literary disorientation, to
provoke in the reader ‘la conmocién de la certeza de ser’ (‘the shaking-
up of the certainty of existing’) or ‘el mareo de su certidumbre de ser

("dizzying his or her sureness of existing’}.® This is remarkably similar-

(in tone at least) to the most radical territory of the wnueva narrativa,
What seems to be emerging with these (in the broad sense)

vanguard tendencies is an interrelated literary and existential reaction -

to the experience of modernity. In some ways, all Latin American
literature after Sarmiento was wrestling with modernity, but now
the perspective seems to have shifted from the aspiration for social
and political order to a feeling of almost complete scepticism and
hopelessness with regard to order as an epistemological or even onto-
logical concept. If realist literary structures implied ordered values
and attachment to the idea of external social reality, the new, frac-
tured writing of the twentieth century was suggesting a much wider
existential or metaphysical malaise, in which the very idea of reality
was problematic and life itself was possibly without any fundamental
meaning. This perceived shift has led in recent years to innumerable
critical debates about specificity versus universality (see chapter 7),
but no amount of theory or politics can alter the fact that a change in
sensibility did seem to take place. As Mario Vargas Llosa famously
said of the New Narrative, ‘la novela deja de ser “latinoamericana”, se
libera de esa servidumbre’ (‘the novel ceases o be “Latin American”,
it frees itself from such servitude’).” A number of important authors
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y the River Plate area will allow us to trace this trend up to its
frOIIi owerful and important manifestation in the fictions of Jorge
iﬁz Bp()rges {Argentina, 1899-1986), the most toweringly influential
'ﬁgure in the shaping of moedern Latin American_ literature.

The Urban and the Existential

The Argentine avant-garde centred on two groups, Florida and Boedo.

In practice they were very similar, though t‘he Boedo was thought
to be more down to earth and connected with the popular Flasses.
An influential member was Roberta Arlt (1900-42). Though virtually
unknown outside of Latin America, Arlt would ’later bec'ome a cult
figure among Boom authors such as Julio Cortazar. He _1s often re-
membered for reorienting fiction away from the countryside tolwards
more urban environments. His famous urban first novel, El 'juguetf:’
rabiose (‘The Rabid Toy’, 1926), came out in the same -year as Gulralde?
yural elegy Don Segundo Sombra. Of course, what this rea.ll'y Sh(’)WS is
that the ‘modern’ novel did not simply replace the 'tl’adltlf)l’lal one,
but that the traditional and the modern existed side by side (often
even within the same texts) and that the New Narrative emerged as
part of a gradual and uneven process of Change. . o
What is really significant about the urban turn in Arlt’s ﬁC-tIOIl is
what it represents: a break with the conventional social 'rf:ahs‘m of
regional fiction, and a new emphasis on ambiguity .and. ex1sten.t1al as
opposed to specifically social concerns. El juguete mbz?so is not w1t¥10§t
its social realist dimension, but its original title, La vida puerca (‘Life is
Fikthy"), alludes not just to the injustices of Buenos Aires society but
to the very nature of human existence. The novel fixes relentlessly on
dirt and degradation, and its protagonist Silvio Astier underg0§s a
series of humiliating trials until he feels ‘tan pequefio frente a la v1.da,
que yo no atinaba a-coger una esperanza’ (‘so tiny in th;z fa.ce of life,
that I couldn’t come up with a single possibility of hope’}."” His attitude
to sexuality underscores the inversion of traditional values; ra'fher
than a metaphor for fulfilment, the sexual act becomes a ‘CongO]osa}
sequedad del espiritu, peregrina veluptuosidad dspera Y mandado.ra
(‘anguished drying-up of the spirit, a harsh and comrf)llmlg wandering
voluptuosity’) {p. 52). There are expressions of optimism in tbe m?vell,
but they seem to be constantly undone (the novel ends with Silvio
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engaging in an optimistic exchange, but then tripping over a chaj

Like the character Erdosain, of whom Silvio is a forerunner and whi

botches his plan to murder someone in one of Arlt’s later hove

Silvio engages in random and unsuccessful acts of villainy, such s
arson. His setting fire to an aged tramp and his gratuitous betrayal of
his friend Rengo are both signs of the absurdity of his life and hjs

tmpotence in the face of it. Of course, Silvio is a rebel of sorts. But his

independence of social and religious norms, coupled with his search
for plenitude via self-degradation, basically mark him as a sort of

absurd hero before the fact of existentialism.! _
The centrality of the city and the break with the countryside as
the crucible of identity are announced by the title of Argentine

Leopoldo Marechal's (1900-70) 1948 novel Addn Buenosayres (‘Adam

Buenosaires’). But another Buenos Aires-set novel of the same vear,
El tiinel (‘The Tunnel’) by Ernesto Sabato (1911-), brings out the
sense of metaphysical malaise even more strongly. An accessible (and
extremely readable) forerunner of the New Novel, it deals with a
more upwardly mobile character than Silvio Astier, vet social differ-
ence does not seem to impact on existential condition. There is an
obviously implied existential(ist} subtext in the novel’s reference to
Sartre and in the main character’s sharing of his Christian names,
Jean Paul. Despite the external reality setting of the anonymous big

city, the accent is firmly on the individual and his subjective interior

perception and construction of reality. Events are presented purely
from. the perspective of the deranged painter Juan Pablo Castel, whose
obsessionally possessive ‘love’ drives him to murder Maria Iribarne
and leads to his subsequent incarceration in an asylum - the crime
and the imprisonment obvious metaphors for the futile quest for
communication and fulfilment.

Yet the point is that the novel establishes a link between psycho-
logy and the metaphysical. Castel’s obsessive logic — which leads him
to his misjudgements of Maria and his ultimate downfall — is a wider
iHustration of the limitations of reason, while his madness becomes
a symbol of the chaos of the universe and the meaninglessness of
human existence. The suggestion is that the madman is closer to the
true nature of life and reality than the sane. This is the meaning of
the image of the tunnel which gives the novel its title. Castel’s sense
of existential solitude is symbolized by the idea of living in a tunnel.
He had hoped that the parallel tunnels in which he and Maria were
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'(f)nng;meﬂtal absurdity of human life but who are therefore isolated
fu

from 2 . : : i i
! ntrality of the theme of solitude in much Latin American fiction,
e

" left me all alone’)
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ould one day converge, but he now recognizes that that can
Ymg “g what he realizes is that life is divided between those on

eve! 'fi-e of the tunnel’s transparent walls: on the outside, the general
githe? S(l:e who lead normal, everyday but shallow and dishonest lives;
: hose who, like Castel, have gained awareness of the

:?opui

world dependent on evasion for survival. Aniicipating the

castel says to Marfa as he plunges his knife into her: “Tengo que

* matarte Maria. Me has dejado solo” (‘1 have to kill you, Maria. You've

12

The main inheritor of the Arltian mantle was not rfaaliy Sabato ‘b'ut
the Uruguayan Juan Carlos Onettl (1909—?4), a writer some cntcllcs
regard as the essential link between the period after the avant—gat; ;,
the New Novel and the Boom. Onetti’s short 1939 .nmf-’el El pozo (‘The
well’ or, perhaps, ‘The Pit’) clearly uses internal rea}hty in the prc?se?lti-
tion of the mind of protagonist Linacero. Equal.ly 1mlport-antly, It- lin .s
the social to the metaphysical: the story of a social misfit .1n an.ahen.ai:-
ing bourgeois environment soon. becomes a talf? of existential crisis
following loss of faith in the meaningfulness of life. FantE}sy (anotser
key feature of future New Narrative] is an esc.ape f.or Lmalcero, gt
only one that underlines the emptiness of rea}‘Ity. Linacero’s story' dlS
in embryo that of Brausen, the hero of Onetti’s 1950 govei La vida
breve (‘A Briel Life’, 1950). .

Donatd Shaw, leading critic of the New Narrafive, has made a c01?1-
vincing case for seeing La vida breve as the first novel of the Latin
American Boom (see, e.g., Shaw 2002, pp. 110—12?. Shatfv notes three
important featurcs that establish a clear connectlo{a'wnh the latfer,
mature New Novel. The first is to do with the transition from reality
to fantasy. Like Arlt’s heroes, Brausen is a frustrated ﬁgure wh-o seel-is
an outlet via self-degradation. He takes up an abusive r.elauonshlp
with a prostitute and, following her murder by an assoclate he h}as
aided, flees Montevideo to take refuge in the town of Sa'nta Maria.
However, Santa Maria was previously nothing but an imaginary to?fvn
to which Brausen escaped in his daydreams. The line betheen fiction
and reality is comprehensively blurred, and such blurring would
become a technical mainstay of later New Narrative. Moreover, Santa
Maria would become the setting for most of Ometti’s subsequent
novels (which extended into the Boom and beyond), a model repeated
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in the famous fictional towns of, say, Comala (in Juan Rulfo’s Peir
Pdramo) and Macondo (in Gabriel Garcia MArquez’s Cien afios de soled
["'One Hundred Years of Solitude’]). The two other features noted b
Shaw are the introduction of the figure of the author himself into th
narrative and the self-referential allusions to the very act of the writiy;,
of the novel. Fiction, it seems, is no longer functioning as an unpro
lematic reflection of external reality. Fiction is now aware of thie
subjective nature of reality and of its own status as nothing but fiction !

Jorge Luis Borges

Significantly, the title of what might be regarded as the most important,
or at least most influential, book in the history of Latin Armerican
literature is Ficciones (‘Fictions’, 1944 and 1956). This is one of 4
number of collections of short stories by Argentina’s Jorge Luis Borges;
The example of Borges (that is, the example of his mature stories) is
at the heart of the New Narrative. He is, in some ways, closer to
Macedonio Ferndndez than to Sabato and Onetti, in the sense that
his writing is characterized by scepticism rather than anguish. Meta-
physics provides the main underpinning of his stories, but paradox-
ically is shown not to explain the nature of the universe but to prove
its inexplicability.

Borges’ favourite image is that of the labyrinth: an image of the

universe itself, it suggests the appearance or possibility of order and
the experience of disorientation and chaos. Typically, his stories deal -

with someone who is metaphorically seeking to make sense of the
universe but who winds up lost in a labyrinth of incomprehension.
An illustration of this view of the universe is ‘La biblioteca de Babel’
(‘The Library of Babel’). Here the unjverse is presented as a vast library
made up of an ever-repeating symmetrical chain of identical rooms
containing books of identical format. The problem is the ‘naturaleza
informe y cadtica de casi todos los libros’ (‘the formless and chaotic
nature of nearly all the books’), that ‘los libros nada significan en s{’
(‘the books mean nothing in themselves’)." Generations of librarians
have squandered their lives in trying to find meaning in the books,
but all have failed. Tn other words, though, throughout time, the
superficially ordered appearance of the universe has led human beings
to seek to identify a hidden pattern or explanation, such a pattern or
explanation has remained firmly beyond human grasp.
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. Hef systems for Borges are little more than the arbitrary inven-
> f human minds. So, when in ‘La loterfa en Babilonia” (‘The
ions O

pabylonian Lottery’), people choose to believe in an unseen company
Ba

~chestrating the secret, free and universal lottery {an obvious image
3

i the haphazard nature of life and the universe), this is an example
i the human construction of religion as a means of explaining the
o

i Hcable. But ary human explanation is always limited and prob-
H}l;lejpwrong In “Tién, Ugbar, Orbis Tertius’, humanity embraces the
A .

iternative world of Tlén because of its transparent orderliness. But
a

Tlén is a non-existent place written about in a convincing-looking
o

cyclopedia by a secret society: it is a world in a book, a fabrication
o {16 human mind - it cannot explain a universe not created by
Efa;. similarly, in the spy story ‘El jardin de senderecs que se bifurcan’
(‘The Garden of Forking Paths’), the mystery elnment of the spy
genre is clarified at the end, but the tale ‘of nsplonage franée; arli
altogether less explicable story about a labynnth.lne garden a}n 00 1
in which time seems to fork in diiferent dlrentlons. Only the \Sne‘l
human mystery can be resolved: the greater enigma of time and life is

Uman reason. .

beé?ﬂado? Borges’ favourite devices for showing lup the limitations of
human knowledge is the detective. In possibly his most famous stor‘y,
‘La muerte v la brajula’ (‘Death and the Compass’), the sleuth. Erik
Lénnrot investigates the mysterious death of Dl: Marceln Yarmolinsky
shortly before a Talmudic congress. Lonnrot believes the murder to be
the work of a fanatical Hassidic sect and linked to the Tetrngrarnatton,
the secret name of God. One newspaper reports that ‘el 1nve§t1gador
Erik Lénnrot se habia dedicado a estudiar los nombr.es d? Dios para
dar con el nombre del asesino’ (‘the detective Erik Linnrot had
dedicated himself to studying the names of God in order t.o .corne up
with the name of the assassin’} (p. 151). Lonnrot’s quest, it is hlnted,
is symbolic of the human one to divine God's secr.et nlan, than; is to
find the key to the mystery of the universe. The pO‘mt is that .Lonnrot
gets it wrong: his Holmesian deductive logic leads him to precisely the
incorrect conclusion. Yarmoelinsky’s murder seems to be part of a
series, but the first crime was simply a mistake (they gnt the Wrong
man); after hearing that Lénnrot was assuming a motive based in
Jewish mysticism, his arch enemy Red Scharlach planted an elaborate
series of clues to trap Lonnrot. Thus when Lonnrot sets out.to catch
his killer at the end, it transpires that he is himself the last intended
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victim and the story concludes with his death. Reason is [hOrOughly
undone here. Indeed when Lénnrot enters near the end the bew
deringly labyrinthine mansion where Scharlach is lying in wa

_uh the intellectual’s complex relationship with Argentine nationélli

Wldmon and update the whole Civilization and Barbarism debate.
dl

Kn d, more recently, critics have begun to reassess Borges through a

future: throughout time, humanity has been and will be compelled tg

repeat the same quest and experience the same failure.

The above can give the merest impression of the textured intricacy.;

of Borges’ stories. Hssentially, his tales are complex puzzles in whic

the reader is lured into the game of decipherment only to end up as:

contused as the characters. In Borges, the reader has to play an activ

role, but his or her logical engagement vyields no ultimate truths, The:
reader has a radically different experience to the passive security of 3.
realist text. She or he is reminded of the limited nature of the intellect, *
the irreducible nature of reality, and fiction’s inability to establish
a transparent, one-to-one relationship with external reality. Tndeed *
reality itself is akin to a fiction, in that it is always in some ways. a-°
construction of the human mind. Some would argue that this leads to .
pessimism in Borges. However, there is little emotion in these very

cerebral stories. His position is more that of the amused sceptic, recog-
nizing that human beings {himself included} will inevitably be con-

tinually drawn to speculations on the meaning of life even though -
they can never know if they have the right answer. In this sense, his -

stories are very much like games, because that is what thought, philo-

sophy, theory and art are: the game of creating convincing versions

or explanations of life that can never be proven. It is perhaps this
game-playing which was Borges’ major gift to Latin American letters.
It is probably a mistake to see Borges himself as advancing philosophy
in any major way. What he did was to free the mind, to assert fuity
literature’s freedom from its immediate context or external reality. He
helped to free fiction to be about whatever it wanted to be about, It
was this sense of freedom from conventional literary constraints which
was to give the Latin American New Narrative its unique character.'>

Of course, Borges has his detractors. Indeed he has been severely
attacked for his political disengagement and inauguration of a literary
tradition fundamentally unconnected to Latin American social reality.
It is not entirely true that Borges’ stories are divorced from the Latin
Ametican context. Many, most famously ‘El Sur’ {"The South’), deal
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ore obviously historical-political lens."” None the less, new historical
" examinations will not change the fact that Borges’ key influence
re-

" was at the level of literariness and questions about fiction, reality and
W

the relationships between the two. But the very fact that even this

most un-American of (South) Americans does have a teal social

and political dimension to his work should remmd us't'hat the New
Narrative does not mean the abandonment of socio-political concerns
or of the Latin American experience. Just as ave.lnt-gfjirde tendencies
developed hand in hand with the growth of Reg%o‘nahsm, SO ’Foo was
there an important, evolving strand of anti-tre?dltlonal expe'nment.al
writing that was very much involved with the issue qf deﬁmng Latin
American identity. This was the strand that would ultn'nately give the
world, for better or worse, the popular notion of Magical Realism.

Magical Realism

Magical Realism*® bridges the gap between social realist regional ﬁcti.on
and fantasy or formal innovation. It demonstrates an understanding
of the difference between perception and reality, and it involves the
assimifation of European technical virtuosity in order to explore better
the character of a specifically Latin American reality. In ‘ItS €sseTce,
Magical Realism is based on the belief that Latin America is somehqw
unusual or ‘marvellous’ because of its extraordinary extrem‘es of h}s-
tory, geography, development, religion and ethnicity — that its reality
is actually quite close to fantasy. This would lead eventual’ly tola style
of narrative (associated most commonly with Gabriel Garc1a. Mar'quez;
see chapter 4) whose particular effect lay in the way in which bIZé{I‘I"e
events were described naturally (the basic hallmark of the genre, if it
can be termed as such), .
Magical Realism, in its modern Latin American sense, really begins
with the Cuban Alejo Carpentier (1904-80), whose literary career
stretches from the European avant-garde through to the Boo‘m and
after.”” Throughout the 1930s he came into close contact with the
French Surrealists in Paris, Upon his return home at the end of
the decade and following a highly formative trip to Haiti in 1943, he
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began to see the Buropean idea of the surreal as part of everydaj,
in his own land. His early Afro-Cuban novel ;Eete-Yamba Of (193
for instance, favourably opposes black primitivism to white domj
ance. More interesting is E/ reino de este munde ("The Kingdom of thi
World') of 1949, in whose famous prologue he coined the phrase
real maravillose or the ‘marvellous real’. The novel deals with famjj
Latin American themes of independence, progress and national g
cultural legitimization in its account of Haiti’s transition in the la
cighteenth and early nineteenth centuries from slave revolts to blag
rule. What makes the novel different is the way it presents extery
reality from the perspective of a former slave steeped in ancient or
tradition and magical beliefs. This is the etfect of the ‘marvellous reg
— history and reality are transformed as the reader is allowed to se
them from the magical perspective of Ti Noel.

traditional, the black and the white, the European and the Caribbean

In a sense, lo real maravilloso is a fatally flawed concept in that it
implicitly invites an Implied Latin American reader to gawp at his or'
her own Latin American reality as if it were a marvel. 1t unwittingly :
reasserts an outsider’s European-tinged view of Latin American :
identity at the very moment that it tries to authenticate a genuinely
third world vision. Carpentier’s problem is brought out vividly by one
of his own protagonists, the narrator of his 1953 novel Los pasos”.
perdidos ('The Lost Steps’}. Here a US-based and European-influenced :

musician of mixed European and Latin American parentage has the

Opportunity to journey deep into a remote region of Latin America -
in order to unearth primitive musical instruments. The materialjst -
and pretentious North and the West are unnatural and alienating, g

while the odyssey into the southern Jungle is portrayed as a journey

back in time towards primitivism and authenticity. Though there s -

much positive valorization of the simpler, more meaningful jungle
culture, the fact remains that the narrator cannot setile or fit in and
finally needs to return north. The title comes from his subsequent
failed attempt to retrace his steps back. The European or general
Western cultural influence and pull are so great thar the Latin American
intellectual will always remain alien to the realities of his own sub-

continent, no matter how nobly he tries to recuperate a sense of
originary identity.

The Rise of the New Narrative

Neo-Indigenism

o ral feature of what is now called Magical Realism is the
i 'mteg opulation’s view of life, based on myth and legend. Thus
'r:i'dl-genous r};t I;’elated phenomenon in the first half of the twentieth

:Iliioizs the revival of Indigenism. Indigenist writing, however
€1l

1 jntentioned in its honest desire to bring the plight of the Indians
we

wider attention, often offered an outsider’s view from a cleaﬂﬂ
utside position (see chapters 1 and 2). What some have come to ca

“Neo-Indigenism or neoindigenismo attempted to Fecreate th}cle ﬁdlglei?i
' rience from the inside, that is to show reality through the

' eX?f} digenous population’s perception of it. Of course, many f)f th-ese
'ilg;::imgents pre-date any comprehensive notion of Neo-Indigenism

or Magical Realism.

In Brazil, for instance, Mario de Andrade’s (1893-4945({ Macw:faz,?z
(1928), written in the wake of the S-emana de Arte Mod en}; s d
sio Paulo intellectual’s effort at melding avant-garde mlc:l : E’T’;’IIS o Wit
an empathy for primitivism in order tg produ.cef a mythica n anve
of culiural roots. Macunaima is a mythical, magical, Amazomau'l1 o
figure whom Mario turns.into a kind of metaphor for Braml.d e
thinking behind this discursive strategy comeis fro{m{ Oswlab Lo
Andrade’s (1890-1954) famous ‘Manifestc.) -angopofago { CannT a :
Manifesto’, 1928), which inverted Civ1hza't10n anc? Barba;mmh N4
advocating a kind of return to the early Indian practice of a. sor.tui
the Buropean enemy’s strength by eating them; only n.ow it .15 Wi eit
and artists who must break the ultimate taboo by Ingesting, ‘asu
were, Buropean influences in order to generate an auth.entlia y
Brazilian culture. In Mario’s novel, Macuna.ima repr-esents th;i pg se:t};
ing possibility of authentic multiracial multiculturalism, bl;t 1s.ﬁe‘?lrl
after a self-tainting trip to the big city shows the danger of sacrificing

icity to foreign notions of progress. _
au;}lizrllltglitojlearly angearly forerunner of Magical ‘Realism, tllle lnlovgj] 1;:
only Neo-Indigenist in the way it seeks to nnagme a magical In afl
world view on its own terms. But, of course, in Fhe case of Bram-,
Mairio is not referring to any real or specific Indian group. Tha?t 1:“;
more the territory of another important foundatiopal figure in Magl-ca
Realism and Neo-Indigenism, the Guatemalan M1gue1 Aggei A'stur.la}j
(1899-1974), Asturias, an ethnologist by training, was in Paris Wllt t
Carpentier and undertook a similar project, to use the Surrealis
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fascination with the unconscious in order L0 Create a seemiy
authentic Indian voice that would express natjve experience
first offering, Levendas de Guatemala {(‘Legends of Guatemala’, 193¢
literary-anthropological replaying of folk tales and myths, very myp
eschews any notion of the anthropologist’s distance from the subje
and reformulates the legends with great sensitivity. His 1949 pj
Hombres de maiz (‘Men of Maize’) goes further, seemingly mimickip
the syntax of indigenous speech and following a mythical rather thay
plot-based structure. Moreover, phenomena such as form-shitting frop,
human to animat are presented totally naturally. Though the nove
about the corruption of a natural relationship with the land via thy
thirst for profit, the Indians are presented not as helpless victims (-a
criticism that has been levelled at traditional Indigenist novels), but ag
a people who adapt skilfully in ways that allow them to retain thej
culture as well as affect positively the culture of others.
Asturias’ most famous novel was not specifically about Indians ang
will be considered presently. First, though, we must turn to the authot
probably most closely associated with the idea of Neo-Indigenism
in Latin America, Peru’s José Marfa Arguedas (1911-69). A rather
different figure to Asturias, he had limited contact with Europe and
his first language was actually the indigenous Andean Quechua;
His best novel is Los rios profundos {'Deep Rivers’, 1958). The semi-
autobiographical narrator of the novel is the young white boy Ernesto,:
who, having partly grown up in a rural Indian community or ayily,
is made, as an adolescent, to enter a religious boarding school in the
town of Abancay. Confusion and alienation ensue as his meaningful
and harmonious Indian upbringing is contradicted by the division,
cruelty and repression of the white school. Much of the novel is given
OVer to bringing out this contrast. The school is a literal stand-in for
white society and the oligarchical alliance of church, state and land,
in that the corrupt priests unquestioningly support the mean-spirited
landowners and use religion to hold the Indians back. On a more
metaphorical level the school's culture of rivalry, violence, bullying
and sexual abuse represents the more general decadence of so-called
‘civilized” society. But (in yet another inversion of the traditional
civilization-versus-barbarism dichotomy) against the degraded white
world stands the magical world of meaningful indigenous tradition
into which Ernesio tries to escape. He frequents the local bars or
chicherias, where he listens to huaynos, Quechua songs. He immerses
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| .d in the contemplation of the natural scenery of the surround-
i ide. And he pursues the ideal of the zumbaylli, a sort of
- e'.nn'm.g-top which he believes will attract the harmony
mature Tpvlvorld into the hostile environment of the school.
o n;‘jmra Iy significant about all this with regard to the develop-
What : reaozel is the method of presentation. Events are recc?rded
o o tkllle f?om the child-cum-indigenous perspective. There is no
'q{rerﬁlilccmally rational distinction made here between human being
i}

. .. i
d pature, or between external reality and spiritual or supernatura
and Il .

.of. The viewpoint is a mystical-mythic one based on the indigen-
ehel hesis of man and nature as an integrated whole. Moreover,

S SYm; is clearly not a break with social protest, it is a s'tep
houild ;rfl)in the perceived easy didacticism and exiernal observation
orw

“+f earlier Indigenist works. Two key political episodes in.the nc?vei

i ethe revolt of the chicheras or female bar workers prot'estmg agau.ns
all-;z rationing of salt, and the rebellion of the colonos (basically sert-like
y :

indigenous peasants tied to the large haciendas 0}' estate.s) provoked blz
b 1gutblreak of a plague. Yet Ernesto lacks the ideological framewor.
igi:e these in explicitly political terms an.d 50 undefste;nﬁs ;hbezo{]);lei
magical-spiritual level: the leader of 'the chicheras, DOHZ 6;1 ep ;umbayﬂu
a mythical figure linked to the river, the sun anht - Scar(;
invulnerable to danger; the Indians are seen to marc 1as 0? o
off the ‘fever’, which is conceived of as a sgpematura e.V1 5111 ar. -
The question is whether this type of techn.zcal presentation san é)stﬂl
or dilutes the political impact, a dﬂli:mma glktntcil :gs;lliio:ogga(l et
ay for writers who sou orot
Ivlifai:hn;)tsi(r)rrlfv)v;z gontrary trend towards subjectivi.ty and am“mg‘l;l;ta}g;
Can the colomos’ ‘supernatural’ victory presage material change -Hi e
terms? Is their uprising (which is basically ?0 d-emand a .sfpecui_ nass
to ward off disease) little more than a- dISgU‘lS’Ed manll. efsta 10en p
subservience to white authority? Do their trad1t1.0nal beliefs, e:' e
in some ways morally superior to thos_e of white culture, aec1 »e
barrier to practical social and economic progress? ?hf:a novremﬂve
not really answer such questions. The We.q./ out of thlS. mftelrpEmestO
bind is to see the ambiguity as itself pohtlcal‘ly m‘ear%mg u . pmeso
is fundamentally in between cultures. The }imphcat}onlm 1 E'ihin
positive way forward is transculturation, th-at is a mutualg e‘llglcfro n%
cultural interchange in a reformed Peru which values and builds

- . 20
its cultural diversity.
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Two Great New Novels

What h i i
et as'been famerglng from this analysis of the rise of the
tNradiﬁ (l)VG 115 EEhat It1s not a simple matter of the modemn diSp]éci;' .
nal, but a rather more subil I :
¢ and elusive pr

ia . . process. Essent;
wwihbrzgc.i trends can be identified. First, the crisis of modemitnl

€ disintegration of long-standi i mY
! ing belief systems, and thj ;
Is brought out b i ity o

Y narrative forms that reflect i

o oo : ‘ Ct uncertainty or
Second, modernity offers exhilarating new ways of readin e.
)

1n\;I)11:Ses da.frejection ot the wider values associated with modernity.
Vaﬂouse : Ill ;eg;?cesb(?annot be effectively resolved and have provol{e'
i o < re.nk itter debate? (see chapter 7). At this stage, the
e ot (o ;1; ﬂi :ll)\?;lvt, tﬁzr?s: of _the New Novel at the dawn o
: alive is inescapably characterized by
a t_ensmn between Europe and Latin America North and b, e
}m.wc:?rsal and the specific, the existential an(i the é]ln e th?
It1s In the very ambiguity of this position that pl? o i P?rhaps
appeal of the New Narrative lies. So, to conclude 1;[111uC hof o et
cxamine two ot the most remarkable exampl £ the New News
o ples of the New Nov
afof;n?:iﬁfgnége tBoc?m of the 19‘605, novels which bring out thgel-
enormiam e 61’;5101’15 but Wh1~Ch also have an unprecedented
pomovator as literature: Ef Sedior Presidente (1946, though written
ghly Detween 1922 and 1932) by the 1967 Nobel Prize winner

from Guatemala, Mi
) - Miguel Angel Asturias, and P ;
Mexico’s Juan Rulfo (1915-86) nd Pedro Pdramo (1955) by

El Serior Presidente

T ) : . .
S Ch"eboéqenlng- of I] Sefior Presidente (tr. ‘“The President’) has been d

tol; hf:‘ as the first pages of the New Novel.? A major novel of dicte-

* a a—

ip, 1t is based on the regime of Manuel Estrada Cabrera, who
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Guatemnala with an iron fist from 1898 te 1920. However, the
dent of the title is never named, nor is the country, nor is the
“The novel is set, then, in no particular time or place. This was a
Jical break with other narratives, which had been traditionally judged
ding to how well they reflected reality. Now the novel was to be
idged as an autonomous reality in its own right, that is as a work of
in. This is what sets El Sefior Presidente apart and makes it such an
portant forerunner of the New Novel: although it seems to deal

merican specificity and does, it has to be said, have many

salist DOMEILS, it effectively dares to announce itself as, above all

e, a work of fiction.
Indeed the novel has virtually none of the iraditional apparatus

if mainstream prose narrative. For instance, there is no real plot to
peak of and no convincing or consistent characters. Instead the text

ploys alternative devices such as a mythical substructure or the
‘epetition of motifs: a sketchy framework makes the text viable as

Cparrative, but leaves the writer free to introduce whatever elements

he likes, while giving the reader a more aciive and reconstructive '
e. A simple example should suffice. At one stage, two of the principal
characters stumble across a drunken and incomprehensible mailman,
dropping and losing his letters as he goes. The episode contributes

. nothing to the plot, but is typical of a repeated series of scenes indic-

ating failure of communication. The reader reads the text as an
indictment of the breakdown of meaningful social networks under
dictatorship, but through associative inference rather than thanks to
explicit narratorial guidance.

In a sense, expression is beginning to take precedence over elucida-
tion. And one of the most striking features of the novel is its expressive
use of language. Language is often broken up to give a sense of the
frayed nerves of individuals living under a dictatorship ot, more com-
monly, to imply the distorted values that hold sway in the regime.
Por example: the loitery ticket vendor Tio Fulgencio’s garbled Spanish
is itself an illustration of the meaninglessly haphazard and lottery-like
value system of the president’s regime; Mrs Carvajal’s hysterical
stuttering of the nonsensical phrase ‘jle, le, le!” (‘la, la, lal’) is a sign of
the shattering of her faith in justice (it is probably a fragment of the
once meaningful word ‘ley’ or ‘law’, now turned into a travesty by
the auditor or judge advocate who confirms her husband’s arbitrary
but imminent summary execution, ‘conforme a la ley” {'in accordance
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with the law’]}.** The characters, meantime, are themselves preseg
expressionistically as esperpentic™ caricatures. Many have absyrq.
sometimes animal nicknames. The beggars are crazy and wildly.
formed, and the scene where they are tortured has a zany, slaps
wackiness about it. The gigantic Dofia Venjamén holds up and dan
her diminutive puppeteer husband Don Benjamin so that he hin
looks like a like a puppet from one of his own shows. The charact
are effectively dehumanized and reduced to mere puppets in th,
alienating context of dictatorship — hence the sometimes unremar
sourly comic element, which reinforces the loss of dignity.
More generally, the expressionism of myth projects the preside
as an omnipotent and ommipresent force, a mix of Christian an
Mayan deitjes. The equation of the Indian god Tohil, greedy for humj
sacrifice, with the Christian God suggests an inversion of tradition:
Western beliefs based on Christianity. Here the God is evil, reignin
over an infernal world where all values have been turned upside down
The inverted myth is continued in the identification of the novel
principal character, Miguel Cara de Angel, with the fallen angel Lucife;
Cara de Angel falls from the president’s favour when he falls for th
daughter of one of the president’s enemies. But now the rebellioy
angel is rebelling against evil in the name of love. The power of loy
seems to be an important theme in the novel. When Cammnila, th
object of Cara de Angel’s affection, is forcibly separated from he
father and caring nanny, she literally begins to die. Cara de Ange
now accelerates his transition from presidential henchman to decen
human being in the hope that acts of kindness and love will be repai
by Camila’s survival, Eventually she is saved by marriage, on th
advice of a character called Ticher (a punt an Teacher), who counsels
‘a la muerte tinicamente se le puede oponer el amor’ (‘the only thin
that can oppose death is love’) (p. 212). And although the couple ar
eventually torn apart and Cara de Angel dies a forlorn death in the
deepest, darkest dungeon, there are possible hints of regeneration and
perhaps even salvation in the birth of their son. y
What is perhaps most notable about the story of Cara de Angel and
Camila is not just its ultimate ambiguity, but that their rebellion takes
absolute precedence over the other rebellion in the novel — the political
one of General Canales to be launched against the corrupt regime.
This is the only example of constructive collective activity in the novel, -
yet little is told about it and it fizzles out almost as soon as it starts.
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stion seems to be that political change is not just a matter of

' _s_u.gge ne system for another, but must come at the most elemental
,applﬂ'%; humén beings learning mutual respect and love. This
L of struggle certainly creates a richer literary EXpE‘I‘iCI-ICE.
s what this vague programme of respect and love m{ght
.n concrete political terms. It seems that the political level risks

: Igi:?udged by the presentational ambiguities. It is difficult to com-

' ly on political reality if the very vehicle of that com-

qent effective ical C Ve ol
- nt appeats to undermine its own application to reality.
me

Pedro Pdarame

similar problem emerges with regard to Pedro Pdranto. This no;lfel
can be — indeed has been and continues .to be — read as anot. er
{;ersion of the novel of the Mexican Revolution (see chapter 2). It 1sda
éritique of caciguismo, that is of the power of corrupt landowners, and,

- at the same time, of the Revolution against such corruption, whose

rincipies are seen to be betrayed. Yet the cacigue, in this case the
Eedro paramo of the title, is presented internally as well as externally,

| placed in a psychological context that helps explain his actions, and

even presented as a victim himself - of aI.1 oppressive upbr'}ngmg and
unrequited love. Moreover, the Revolution is clearly of little or 1n_o
interest to the inhabitanis of Comala {the town where t.he nove.uls
set), who are only vaguely aware of some sort ot trcnilble in the hi 1S,
and, most crucially, of virtually no concern to the cacique, suppos?d y
one of the main targets of the Revolution (on a number of occasions
when he is given important information on the progress of the struggle,
his mind wanders instead to thoughts of the woman he has loveq and
lost, Susana San Juan). If this is not enough, most of t%le n‘ovel is not
really about the cacigue at all, but about a young man’s failed search
for his father, a woman’s obsession with her dead lover, the frustr.a-
tions of a failed and sinful priest, and a whole series of other stories
of lost illusions. To cap it all, all of the characters in the novel tL}m
out to be dead, chattering about their pasts in their gra.ve or Wlt.h
their spirits wandering the land. And, finally, the parratlve. form is
so bafflingly fragmented that it is quite clear that this novel is a very
long way indeed from the traditional novel of protesF. -
Although critics still read Pedro Pdramo as a sp§c1ﬁca'lly Mex.ican
take on life and as an implied attack on aspects of Mexican society,
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cedido el tiempo” {‘as if time had started 1o go ba}ck—
SN This breakdown in Juan Preciado’s sense of time
?:};ure of the novel as a whole, Wh:lCh c?nstantly ngezaig;

- d forwards in time and place. Tl.In(.? 15,. of cour‘sl | 1
pyerds T2 human invention and a means of imposing an ami?laa
oy Wit aﬂux of experience. In challenging our notion of tH.ne,
o t‘heh llllenging the very means we use to make sense of life.

o ‘C findamenta]ly about loss of faith, then the fragment?ry

e gOVei . ture reinforces the sensation of disorientation, confusion
-a_xratlv‘lf Strulclat such a crisis of belief brings. The reader is thus made
d 2 t a5 much as content — to share the unease and loss of
huoug fOH‘_fl the lot of the characters and, possibly, it is suggested,
"ertaiﬂt‘Y e r she is made to struggle with the narrative puzzle
umhamtz]r;eHvia; as with life, without the benefit of any clear answers
the sa

der is made to wake
i nd. At the very least, the rea :
o e of reality. On a literary level,

and although they often rage against universalist readings
American literature, it seems naive to the point ot absurdity 1
that there is an overwhelmingly existential dimension to this-y
We may or may not choose to see the landowner as an inverteg
figure, like Asturias’ president.? However, we cannot fail 1o g
the general theme of loss of taith and the crushing of dreamg
first story is that of how young Juan Preciado comes to Coma
land described to him in idyllic terms by his recently deceased mo
to seek out his long-lost father, one Pedro Paramo. But Comala
ghost town and his father is dead. Although Juan’s motivation 4
joumey is that ‘comencé a lienarme de suenos, a darle vuelo 4
ilusiones’, ‘y de este modo se me fue formando un mundo alredeg
de la esperanza’ (‘1 began to fill myself up with dreams, to give flj;
to my jllusions’, ‘and in this way there began to form in my ming
world full of hope’), he quickly comes to the conclusion that |
search has led him to the opposite: ‘A un pueblo solitario. Buscandg -
alguien que no existe’ {"To a solitary village. Looking for somegq
who does not exist’).2 :

The stories of all the other characters follow this same pattern-o
illusion giving way to despair, supported by the imagery of the faft
from grace. At one stage, Juan meets a fallen couple, living in incest,
They are naked (as God made them, it is commented) and are said to
have been there forever. When a bishop refused 1o forgive their sj
his words of punishment echoed those of God to Adam and Eve in
the Garden of Eden. The woman is now tormented by her sin and
feels that her guilt must show like the stain ot original sin. Unable
to gain entry to paradise, their tormented souls must roam in grief
torever. This condition tums out be that of the whole of Comala
(ostensibly because the sinful parish priest could not grant absolution
and the whole community has died outside a state of grace). The
glimpse of paradise overtaken by the reality of the fall is a basic
principle of the narrative. And so, when Juan is seduced by the
Incestuous sister, this possible moment of fulfilment is really a loss
of innocence: she disintegrates into a pile of sfime and Juan dies
shortly after, probably of fright. “¢La ilusion?’, comments one of his
graveyard companions, ‘Eso cuesta caro’ (‘Illusions? You pay a high
price for those’) (p. 64).

A striking feature is that after the shock of the incestuous sister’s
physical disintegration, chronological time disintegrates too, ‘como si

s} (p- 8
gés the stru

r 50l :
: natur
- 1o the profoundly ambiguous ‘ jovel,
o the Eg)reat leap forward represented by a novel like Pedro Par.:ive
.thfl?é dramatic change it effects in the role of the reader, from pas
5

ievement of
jpient to active agent. This would also be the great achiever
G redl

the Boom.
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- CHAPTER 4

The Boom

The chronology of the Latin American Boom is as straightforward or
as complex as literary critics want to make it. The most useful way to

understand it is as the climax of the New Narrative, the sort of experi-

mental fiction that appeared to break self-consciously with imagined
traditional realist models and posit a more problematic vision of reality

and Hterature’s relation to it. The New Narrative, though its roots can
be traced further back, became significant in the 1940s.and 1950s, but
achieved canonical status and international projection in the 1960s
with the Boom. The Boom is, in many ways, a phenomenon of pub-
lishing, consumption and reception. It marks the period when Latin
American, or more particularly Spanish American, fiction became
internationally visible on some scale for the first time.

A number of factors aided this process of internationalization. One
was the Cuban Revolution of 1959, which put Latin America on the
world map, promoted new interest in the region and made its cultural
outpui marketable as one of alternative perspectives, and helped foster

-a sense of cross-national subcontinental identity, identification and
community amongst different Spanish American authors. A more or
less simultaneous phenomenon was the massive promotion of Spanish
American writing in Spain.’

Literary production in Spain had been pretty moribund in the post-
Civil War period of the Franco dictatorship, apart from some rather
carnest social realist fiction, and was further hampered by official
statc censorship. Not only was the Spanish American New Narrative
more exciting as literature, it could also stand in, in terms of content
and attitude, for domestically prohibited revolutionary criticism of an

-"-Opilisher Carlos Barral and the Spanish literary agent Carmen Balcells.

uny practitioners of the Spanish American New Novel were, for

Ma;ious reasons, living in Spain or elsewhere in Europe, and Balcells
va ‘

. as instrumental in transforming them into professional writers.
W

o The Boom

ressive militaristic state. Two key figures in Spain were the Spanish

Moreover, Barral was one of a group of ambitious pub?ishers ‘k.el;n
romote international writing via schemes such as highly visible
- al catherings of writers, critics and publishers and the award of
a'm;:ry Tarizes. One such prize was the Biblioteca Breve Priz‘e of '[I'.le
lg_i,zcelona-based Seix Barral publishing house', a prize which f— ;ln
many minds — became intimately associated with the fortunes of the
i rican New Novel. .
SPZ?:;IEAIE;; Novel was becoming establishe'd in Europe, a fgrth?r
development helped consolidate its status. This Was‘the fouzdlll\;g in
Paris in 1966 of the highly influential literary. magazine Mundo u.evo
{'New World"), which became a kind of flagship f{)r the New N.arratlve
as well as a debating point for issues of Latin A‘menclan cultural mtt]zjrest.
Though it was attacked from the left {especially in Cuba), has been
accused of Burocentrism, and was even demonstre.lted 10 hE-in! een
effectively funded and supported by the CIA, the ]ourn?l did ple-ly a
very significant role in raising conscioutsness ab(.)ut Latin P-sm'enc??
writing for a brief but important period in the mid-to-late smjaes.If ]
founder, the Uruguayan critic Emir Rodriguez-Monegal, was himse cal
tireless promoter of Spanish American narramie. ge became a note‘
professor in the USA, and the rise of Latin Am_encamsm as. an acade:‘mlc
discipline in the US, supperted by invitations to Latin Amence}n
writers to speak or enjoy short tenures there, was another factor in
the cementing of the reputation of the New Novel. .
So, when does the Boom begin and end? One simple .waglr of dating
it is via the Biblioteca Breve Prize. The award of the pn.ze in 1962‘ to
the young Peruvian Mario Vargas llosa (1936-) for his astounding
novel La ciudad vy los perros (tr. ‘“The Time of the Hero’, formally Pub-
lished 1963) - the first time a non-Spaniard had ever won the ’prlze -
is ofien seen as the beginning of the Boom. Carlos ]?arrals -spht
from Seix Barral and the suspensicn of the prize in 1970 1s someumels
seent as the end of the Boom: the novel which would. have W’.Ol’i ’1t
that year, El obsceno pdjaro de la noche (‘The Obscene Bird of Night')
by Chile’s José Donoso (1924-96) has been seen as the phenom-
enon’s endpoint, after which a Post-Boom can be seen to emerge (see
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;’flaptefr 5). However, there are all sorts of rival claims, Others date
(Lart 0 Ehe Pioom as 1958 with the publication of the first major ;
@ region mas transparente [1r. “Where the Air is Clear’]) by one .
tg}lllrus ofﬁ the New Narrative, Mexico’s Carlos Fuentes {1928} Sozzf;
! € Cﬁn nemei.lt of the Boom to the 1960s as limited. and arguee.
. lEea i b}e;gap In 1950 with Juan Carlos Onetti's La vida breve or «
dm(r):(gl 9t4 61? ls stretching it) with Miguel Angel Asturias’ B/ Serior ; :
.~ Many would note too that -
: what must be regard
Iélaéo':r ]examPles of the New Narrative appeared after 1970g suslcli
Alalt riel Garcia Marquez’s (Colombia, 1928-) Ef otoiio del patrz'c;rca {Th
wlgn}my Of] ;he Fatriarch’, 1975), Augusto Roa Bastos’ (ParagUahY
—} Yo el Supremo {‘I the S ’ ’ :
tovs { upreme’, 1974), or Fuentes’ Terra Nosty
Thi . .
- :}ljs c]Igatmg game also raises questions about who should be include
Alejoecarc;)omt.i Is Jtéa_n Rulfo precursor or protagonist? What aboz
entier and Onetti, who also wrote mai i ]
and 1970s? And are writers i i e it oD
: s like Guillermo Cabr

e . : era Infante (Cub
no.291 ).an(;;l Mlanuel Puig (Argentina, 1932-90), who wrote imp(orta;
vels in the late sixties, products of th nor

- : les, e Boom or can thev be
fruitfully associated with the idea of the Post-Boom? Then tI}}]ere 1121 :l'rl

Ei:t of the Bgom at all, and note that there was little comparabl
i 1c3n ﬂof quality produced there in the 1960s, while others would
ite Joao Guimardes Rosa (1908-67) ice Li

: - - or Clarice Lispector (1920-
as possible candidates for inclusion. The arguments could b(e endleZs7

Th . .
¢ question of a possible Post-Boom will be considered in the next..

;E:;pt?; but‘ by and large the Boom is a phenomenon of the 1960s
of Spanish America. A number of big novels by established writers

appeared in this period, as well as significant ones by new figures. But -

the B i
oom is concentrated around four central figures, the so-called

Bi :
1g Four: Fuentes, Vargas Llosa, Garcia Maérquez and Argentina’s Julio

Cortazar (1914-84),

The Big Four

Julio Cortdzar

Cortaz.ar’s Rayuel‘a (‘Hopscotch’, 1963) is in many ways the quint
essential novel of the Boom and of the 1960s. Tt typified the sc(l)rt of

62

15 mo

g
of-a traditiona
assumnption of

o critigue an imagined realist novel that

a recognizably enclose
- He calls the traditional reader of such texts a lector-hembra, a kind of

The Boom

perimentation associated with the New Novel. The book consists
fifty-six chapters, but then there are a further ninety-nine extra
apters which the reader can add in to form a second book. What
re, the author provides a chart at the beginning of the novel to
est an alternative way of reading the text that challenges the idea
] chronological sequence. Obviously, the conventional
literature as a mirror of reality is being exploded here,
ith reality being presented as an ambiguous and complex phe-

jomenon that is negotiated subjectively. An important figure in the
so-called dispensable

SEEIHS;
of reflections on the processes of writing and reading. Morelil seerms

extra chapters is that of Morelli {based partly, it
on Macedonio Ferndndez [see chapter 3]) who offers a series

presents the reader with
d but therefore fundamentally limited world.

feminine’ (in a pre-feminist sense) or passive reader who simply
accepts what he or she is told. He argues instead for a type of writing
that will appeal to a lector-cémplice, a reader as accomplice, who will
play a much more active and constructive role in the narrative. Rayuela
itself becomes, then, an aspirational version of Morelli’s ideal novel in
which the reader recreates his or her own text as he or she leaves the
passive comiort of the armchair to jump about creatively, as in a game
of hopscotch, in order to build his or her own narrative experience.
Cortazar's novel is self-consciously playful and artifieial, constantly

drawing attention to its own literariness and strategies of construction.
It contains all sorts of absurdities and non sequiturs, and dwells too
on the deceptive nature of language itself, which has deluded people
into false beliefs about the nature of human experience. Yet the
hopscotch narrative form does also suggest some sort of endgame. As
many critics have noted,* the novel is driven by the idea of a quest.
Cortazar seems to have been influenced by the Surrealist idea of a
possible state of plenitude stemming from the fusion of the conscious
and the unconscious, and literature comes across as a means to achieve
a new level of insight, called - variously and amongst other things —a
centre, yonder or kibbutz of desire. The working title for Rayuela
was Mandala, and the Buddhist concept of the mandala as a kind of
labyrinth through which humans progress towards a centre or revela-
tion seems to inform its construction. Yet the notien: is vague and

paradoxical. In destroying language one can arrive at a new, intuitive
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form of understanding, yet — as author and reader — one remains. tig
to the very language one seeks to deconstruct. This obscure and nev,
clearly resolved metaphysical quest lies at the heart of the novel
plot, such as it is, %

The Boom
-

ceaical Greek island over which his aeroplane flies .every day.
radee he is unable to tear himself away from the sight of the
oweV(?fé hen it crashes into the sea, cannot prevent himself from
ane ang, gwards it. Symbolically, of course, he is rejoining his old

Cswimmin

i The fact that the only thing new on the island .at the en.d of the
el is Marini’s washed-up corpse underlines the failure of his enter-
5' SE(.HY . hile on the island, Marini felt that ‘no seria facil m_al:ar al
e Yeni? o, pero alli en lo alto, tenso de sol y de espacio, sinti¢ que

ombre ‘;a Jer,a posible’ (‘it would not be easy to kill off the old self,
? em'm;f up there, in a place tense with sun and space, he felt that
E;lzhh;gn urlljdertak;ng was possible’}.® But this is not what happens

Apart from the supposedly expendable extra chapters, the novel.
divided between what is called ‘Del lado de alla’ (the far side of Pari:
and ‘Del lado de aca’ (the near side of Buenos Alres), suggesting th
hope of the reconciliation of divisions and the attainment of g State:q

ewhere. . L ,
Clsm one of Cortdzar's best stories, ‘El otro cielo’ {‘The Other Sky'}, a

man flits fantastically from the dreary, oppressive world of
A Aires in the 1940s to the more fascinating underworld.of
B‘Uenos rc:stitutes and macabre murder that are seen to character‘lze
g;ﬁgsé)praris in the 1860s. Here he becomes intrigued by a bohemian

confused in his mind with Maga,
and his story {and life?) ends with him seeming to leap to her from a
windowsill (she is standing on a hopscotch pattern below).

This apparent aimlessness, however, hides a deeper search. The -
novel begins with the question: ‘¢Encontraria a la Maga?’ ("Would 1 =
cver find Maga?’)® The search for the uncultured Maga represents the

possible fusion of intellect and intuition, reason and instinct, mind
and body. And Oliveira’s journey is not dissimilar to the Arliian or
Onettian quest for fulfilment through self-degradation. So, the leap
into the hopscotch pattern at the end of his story may be a leap into

the void or into a new dimension — existential oblivion or the acquisi-

tion of authenticity.

Cortdzar’s fiction does often seem to display a belief in the possibility
of reaching this ill-defined goal of insight, making the transition, as
he sometimes calls it, from e/ hombre viejo (“the old selt’) to el hombre
nuevo (‘the new self') — even if the quest always seems to fail. This can
be seen most easily in his splendid short stories, such as those of Todos
los fitegos el fuego ("All the Fires the Fire’, 1966). In ‘La isla a mediadia’
(‘The Island at Midday"), for example, the air-steward Marini abandons
(albeit probably via fantasy) his empty, humdrum lifestyle (symbol-
ized by the routine of his air schedule) to go back to nature in the
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writer known only as the ‘sudamericano” or S_outh A/'kn‘lerica]? Ea Iflc;rli-
plex echo of the French author of South Ame'ncan origin Ifau re.aml hS,
nicknamed the Montevidean, whose works give the ?tory its ep1gn01? m
and the tale’s instinctive strangler Lau_re‘:nt). The sudar-nenlc; o
some ways represents the potential transition fro‘m the ratvlolna enos
Aires self to the imaginative Parisian self. But, in a crucia sc§?h h the
young narrator is unable to act upon his urge to make contact wi :

no me acuerdo bien de lo que senta al renunciar.a mi impu(lislz, iﬁzrz
era algo como una veda, ¢l sentimiento de que si la trasgre i fpas
entrar en un territorio inseguro, Y sin embal.“go creo que hice nr;z , q
estuve al borde de un acto que hubiera podido salvanme. {p. 146)

(I don't remember very well what I feit when I renqunced my impéﬂ-sei
but it was something like a taboo, the feeling that if I 1ransgress; : 112 :
would enter into a more insecure territory. And, nevertheless, I;i ;n

did the wrong thing, that I was on the edge of an act that cou ave

saved me.)

The transition to an ideal state is ultimately impossible ’to hmak(ies.
Perhaps a more practical possibility for the “hombre nuc—‘:vofli t e;ué,n’
political revolution. In the (revealingly rather poor) story ‘Reunion’,
the idea of the new self’ is linked to Fidel Castro and Che Guevara.
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‘lj‘rfli(fflegl,:or?z.ar s literary ff:md public life became increasingly ideny
ot o (50 }:cij[ left as his career developed. His 1973 novej Lfb,-:
bl (¢ ;md pol?gfgl- éorlManuel’) S?eks a reconciliation betyygeg
al and poliics 1¢eals. It deals with a group of political activigie
b o l,over aslzalt;rely presents a -character’s act of sodomizjy

raise literary transgreszioiyt??fieilf;}ftlberf tio{ll' o d"-Siré
- 5 of political revoluti
;ree\;fsz;zeiljggiﬁle}ly .su“fcessful-. The.essential fuzziness of itilsoiazz
et e is its obvmu‘s limitation, as is its tendency ¢
ell by a sense of existential failure. Perhaps Cortézar;

really i [ i
ally mmportant influence was at the mainly literary level. Tho h
. ug

man ].]S S!(”i.f [)Illl(l[)a li()“e! ayu j
y Of 5 star (] l[f est o l}'Ii](f hl‘S i i I R y
g (417}

’

OW Seems tr i i-hi i
apped in a semi-hippy, jazz-fuelled, sixties time warp, Tt

main im i
port was probably that it managed to encapsulate the literarj}

'gjié
john ,
iodern Mexica

would 1

“gweep as a portrait o
¢ a familiar one: the ideals of the Mexican Revolution have been

“petrayed and the new Mexico is no less self-interested than the old
one the Revolution sought to replace. What is perhaps different is the
: gelf-cons

_through the omnipresent figure of the myt
seerns to embody a communal ethic that is at odds with the rampant

ipdividualism of the modern world. Fuentes appears to be seeking
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Cien afios de soledad, and his reputation depends more on
s continued and .prolific output as a whole. One can see why La
1 mds transparente was influential. Reminiscent of North America’s

Dos Passos, it offers a fragmentary and kaleidoscopic vision of
n society with a technical panache that now seems
optrived. Still, it is an important forerunner of what Vargas Llosa
ater call la novela totalizadora or ‘totalizing novel” in its dramatic
f an entire society. Essentially, though, the message

4rquez’s

cious attempt to link the new Mexico with iis native tradition
hical Ixca Cienfuegos, who

here a new way for Mexico o imagine itself in a form that can also
counter the homogenizing thrust ol modernity. Yet the tension between
nationalism and cosmopolitanism is never really fully resolved in
Fuentes,” and it is perbaps this very tension that makes La muerte de
Artemio Cruz a more interesting and internationally successful novel,
oscitlating as it does between Mexican specificity and wider specula-

Carlos Fuentes

If i .
Nofizzji'zela v‘vas a kind of model of the New Narrative, then the Ne
main cultural ambassador was probably Carlos Fuentes Sti‘;}r

writi .
ring and still very much the roving commentator popping up all .
all,

o .
tizzl;; éhaes Elr::eo ;rtlhtehe press and on television, Fuentes is often men-
hie 1965 b 1! nuieat promo'ters of Latin American Hterature, and
New Novel’) was a cenfr:f :iﬁzcﬁllﬁ?:za:; iﬁmnfh(fThf Latin e
ne ! ic ¢ etnos of the New N -
e ;); “c;nI\eIozi lisatzgn Pracutioners. His main contention Wasartl;;t
and doscripinen flevemlent wa‘s'to free itself from the simplicity
e rmnépareme Qrevmus wrlling in the region, and his own Lg
and emblematic manifésstgzzge?)szhgjiy nO'VdiStS hetic, Homeora
and : atior iberating aesthetic. Ho
4 jliZnFlgzﬂzz; ;isdzr:;wermg mtellect.uai presence, it is doubtfge:;;
Varen e . a great novelist like, say, Garcia Marquez or
Fuemes’si (though, of course, not all would agree),
Lo e Zj,tk, HZZ g; Iea?t most often praised, novel is probably
o ene ; 1z (‘The Death of Artemio Cruz’) from 1962
s no single great novel to compare with Rayuela or Garcie;

o
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tion about humankind as a whole.

1.a muerte de Artemio Cruz uses the biography of one man to trace the
course of modern Mexican history. Artemio Cruz goes from ardent
revolutionary to corrupt capitalist, and his career exemplifies the direc-
tion that Mexico has taken since the Revolution. Again, there is
nothing new in this, and the novel seems almost consciously to echo
Mariano Azuela’s Los de abajo (see chapter 2). As with the case of Solis
and Cervantes in Azuela’s classic novel, Fuentes’ text dramatizes the
death of idealism and the triumph of opportunism. Here Cruz shares
a villista (supporters of Pancho Villa) prison cell with the disillusioned
idealist Gonzalo Bernal. Bernal is executed, sacrificing himself for the
principles he still believes in, while Cruz is set free after seemingly
informing on his comrades to the enemy. Cruz subsequently uses his
position as a revolutionary officer to enter into an alliance of con-
venience with a landowner (Bernal's father and representative of the
very class against whom the Revolution was supposedly tought), a
deal that provides the springboard for his future shady but lucrative
career in politics and business, Mexico emerges as a country of
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‘chingones y pendejos’, that is, either sons of bitches or poor basg
{there is a famous passage which parades the endless Vvariationg
the word ‘chingar’ ['to fuck’} in everyday Mexican speech), ang
which the only rule is to screw others before they screw you.® If §
Is a new dimension to this social critique, it is the way the ng
frames Cruz’s career in the wider context of a cyclically recupy,
pattern of Mexican history, in which the homeland is a ‘desventyry
pais que a cada generacidn tiene que destruir a los antiguos poseedg
Yy sustituirlos por nuevos amos, tan rapaces y ambiciosos comg 16
anteriores” {“unforrunate country in which each generation has
destroy the old owners and replace them with new masters, just-a;
rapacious and ambitious as the previous ones’: p. 50). Historical ally

sions flesh out this idea, and the whole ‘chingar’ business portrays ths

nation as the angry and arrogant bastard offspring of a brutal anonym
0us rape (the Spanish conquest).

his deathbed Cruz realizes that the cycle will continue, as he agonizes
over the way his daughter’s boyiriend is likely to inherit his estaté
and repeat the sequence of possession and dispossession all over agair.
Moreover, the ending of the novel Juxtaposes Cruz’s death with his

childhood and birth. In the childhood episode, despite some language:

of idealization of the locale, the illegitimate Cruz is seen accidentally
shooting his kind, gentle uncle. He is symbolically killing off a part
of himself here and showing the first signs of the inheritance of
his father’s character, the meanest and most vicious member of the
family. This suggests both determinism and the curse of fate. This is
odd given that much of the novel seems to be built around the idea of
choice and therefore moral responsibility. Cruz is always haunted by
guilt because he failed to make the honourable choices in life that a
number of contrasting characters, like Bernal, did. Yet now the implica-
tion is that he never really had a choice (and in fact elsewhere the
novel has a number of pseudo-philosophical passages which could
be read as presenting human choices as g process of narrowing down

of options until freedom is restricted). Moreover, the juxtaposition of
birth and death effectively tells us that Cruz’s life is no more than an

ephemeral, meaningless blip in the eternal scheme of things. Indeed

the very fact that this novel is about a man’s death as much as his life

could be taken as an effective negation of life, and one of the final
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is li i ntext of
p ather portentously places his life and death in the co
sages I _
: cosmic decay. - . g
tabif‘mate effect of La muerte de Artemio Cruz is one ofl in'reso ved
: igui rings
.hezf'cﬁon or, more generously, ambiguity. Th'e no‘.zel dgm out
e 11 arly the tension between the sort of existential an | neta-
Sy cepticism that came to characterize much of the New "
: i i ffer effective socia
the residual desire to ¢ -
he one hand, and . : :  Soaa
_d political commentary on nationhood and Latin American %
po

Y Vv i
the i

- . -
dlC

i its
g not for what it has to say about Mexico, but for

bodiment of the ambiguity of reality. This, after all, is the implica-
mbo

i i if, in this case,
a0 of its narrative technique. It reads like a typical, if, in e case
'noi r mechanical, New Novel, with its fragmented strucft_ure, rono-

) i i i i mously,
raltical inversions and variation on point of_ view. Mo;t a o }; e
os ¢l alternates third-person narrative with first- an. se:_o : 1:()) reon
o . to the sensation

j i d, more or less, ‘

ns, which correspond, ‘ : ! .
ZGC‘UO man and the unconscious voice of his conscience. The techniq
ying

Ie Ca d [ 4 SY bu at i)(St tC eYS O 0
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as a

conventional realism.

Mario Vargas Llosa

i ive
A rather more winning example of the marriage of New IjI\JTlarratI_Ie
i i 0sa.
technique to vision of reality is the work o‘f Melarlo Vall.’gtasto -
i ccesstul professional novelist
is the most consistently su y e caecer aon
tablished a long and ong

from the Boom and has es : : carcer a3 2

much-translated and internationally recogmzed.wnter. H‘e is farIOJm ow

one of the most vilified, largely because of his evolutu.)n om e

outhful left to a more ‘conservative’ position thai cuflmmatl;aning e

faﬂed candidacy for the presidency of Peliu in 1990:r 2 ;;1 :ite ne o

i eo-liberal or even .

hat has been described as a 1 ] : en Th o

V‘/‘\’fhat this has to do with the quality of his writing d1s pot J:}l}ea}; 0(Om

[ doubt that his work during the

chapter 7), but there can be no : e o

peript))d represents a huge literary achievemer}t. As has beex; ihe caveds

La ciudad y los perros can be regarded as markmg the start o ¢ Boom
in 1962. But he also produced two other defining Boom nove

in .
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same decade: La casa verde (‘The Green House’, 1966) and Conversg
en La Catedral (“Conversation in The Cathedral’, 1969). Moreover,
has gone on to produce a number of major novels, induding,-
example, two of Latin America’s finest ever historical novels.
indeed novels of any kind): La guerra del fin del mundo (‘The Wa
the End of the World’, 1981 ), about the messianic peasant revolt
by Anténio Conselheiro in Brazil in 1897, and La flesta del chivo {(“Th
Feast of the Goat’, 2000), about the dictatorship of Rafael Trujillo
the Dominican Republic and his assassination in 1961.

; omuniscient narrator or even author figure appears o with-
thh e :no the reader alone and face to face with an autenomous

a 16’3“[11.0 which he or she has to make sense of or interpret ?or
ﬁctioﬂﬂl rez‘lhzfs:elf without obvious external guidance. The caja china
mmseif 01’ fers to embedded or delegated points of view, where th‘e
baSicaﬂy rethen'lsehzes — rather than an external narrator — tr‘ansmlt
charac .erceptions or narrative information, thus remindn?g the
though 111) subiective and therefore varying nature of reality. Finally,
read” Oft*e ungcames (of which the salto temporal is an element)
the WTS;’S t;f:d juxtaposition of episodes or dialogues from different

involve

: i cts with the other and
of the New Novel. And that is that, by and large, he has alway fimes or places in such a way ;htf fljc: ,lar;;erinderstandmg of reality
remained essentially a realist. The simple version of the New Narra * thereby alters our pexcepion © ‘ ed. ' % na’rratorial intervention. Of
ive has it that it is a rejection of a so-called traditional realism. J is extended without the H?Ed ‘10r 1;16 : ion. Indeed one might argue
practice, as has been seen, such a view, in its most reductive sense . course, autonomous narrathe' y a}? i ;;Se str’uCturing of such a narras-
is problematic. Vargas Llosa himself contributed to this perception o that the architectural complexity tha

j figure
ve entails actually draws attention o a masterful aljlth(;lr giure
. . 3
iv anipulating the construction (this ultimate orde.r would in td efu -
Ifnrm the basis of one of postmodernism’s criticisms of mo erflls S
O a
However, the illusion often works, and the reader (;)f Varglas (;ity
J i mplex reak
i the sensation of a vast and co
om narratives does get \ om| ealit
o of sharing the characters” sense of confusion and disorientation in

oriented regional fiction and its slavish adherence 1o a presumed::
Latin American specificity.’ However, unlike, say, Borges maybe, Vargas:
Llosa does not abandon the idea that the role of literature is to reflect:
reality. His complaint is simply that earlier fiction in Latin America:
did not do it very well. Instead of a narrow and misleadingly black
and-white version of realism, he sought to extend the parameters of.
realism to give a much fuller picture of reality that also captured its
complexity and ambiguity. Hence his dream of a ‘totalizing” novel that .
would present reality as a grand canvass, in all its multifaceted variety.
But coupled with this is the desire to create an alternative fictional
reality that will function as an exorcism of personal demons or obses- _
stons. It is not the intention here to g0 into Vargas Llosa’s theory of :
the novel in detail, bur it is a fairly complex — if, for today’s theoretical
tastes, somewhat impressionistic — combination of the creation of
fiction out of reality and the transformation of reality into fiction.'?
Technigue, then, is at the heart of Vargas Llosa’s Narrative, and
he has always been regarded as a notoriously disciplined rather than
artistically inspired writer. His approach depends on a number of key
ideas: what he has called autonomous narrative, the salto temporal
{‘temporal leap’) or vasos comunicantes (‘communicating vessels’), and
the caja china (‘Chinese box’). All are linked. The aim of autonom-
Ous narrative is to create the sensation of a self-propelled narrative
(sometimes linked to the idea of ‘the disappearance of the author

and
he face of that reality. ' ' .
t The technique is at a relatively embryonic stage 1n La cudad y

. s -

los perros, but is no less effective for that. The story — with semi

autobiog;aphical elements — concerns the brutal trnf:atmemt1 of you(;lg
il caused a

ima’ i do military academy (the nove
cadets at Lima’'s Leoncio Pra sty
i bsequently burned outside :
scandal and copies were su ‘ ne college)
’ wing up both at the colleg

It tells the tale of the cadets’ gro ' ! i

the city beyond it, from which they come and info V;hl(?.l’tl th;i ?he
ish ti Ferri the city a

Spanish title, referring to
eventually reabsorbed. The ' . e iy an e
list heritage in that it clearly
cadets, already announdces a rea - . y alluces
ing’ ionship to his or her environment.
to the human being’s relations : : o
college itself is like a microcosm of Peruvian soc1etc§17 ai advzf;slsénrait
i i ial groups represented. An
ali the various ethnic and socia - ( the porer
1] igi ion included a map showing the geograp
of Lima (the original version 1n¢ . \ cogtap -
ical divisions of the capital) builds up a detailed plctur;;:'l of l}fet;r; fhe
i i broad social sweep, then, 18
different zones of the city. The . o
a realist novel. What is different is the way the novel attempts

'} in expand the reader’s grasp of the reality depicted. For example, the
i
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vasos comunicantes technique (or early variations on it) means that
area is always seen in relation to another and the perceptioy
characters from one social group always have to be compared to;
differing perceptions of those from another. The main events of 'y
novel, meantime, are told from the perspective of different charactg
whom we also see in varying contexts and at varying times in their };
On top of that, characters are portrayed internally as well as externalp
bringing out the gap between the inner self and the public project;
of that self. For instance, in his internal monologues, the tough by
Boa comes across as a damaged boy who is only able to show his tr
emotions to a mongrel bitch. Most famously, the anonymous, timig
and introspective narrator of some of the sections mIns out near ¢
end to be none other than the notorious school bully Jaguar. Thyg
quite complex picture of reality emerges and the reader is forced
reflect actively on the conflict between appearance and reality.
Reality is fundamentally ambiguous, then. This is illustrated by th
treatment of one of the novels pivotal events. After a weak and
tormented boy, nicknamed Esclavo or Slave, snitches on his fellow:
students, he is shot during a training exercise. One of the protagonists:
Alberto, accuses Jaguar. This is the novel's key moral momen

Although the account of the boys’ relationship to the city seems hugely

deterministic (they are all moulded to conform to the system and
each returns to his appropriate environment at the end), there is an.
emphasis on choice and responsibility. Alberto does not have the

courage to see through the right moral choice, but gives in and with-:

draws his complaint when his comfortable future is threatened. Jaguar,

however, does learn his lesson and, even if he does not transcend his:

social class, manages to change his life for the betier and follow a:
more honest path than Alberto. But there is a massive ambiguity at
the heart of this moral dilemma. It is never clarified who killed Esclavo
Reality remains unknowable in any complete sense.

Vargas Llosa’s next novel, La casa verde, uses an interior rather than .
an urban setting, the small northern town of Piura and the jungle

around the Marafién River. The author had lived in Piura as a child
and had more recenily visited and studied the Jungle area in detail.
There is another realist thrust here: to represent the jungle experience
to an outside audience. The observation is often convincing, but more
important is the intricate, multilayered narrative form (much more
complex and confusing than the carlier novel) in which the reader
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enmeshed. In other words, the formal experience of reading
gone” kin to. that of being in the jungle itself. But the matted,
o inth .is also an image of the corruption the jungle repres-
o ]al‘)yntortuous twisting account of at least five interrelated
s ltSnarraﬂve ;:)uilds up a bitter picture of hypocrisy 'fmd abuse,
rticul rle with regard to the exploitation and de.g?a.ldat'lon, 3f the
S he hands of the supposed forces of ‘civilization’. The
i kind of formal equivalent of the moral quagmire

se is literally a brothel but also a metapholr for the jun,c:rile.
depicted via formal asperity is thus projected as funda-

. . 0
Conversacion en La Catedral exchanges a jungle labyrinth for an urba

e, with Vargas Llosa’s narrative technique now finely developed
“one,

d reapplied to Lima, in a vast portrait of the decomposi.tion of
;Illlb}ic and private life in Peru during the years of the military dictator-

'~ ship of Manuel Odria (1948-56) and its aftermath (up to 1963). The
- shi

ersation alluded to in the title is that which takes plzflce ina 'bar,

Congatedral between a shabby near-dropout of a journalist, Santiago
;Zvaia, and’his oligarch father's former chauffeur, the Poor bl;lnikfI;az
Ambrosio Pardo. The conversation becomes the starting p; il
densely entangled web of wide-ranging ﬂash-backs that-p.es? sl
captures the mood ot the times across the. soc1a_11 and p.ohtlca tsg Cunmé
Again, part of the function of the techmque is to bl‘rmg ou ! cutiore
of concealment and hypocrisy. In tl)ns_ resk}:etcti)z?l 1;:(16112;311 e
i eply shocking to Santiago) is tha : ,
E;I}l)e{(:td;blg 1?)]usine'ssmem father, regul‘arly sodomized émbrom;)s. Isrzizei
the novel builds up an extenséve plctur: ofo‘:?;; ;Z si:;l as s
depravity, reflecting not only t e‘cmfrl%p ion o ot s
regularly referred to as a ‘pafs jodido’ (‘a fucked-up cou ' y ko
i i Iseness. Though, as in La casa verde, there 1§ some $

lc;[; iiizzzfjle’t)fz ambiguity, the effect of the narrative fOHI'l is lprofoufrzlscily
realistic, in that it captures the bewildering nature of life In a messy,

chaotic and dishonest world.

Gabriel Garcla Marquez

One of Vargas Llosa’s great strengths as a Write.r is that h‘.s isa (siui)eirtl;
storyteller and produces some genuinely gripping narratives, desp
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their complexity. The last of the Big Four is an egually brilliant §
very different kind of storytelier, more rooted in a rural oral traditig

He is also the writer most associated — rightly or wrongly - Witﬁ

Magical Realism, and author of what is widely regarded as the greates
Latin American novel of all time. The author is the 1982 Nobel Priz:

winner Gabriel Garcla Mérquez and the novel is Cien afios de soledgg
{(*One Hundred Years of Solitude’, 1967)."% Clen arios de soledad raises
issues about the relationship between literature and reality similay
to those proposed in other examples of the New Narrative, but in 3

different — and therefore, according to perspective, richer or less con:
sistent — way than Vargas Llosa.

The opening and closing of the novel provide clues. Near the start,
the founder of the town and the dynasty that dominate the story’s

one hundred years, José Arcadio Buendia, is teaching his children
how to read:

En el cuartito apartado, cuyas paredes s¢ fueron lenando poco a poco
de mapas inverosimiles y graficos fabulosos, les ensefid a leer v escribir
Y a sacar cuentas, y les habld de las maravillas del munde no sélo hasta
donde le alcanzaban sus conocimientos, sine forzando a extremos
increibles los limites de su imaginacion.!’?

{In the small room to the side, whose walls were filling ap ltile by little
with unrealistic maps and fabulous drawings, he taught them to read
and write and do sums, and he spoke to them about the marvels of the
world, not only up to the point his knowledge could reach, but forcing
the limits of his imagination to incredible extremes.)

This seems to be an invitation to the reader not simply to read Cien

arios de soledad as a reflection of reality, but to create his or her own
reality by using the {ree play of the imagination. Hence the presentation
of a cube of ice in the first chapter. In the mind of father and children
alike, the ice becomes a marvellous, magic, brilliant substance — a
metaphor of the writing and reading process in which ordinary, raw
material taken from reality can be transformed into something magical,
or at least different, by the creative imagination.

The role of the gypsy Melquiades, who brings ice and other won-
ders to Macondo, is crucial to this process. For some critics, the final
chapter seems to reveal that Melquiades is the narrator of the novel.
Throughout the novel there have been numerous references to the
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' comprehensible manuscripts left behind by Melquiad(.es, and at
:;]'e end it is discovered that what these parchments tell is, in fact, the

: wory of Cient afios de soledad. So, when the last of the Bu.endias,
1 Lreliano Babilonia, manages finally to decipher the manuscripis, he

alizes that he is nothing more than a character in somebody else’s
re . . .

qarrative and that he will therefore disappear with the last line of 'the
text. The novel seems to be foregrounding its own status as fiction,

" then, rather than as a conventional reflection of reality. This explains

the element of fantasy in the novel (the Primary manifegation _ofh Fhe
break with realism). Quite simply, if thisis a work. of fiction, anything
can happen. This is the key to the Magical Realist style — the most
pizarre events are described in an absolutely nfﬁtu'ral marner. '
However, if the novel challenges realism, this does not neces‘sarﬂ'y
mean it rejects it outright. What Cien afios de sol.edad magf be doing .15
offering an alternative version ol reality — that is, a spec1ﬁc:?1lly-Lat1n
American or even third world view In a cultural scene domlnate.d. by
so-called first world perspectives. This is a more obviously pohuc?l
rendering of Carpentier’s lo real maravilloso (see chapter 3). In Garc'ia
Méarquez’s novel, the ‘fantastic’ elements (such. as' a young girl
ascending into heaven or a priest levitating after dru.lkmgoa cup of bot
chocolate) are presented as absolutely normal, while things hke-lce,
magnets, false teeth, gramophones or movies seem utterly incredible.
The distinction between reality and fantasy seems to be a ‘matter of
cultural assumptions, and what the novel does is to give voice o and
privilege the point of view of a rural, isolated, and to some exient
primitive community. The role of fantasy, then, may be to. encourage
a reinterpretation of reality in a way that defies COHVEI’lt'IODal Euro-
centric views of Latin America. The one-hundred-year tlme span of
the novel is actually a compression of Latin American hlstor}/ from
conquest and colonization, to Independence, ’progr“ess’ arnd ‘ demo'-
cracy’, to modern economic dependency. The sub'contment s hlStOl’y.lS
repeatedly exposed as a series of essentially foreign m;_rths tk.lat Latin
America has internalized as its own histery and identity. Discovery,
the New World, the debt to Europe, Independence, freedom, progni:ss,
democracy and so forth are all fabricated (European or by ex.tenswn
North American) concepts which often have little to fio with real
human experience in Latin America. Hence Magical Reah‘sm ca-m h‘ave
a more subtle function. Magic represents the freedom of 1mafg,1nat10‘n,
and imagination represents revolution: the novel is encouraging Latin
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_ambiguity is central to the novel’s richness and suggestiveness
Jiterature, but surely a problem if it is to be read as an effective
jtical commentary.

Other Writers of the Boom

Novel and the most instrumental in its more cosmopolitan, interna-
tional projection. But the 1960s also saw the production of major
works by writers who had been associated with the rise of the New
Narrative from the 1940s onwards (see chapter 3) and by others who
were new o the scene. Of a more obviously existential bent were the
works of Juan Carlos Onetti and Ernesto Sabato.

Onetti’s main novels of this period were Juntacaddveres {tr. ‘Body
Snatcher’, 1964) and its sequel (though written earlier) E! astillero
(‘The Shipyard’, 1961). Both feature a character called Larsen, a sort
of grubby existential anti-hero, whose struggles and failures reveal a
peculiar nobility of spirit in the face of the smug small-mindedness of
the community of Santa Maria in which the novels are set. Larsen’s
scheme to open a brothel in the town is described as a vocation, an
ideal, a statement of faith. But though it rubs the noses of the local
bourgeoisie in their own hypocrisy, the plan is none the less an ironic
inversion of the ideals of the realist Tiero of the vocational novel, and
its failure a symbol of the frustrated quest for purpose in life. The
same is the case with his plan in the 1961 novel to take over a local
shipyard and marry the owner’s daughter. His faith in his project is
contradicted by the facts that the shipyard is bankrupt and ruined,
while the woman is an unstable young virgin who wants nothing to
do with Larsen and finds the sexual act repellent. He eventually suc-
cumbs to madness and death. Larsen’s ambiguity makes him a kind
of emblematic character of the New Narrative, intriguing and non-
conformist, yet sordid, repulsive and doomed to inevitable failure.

Darker still is Sabato’s Sobre héroes y tumbas (‘On Heroes and Tombs’,
1961). Here Fernando Olmos suffers from a paranoid fear of the
blind, and sinks into self-destruction as he irmmerses himseH in an
infernal underworld inhabited by an evil blind sect, the climax of
which is his own — as it is presented — vile act of sexual intercourse
with a blind woman. Moreover, he is killed by the daughter with

. if I could
is very moment’) (p. 354). A shock-

of the New Narrative,
And 50 1o the novel’s
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luces (tr. ‘Explosion in a Cathedral’, 1962) is one of Latdn Americy’
great historical novels, though not perhaps typical of the New Nove
as a whole. Set between 1791 and 1808, it concerns the French
Revolution and the attempts to export it to the Caribbean. Anothe

tale of the betrayal of revolutionary ideals, it charts the way fanaticisry.

leads to tyranny and injustice in Guadeloupe and Cayenne, with the

revolutionary Victor Hugues ending up as a slave-master despite -
reFurning to the Caribbean to liberate slaves. Yet two central symbols
bring out the ambiguous perspective on history. The exportation of
the guillotine is a sign of the terrible human cost of change but also 3. -
Path towards the creation of an ideal. Similarly, a painting of a cathedra]

in m.id-eXpIosion is an image of destruction but also of incomplete :
ongo.mg transformation. History, though circular, is thus a stutteriné :
and imperfect process towards improvement. This positive trend is

concluded in Carpentier's 1978 celebration of the Cuban Revolution, -
La consagracion de la primavera {'The Rite of Spring"). '
Argu.edas’ novels of the Boom decade display a similar mixture of

the positive and the uncertain., Todas las sangres {*All Bloods’, 1964) is
a p;anoramic view of Andean society in the 1950s during a period of
social and economic change. In it the indigenous population becorne
a skilled workforce, resort to strike action and take over the runmin
of the land themselves. In other words, they manage to advance ancgl
adapt while remaining true to their indigenous identity. However
though his last novel, £/ zorro de arriba y el zorro de abajo {‘The FO);
Above_ and the Fox Below’, published posthumously in 1971}, seems
to p(?51t a process of positive transculturation between coastal soclety
(ab.ajo)- and that of the Andes (arriba), it also shows the annihilation
f)f indigenous values by capitalism in its withering portrait of the
indusirialized port of Chimbote. Indeed, while the novel tries to direct
traditional oral forms of expression in new ways, it actuaily ends up
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“rgon of Man’)

American

jmagery, . s e ;
man {a literal rather than Christian ‘son of man’), in this case the

¢ a kind of monstrous and directionless labyrinth. The book was

ever finished and. Arguedas took his own life in 1969.
The first novel of the Paraguayan Augusto Roa Bastos, Hijo de hombre
, from 1960, has a similar vision to that of Arguedas,

hough it focuses more explicitly on revolutionary guerrilla war than

on possibly fanciful theories of transculturation. Like other Latin

novels, it is built around the inversion of traditional Christian
so that salvation is placed in the hands of the common

Guarani-speaking peasantry. The novel sees Paraguay as a %{ind of

fallen paradise and offers a series of Christ figures representamfe ?f a

hoped-for redemption. The most important is the aptly named-Crlsto‘tfal

jara {(his name echoing that of Christ in Spanish), who dies wt.nle

bringing into the desert life-saving water for a ‘sinm.ar’ (the traitor
Miguel Vera) during the Chaco War (1932-3). Despite deat}.L, inra
seems to undergo a kind of metaphorical resurrection by cont‘n,lumg
to inspire others through the power of his example: ‘El cam10¥1 de
Cristébal Jara no atravesd la muerte para salvar la vida de un traidor.
Envuelto en llamas sigue rodando en la noche, sobre el desier_to,’ en
las picadas, llevando el agua para la sed de los sobrevivientes’ (‘Crlstgbal
jara’s truck did not cross death just to save the life of a {traitor.
Covered in flames, it continues rolling through the night, across
the desert, along the trails, carrying water to refieve the thirst of the
survivors’)."* But Jara achieves nothing in practical terms and t'he
other Christ figures in the novel are often cast in a doubtiul or negative
light. The ambiguity is only increased by the enclosing of a protest
narrative in the packaging of a kind of Magical Realism and New
Narrative structural fragmentation.

Defenders of Roa Bastos would argue that his ambiguity is functional.
In his massive dictator novel of 1974, for instance, Yo el Supremo,
about the extraordinary regime of Dr José Gaspar Rodriguez de Francia
(1766-1840), the dizzying web of interlocking narrative voices could
be seen actually to encode liberty in that the novel’'s very discourse
becomes a challenge to monolithic or authoritarian versions of reality,
1 so, Roa represents a constructive resolution of political commentary
and New Novelistic technique. Others, however, might see the verbose
impenetrability of the later novel as a barrier to effective political
comment and a reminder of the fundamentally elusive nature oi

history and reality.
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i literary embodiment of a reality th.at is en-lp.tied- of all seisi
mPIEt? 1t systematically dissolves all binary distinctions so tha

“ mear-’flﬁg- 1 oli/c is fully eroded and order is constantly transformed
o OID er-middle-class Humberto's descent into the persona
v mi‘;ob man Mudito is one manifestation of this, as are

e j
boss, Don Jerdénimo de Azcoitia, into ‘un ser
, monstrous

The Last Novel of the Boom?

I
; grnvent
The difficulties of matching politics to a new understanding of ficgg o chaos. T
problematic relation to reality were probably responsible for. ¢ the crazed O-dd :
ultimate exhaustion of the Boom. Increasingly the sort of New Ng ' the disiﬂt'fgmu‘ojf1 of his truoso’ {‘a twisted, horritying,
associated with the Boom would come to be seen as an unnecessa retorcido, horripilante, mons ruteu*nor}:vhos'1s of his beautiful wife Inés
complex expression of modernist elitism and anxiety at loss of org “creature’) (p.. >06), anj ?e ilsiing hag and witch Peta Ponce. Any
What is sometimes regarded (notwithstanding the caveats aboi into the wrinkled an. ;ngore than a fragile human construct. In
dating mentioned at the beginning of this chapter) as the last majd otion of oxder here is 121 tter negation of meaning and the nihilistic
novel of the Boom could be seen as a last hurrah of this dual tenderie ‘ponoso, the complete and u ive ;Cﬁon of literature take the uncer-
towards complexity and scepticism. : jmplosion of ﬁ.le. rep.resentatl‘t'e tl;le Boom to an extreme endgame of

José Donoso’s El obsceno pdiaro de la noche, published in 1970, is dn tainty OF SCEPUICISIR mhereﬂ:irﬁ have to be change. Cue the emergence
of the most technically demanding and existentially despairing no return. What comes next
the Boom novels. Donoso was an important figure operating on th, of the Post-Boom.
fringes of the Big Four, and 1970 marked the culmination of his owr
ambition to become a fully integrated member of the Boom chub,!
The lengthy narrative of EI obsceno pajaro de la noche is delivered in a
tortuously fragmented and distorted form, largely from the standpoint
of its schizophrenic protagonist Humberto Penaloza, also known a
Mudito. The plot barely merits summarizing and it all ends depressingly
with Mudito being sewn up inside an accumulation of sacks and cast
on to a fire by an old crone, where he is burnt to cinders. The novel;-
it seems, is wilfully negative and bewildering. One explanation is, of
course, that the narrator is mad, but madness may also be a truer:
reflection of the chaos of reality. When he lives alone with ‘monsters’
(the hideously deformed), Mudito reflects that “un unjco ser normal -
en un mundo de monstrous adquiere é la categoria de fendémeno al .
set anormal, transformandolos a ustedes (los monstruos) en normales’
{‘a sole normal being in a world of monsters acquires himself the -
status of a phenomenon by being abnormal, transforming you [the -
monsters] into the normal’).’® The mad or the monstrous is merely a
question of perspective, and Mudito links this explicitly to literature
when he rejects the ‘aspiraciones de esos escritorzuelos que crefan
en la existencia de una realidad que retratar’ (‘aspirations of those
scribblers who used to believe in the existence of g reafity that could -
be portrayed’) (p. 242).

Whether this is a renunciation of all logocentric discourse or a more
precisely metaphysical expression of anguish, the novel becomes the

)
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CHAPTER 5

After the Boom

€Ver, a perceived critical clarity about the nature of the Boom has not
vet been matched by a similar sense of clarity about what came afte
it. Though there have indeed been many lively debates about the
nature of the New Narrative and the Boom in Latin American fiction
there is now something approaching a broad consensus as 1o their:
chronology and characteristics. Such a consensus is more elusive when
it comes to the rather more slippery category of the so-called Post-
Boom, a term that has come to be used to refer to developments from-
the late 1960s and early 1970s onwards. Indeed, as late as 1990, a-:
leading critic of the work of Argentina’s Manuel Puig (1932-90) (linked
by many with the emergence of a Post-Boom)

was complaining of
the way in which “critics were quick to produce

a new category . ..
variously — and infelicitously — designated the “petit-Boom”, the “Junior

Boom”, or even the “post-Boom””.! However, the very currency of
such terms does seem to indicate that some perceptible change of -
sorts was under way from around 1970, even if it was difficult to
define clearly what that change really constituted.

There are, for example, definite changes in material circumstances
around this time which alert us to the possibility of a shift in emphasis.
A number of major novelists associated with the Boom noticeably
develop in a somewhat different direction during and after the seven-
ties. And a cohort of new writers with a conspicuously different voice

. prazil®)
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: begin to publish around the turn of t‘hese key decades. fAs

ogencs authors begin to articulate consciously the sense ol a
e go?shortllfle sixties, while a younger generation emerges whose
peak cifically define themselves in terms of a_rup‘fu‘re or bre:flk
emne® Sif (the ‘past’ now being not the supposedly traditlona} reahét
ant;l::;ifzal novel against which the Boom was seen as a climactic

ied 1 i ela of
. .on, but as something embodied in the canonized nueva nov o
o i i i ar
| r;flclt?,loom itself}. But, of course, thirty yearsis a long urr)le (c?mi red
e haracterize the Boom): yet,
ears often used to ¢ : \
o o itics are still talking about
i [ -first century, critics :
cning of the twenty-firs : : ull
.beglIl? Biom phase in Latin American fiction (principally Sp'amsrh
| e iti i i nin
» Pgrican though there are some commeonalities with the situatio
Am :

surely such a lengthy period cannot elicit the same deBgIee of
‘ i i i QO
itical consensus or coherence as has been 1dent1ﬁedf1n tll;ljst oom.
< he notion of a - .
i ] £ the problems of the .
T ety has i it i ed to refer, literary-
true meaning when it is us ,
he term only has ' R
;istorically speaking, to that which came after the Boorr-ll Lo
course, that could mean anything. The nature of theltranﬂngr; o
’ is, i 5 it is clear, an
- in any case, as fuzzy a
o N diterin to fiction has come to
i iffering kinds of approaches to
wide range of differing O e
the latter umbrella term. .
encompassed under ‘ ‘ -
. smodernism’ (with which the Post-Boom is sometimes, polemlc;zl yf
o k with modernism ana o
i i ich i arker both of a break w
identified), which is a m 1 T
it, it i to understan
i 1, it is perhaps helptu
a reconfiguration of it, e o
t which follows the Boom -
Boom not only as tha 1 s
i rimental New Novel assoc
attitude towards the expe e e
ill then emerge both as a rg)
Boom. The Post-Boom wl ' : ; ; o
New Narrative and as a new version of it, a sort of neva New Vel
Moreover, and in keeping with the idea of changing attitudes tozv <
: he concept ©
i i st be remembered that t '
fictional phenomena, it mus : he concept o 2
i eriod of commodification
Post-Boom evolves during a p modific L e
i i ] market, the fetishization © .
American novel in the globa - sk o
i i i iting by the universities or the
of Latin American wrlling . N e
ise of literary theory, the po
the USA and Europe, the i . oy,
i itici wih of cultural studies (sec p
literary criticism, and the gro e b
i becomes a matier of politica
Defining the Post-Boom thus _ e &
i i nd use or manipu
i tory, and its perception a :
much as one of literary his O in
i important as any sense ol 11s
tion as a term become as Imp : : _ e
literary-historical validity. Any consideration of the Post-Boom,
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wi i
h}l have to trefid a fine line between explaining it as a reality or
bnenomenon (in the sense that the Boom was) and maintainin, ;
5 .
wareness of the fundamental fluidity and porosity of it as g categor
or

The End of the Boom?
(?i.“he .idea of the existence of the Post-Boom depends on that of.ﬂ'l
emise of the Boom. In literary terms, as will be seen, this involve

v . .
ery broadly speaking, the exhaustion of experimentalism and a rety;
iy

ca i i i
Wnlge 1de‘nt1ﬁed. first in the extra-textual context of the materi
orid outside of literary discourse. The end of the Boom is connect
e

o
u;:)?oh?xterna] phenomena or events. The first relates to the world of
publishing. The New Novel may have been an evolving trend since:;

the 1940s or earlier, but the Boom was really (as the word ‘boom’"

il . .
An;fhe-S) a finite burst of commercial activity. For many, the Spanish;
erican Boom actually took place in Europe, and was

sommet; . . .
ctimes credited with being an engine of the Boom, particularly

via its foundational discovery and publication of La ciudad v los perros

and th i i i
il toet }?;:ard 1111 196;1 of its highly prestigious Biblioteca Breve
novel’s author, Mario Vargas Llosa
i - (see chapter 4). Seix
reaizrrlrfe;lrjlso, 1511 1965, started up the series Nueva Narrativa Hispdnica
ng the sense of coherence, im i ’
: ' , Importance and internati
ideniity of the Spanish Ameri o
rican New Narrative, now in so
: . , me ways

Illlle gome of the Spanish-speaking world. However, by the end zf

; : ecadt.s, there Was a major split within Seix Barral and the key
ga ISIIAZI’EV;TH’ publisher and entrepreneur Carlos Barral left to found

Itores in 1970 (though its Bar i ’

ot veurs g ral Prize fizzled out after only
W:t;[ih}e1 Biblioteca Breve Prize was suspended in 1970, and the novel
! ic JW?uld have 0therwis¢ certainly been given the award in that
goz? : }?sehl?onosg s Bl obsceno pdjaro de la noche (see chapter 4}, marks
oot e high p01‘nt and the end of the Boom. This novel has been
) 7 as re}_)resentlng the culmination of the process of complexity
fagmentation, tortuousness and sheer difficulty that had come to bé
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25 el broche que cierra una etapa, después de la cual s6lo cabe cambiar
de rumbo’

- bey
“hovel snaps shut one stage, after which the only thing to do is change

::' direCtiOIl’) .

particularly -
promoted by the Barcelona publishing house Seix Barral which, V?ftllz

its inati i i
o Canny‘combmatlon of international novelists’ conventions and -
rary prizes, sought to expand its market. This publishing house is'.:
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pwed as Synonymous with the Boom, but also as the extreme of
entalism, the point of exhaustion and no return. In the words
itic: ‘Con esta novela se cierra y se cumple un ciclo, mas alla
{ cual no existe otra posibilidad expresiva . . . [I]a novela de Donoso

(‘With this novel a cycle is both completed and closed,
ond which no other possibility of expression exists . . . Donoso’s

* Donoso would himself later assert the need for a sharp
change in direction, and certainly saw the schism at Seix Barral as
one indicator of the end of the Boom and as a factor in the halting of
jts promotion as a concept {Donoso 1983, pp. 89-90).

Donoso also links the events at Seix Barral with a turning point
in the Cuban Revolution (the so-called ‘caso Padilla’ or Padilla affair},
the other main external matter pointing up the end of the Boom
{Donoso 1983, pp. 89-90). The Cuban Revolution was actually an
jmportant factor in the Boom. It is often said that the revoluticn
created a sense of political unity amongst Latin American writers, but
this is only true in part — after all, it has frequently been noted that
one of the main features of the New Narrative is the tendency to
accent ‘universal’ (so-called) existential scepticism despite the backdrop
of specifically Latin American contexts (see chapters 3 and 4). Oddly
enough, what the Cuban Revolution did for the New Novel was
to make it fashionable and enhance its marketability, bringing Latin
America to international public consciousness and creating an appetite
for the consumption of Latin American texts, It probébly also created
a sense or illusion of community or solidarity amongst Latin American
writers wishing to believe in the reality of a boom in the cultural
projection of their region. However, the 1971 arrest and subsequent
humiliation of the Cuban poet Heberto Padilla, on the grounds of
being allegedly counter-revolutionary, led to a huge rift between Latin
American writers and shattered the mirage of the unity of the Boom.
Donoso again: ‘si en algo tuvo unidad casi completa el boom . . . fue en
la fe primera en la causa de la revolucion cubana; creo que la desilusion
producida por el caso Padilla la desbaraté, y desbaraté la unidad del
boow (‘if there was any sense in which there was complete unity in
the Boom . . . it was in the fundamental faith in the Cuban Revolution;
I think that the disillusionment caused by the Padilla atfair destroyed
it, and destroyed the unity of the Boom itself’) {Donoso 1983, p. 46).
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It is obvious with hindsight that by the beginning of the 197
phase was drawing to a close. The Post-Boom, perhaps in an ¢
gradually tangible way, was one of the signs of a reaction to this s
of an end of an era.

Of course, the idea of an ‘end of an era’ is simply brought in
sharper focus by the aforementioned external factors: the deg
Teasons for it are internal, literary ones. The New Novel of the Bog;
was, to put it crudely, running out of steam by around 1970, H
Boom as an idea was predicated on the notion of newness: the N

Novel’s appeal lay precisely in its shock value, the radical jolting an

challenging of reader expectations grounded in traditional realisy

Yet by 1970 features such as fantasy, multiple narrative voices atj

structural fragmentation had become the norm, effectively de riguey;
features of any fat new Spanish American novel aspiring to integ:
national recognition. A new orthodoxy had essentially been created;
and it was inevitable that authors would react agamst it as writers hag

previously against realism. Donoso once more, commentin
own fiction after 1970:

Lo que me interesa. .. es hacer una batida contra Ia aceptada novela-

cldsica: no la novela cldsica antigua sino la’ contempordnea .

. Es decir
la novela que b

ajo el disfraz de una libertad narrativa fozja una serie de
reglas de las cuales no es posible prescindir. Por ejemplo, todas las
reglas terribles que me parece que usa Cortazar: Ravielz €5 un muestrario
de reglas encubiertas que forjan toda una teoria de la novela: esta teoria
pretende destruir Ia novela cldsica pero forja otra novela dasica.*

{What inrerests me ... is to take a potshot at the accepted classical
novel: not the old-style classical novel but the contemporary cne . . . That
is, the kind of novel which, operating under the disguise of narrative
freedom, forges & whole series of ruies which it is not possible to do
without. For example, all those terrible rules which, it seems to me,
thal Cortdzar uses: Hopscoich is a catalogue of covert rules that forge an
entire theory of the novel: this theory seeks to destroy the dlassical
novel bur instead forges another kind of classical novel.)

To maintain any sense of freshness or even effectiveness, the New
Novel would therefore need to turn against what was beginning to
seem a kind of rapidly fossilizing, wilful, narrative complexity or obscur-
ity. This rebeilion would take many forms, but would often beil down
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‘gene ration)
el s Llosa.
'.Pssagblished writers, most notably perhaps Donoso and Vargas o2
.f{ wever, before moving on to consider these developments,
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combination of: a return to some form of traditional S'[IUCH;I(,
me . ot ' : o~
> bracing of or engagement with mass or popular culture, an

ased orientation towards social or political reality.
nere

A Post-Boom

i happened in two broad ways: first, via the emergence a new
o appmetimes a litde fancifully maybe, referred to as a new
o of Writ;ars, the most notable of whom was probably Manuel
d, via a startling change in direction in the work of already

important to noie that the seeds of t}iifs change were already well
within the Boom itself.

andhtml]ifef;;e?;hvgfel‘r?i of the Boom is questicnable anyway. The

F—Fcaied Big Four of Cortdzar, Fuentes, Garcia' Marquez and Vargas
SO are as different as they are similar. Despite the use of far{tasy
I;Logiragmentation as well as critical Cl'aims of}elxistenctlial gl}fermh/gzlgi
all offer commentaries on Latin American pohtms. anb Isoae isidered
over, Garcla Marquez’s Cien afios de soledad — desplte. Tmi E:) peidered
by many as the culmination and the gIelat novel of “E oom - nas
relatively little of the structurai congpiexny of the work o Jhe ot
authors mentioned, and has a distinctly popular t911e ;m t nsjﬁmi
published in 1967, it is really a pivotal work marking the ﬂ]f]‘&a poton
from Boom to Post-Boorn. It contains many ot the fe-at-ures : u..]ar ¢
commentators would see as typical of'the Bogm. in I?e?r;bcﬂi{ 2
radical questioning of the narure of ref;lhty and hteratgri 5 ]aisz 0
describe it, coupled with a distinct whitt Of. 'metaphysma mectl o
even pessimism. Yet if there is a lot of repetition of narjﬁ;as ar‘; iy
circular time, the reader experiences eve‘nts through a 1? 131‘,2 ;1; o
digestible and largely linear narrative frameworlk, W}l’ilCl : e "
an ordinary rural culture in an olten .down-t(?-eart- 'anl _-pdmo N
entertaining way, and offers a fairly obvious solc1o-p0ht1ca :gi ;,Sits
everyday Latin American reality. The no?fel,. in ozhelr W(; ]atioi o
a complex literary-inteliectual problematization o tlle T onship
between literature and reality, while at the same [1-11'16 seee ga i
demystify reality and put forward.a_ pc_)pular .and in son; ream@;
authentically Latin American demysiification of literature an .
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19122 ia} S;j::ir’- if cqnverse, way, Guillermo Cabrera Infante‘s (G:
' ristes tigres (tr. ‘Three Trapped Tigers’), with its 1
punning on pop culture, should be and often is linked clear] oy
fgztS-Bc;(I)llé}, Iiget was published two years before Cienr asios de so?;;:
Rayw:ga Cortz;niluch O.f the sarne. tone and structural qualitje
Hela, rs masswely experimental Boom novel par excell;
Poh‘ncal .and apolitical at the same time, Tres tristes tigres is char o
by linguistic games, allusions to movies and a love of nightli;i o
equally profoundly difficult and elusive. What Cienr asios de sol Z ot
Tres tristes tigres illustrate is the fact that any shift to a Posijsgj 5

as well}.

New writers: Manuel Puig

None: the less, despite the preceding caveats, a marked sense of chang
was in the air by the late 1960s, and this owed much to t]neC i
gence of a string of new writers, the most prominent and succes:fl:;ler
szﬁi)il was Manu§1 Puig. Hi.s Boguitas pintadas (tr. ‘Heartbreak Tango'())*'
ch appeared in 1969, is the landmark text in the transitio "
IBhe Post-Boom. In distinction from the supposed elitism of Si)ll'IE((:
dcanssma Egve;s, Pglg’s no-ve'l gained popularity across certain perceived:
dase @ educational divides (though so, of course, did Cien asios do.
sole lf ji.r glzn‘;'zs about ordinary péople, set in unglamorous, small-.
o ntina amongst ‘Ehe cursi or ‘vulgar” lower middle classes.:
o Sroevif; ;Z }Sultur'alll allusions were specifically to mass and popular
. er with its companion piece o i cidn:
c.ie Rz't.a Hayworih (tr. ‘Betrayed by RitapHany)ftl}fa]l: 962;1‘3;;;“:’ maml: :
lolc‘i Its story via a reworking of old Hollywood mOV{es rgom:imtr'
fiction, soap operas or radionovelas, and the slushy lyrics Jof 0 IlI IC.:
fglzg; ZiCh as tangos. Indeed the tides of the first two novelis I:;f:;
e Iyryifzvood star who came to prominence in the 1940s and to a _
It all this implies accessibility, however, the reality is a litt]
Problema‘{ic. Boquitas pintadas was subtitled a folletin, a term su . m?re”
.1t would have the tone of a serial or melodrama: a;ad to somggesung |
it does. However, the narrative form is really an echo of the si)-eciﬁzﬁ
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popous narrative of the Boom (see chapter 4): instead of a
hird-person narrator, the plot is advanced via diary entries, letters,
spaper announcements, various listings and even stream-of-
ness passages. And i popular culture is to some degree
its effects are also critiqued: the characters here are
eir tedious conformism by mass culture, while the
such culture generates are doomed to failure — the first
le actually alludes to the treacherous nature of the Holly-

gives way to ‘the unpalatable truth

(‘'Lips that are blue, purplish, black’).
This same tension can be seen in Puig’s most famous, and more

explicitly political, novel, El bese de la mujer arafia (‘Kiss of the

Spider Woman’, 1976). Once again, the text is structured around an
interplay between, according to one’s assessment of it, an awkward
or productive exchange between bolero lyrics and the narration of
B-movies on the one hand, and, on the other, a showy attempt at
autonomous narrative based on dialogue, reports, footnotes and stream
of consciousness. The problem is that the novel seems both to
recuperate and to repudiate both popular mass culture and serious
high-modernist narration. This links to its relationship to politics and
human reality. The protagonists are two male prisoners sharing a cell,
one there because of political activism, the other because of a homo-
sexual laison with a minor. The former is associated with ‘sexrious’
culture, the latter with ‘popular’ culture. As the unlikely pair come
closer together, the idea develops that sexual repression is at the heart
of all repression, and that the sexually repressed must become more
politicized while the politically aware must become more sensitive to
human limitations.

Connected with this is a dual notion: first, the sense that mass
culture conditions individuals to play out their social roles in a way
that fundamentally represses them, while, second, it at the same time
provides an escape or liberation, as well as real human insight and an
outlet for emotion denied by the asceticism of certain brands of political
commitment. At one stage, the cell-mates argue over a romantic thriller
which turns out to be a Nazi propaganda film: the difficulty is that
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Z&;I;tli]eréhm:hﬂlm is an_ OinOLIS -example of manipulation through Popiil

, the parratwe itself is hugely enjoyable and completely inp
changeable (if the affiliations of the heroes and villains W ¢ fntg
altered) with a more standard movie, this suggesting in parirfhs}mp
and. narrative are no more than that and can never hope to o
reality. 'It seems that this is a Post-Boom novel seeking to a }Cgptll_
more direct engagement with socio-political reality, while si : 6%3
ously problematizing the relationship between ﬁcti;;)n and mlll'.lhafl'
Boom. In this sense, the Post-Boom is as much the new fr e o o
New Novel of the Boom as it is its replacement. e ot

Change and established writers

This feeling of change and continuity is underlined by the fagt

that
y fthe other key marker of the transition to a Post-Boom is the.
an a . a e
n 5 o'rmatlon.m the work of established writers who made their
ame 1n assoclation with the Boom. The turn to the popular 'r'.
is

striking: Vargas Llosa turns his hand to farce and soap opera; Donosg

adopt i i
pts the style of erotica, mysteries and transparent realism; Fuentes

wiiltes a tongue-in-cheek spy thriller (La cabeza de la liidra [‘The Hydra:

Head’ ; i i

o . 1d978), Garcia Marquez produces a kind of detective novel

for r;zca € una muer-re anunciada ['Chronicle of a Death Foretold’ 1981] :
ater a nostalgic sentimental romance (B! amor en los rz'en;pos del

cdlera ['Love in the Time of Cholera’, 19851).
Vargas Llosa and Donoso are perhaps the best examples. The

p . . .
Seru.v:tlan S Pantaledn y las visitadoras (tr. ‘Captain Pantoja and the
. L, .
pecial Service’, 1973) is a sexual comedy, which uses the structures -

of o
ente;?ttqn?mous narrétlve In a much more accessible way. Equally
e taljmi?g (and an international hit) was his La #a Julia y el escribidor
nt Julia and the Scriptwriter’) f
‘ rom 1977. In a style inj
of Puig, Vargas Llosa tell i ngofage o
. § an autobiographical comi
. ' ng-of-age stor
In counterpoint to accounts of i i :
an increasingly bizarre series of radi
soap operas. If anything, thou i s
: gh, despite a clear level of soci i
there is a diminutio i s o
n here in the political ¢ i
. ontent of his work
! 1 or
H: ﬂl;:st in glehstrength of political engagement. Moreover, both the
ry and the ‘people’ are mocked i i ’
ed in the earlier 1t i
o . ! . . ext, while the
Ser.r one charts thf.a autobiographical rise to authority of the mature
- 110115 author against the background of the breakdown and even’
a - . . i
undoing of his former senior colleague, the writer of popular
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to it. He sees the New
and asks (in 1982): ‘¢No ha llegado un momento de ruptura para

la novel

ot-boiler radio serials. The formal conversion io the popular is not
_atched, then, and may even be countered by content that might be
sken as the embodiment of a position of elitism.

o is more explicit about overcoming the perceived elitisin
despite his earlier aspiration to and eventual attachment
Novel as ‘un callején sin salida’ (‘a blind alley’}

. ponos
f the Boom,

a latinoamericana contempordnea, de cambio, para renacer
de las cenizas de tantas y tantas novelas totalizadoras, agobiantes de
significado, ahogantes de experimentos, que se imprimen todos los
‘Hasn't there come a moment of rupture for the contermnporary
merican novel, of change, so that it can be reborn from the
ls, oppressive with meaning,

dias?’ (
Latin A
ashes of so, so many totalising nove
suffocating with experimentation, that are printed every day?’).” His
casa de campo (‘A House In the Country’, 1978) openly eschews the
idea, so dear to practitioners of and commentators on the New Novel,
of the ‘disappearance of the author’ (similar to ‘autonomous narrat-
ive’), and instead adopts a style which foregrounds and lays bare the
workings of a narratorial-cum-authorial figure, who declares at one
stage that ‘en la hipocrita no-ficcién de las ficciones en que el
autor pretende eliminarse siguiendo reglas preestablecidas por otras
novelas, o buscando férmulas narrativas novedosas . . ., veo un odioso
puritanismo que estoy seguro que mis lectores no encontrardn en mi
escritura’ (“in that hypocritical non-fiction of those fictions in which
the author seeks to remove himself by following pre-existing rules
established by other novels, or by trying to find fancy new narrative
formulae ..., 1 see an odious kind of puritanism which I am sure
my readers will not find n my writing’).*

On top of this, the novel is a pretty transparent political allegory of
the Allende government and the Pinochet military coup in Chile in
the 1970s. Yet the new technique of the deliberate foregrounding
of authorial machinations actually draws attention to the fictionality
of the text and in so doing (apart from problematizing the political
application of the allegory) emphasizes what was really the central
contention of the New Novel of the Boom: that reality cannot be
faithfully captured by literature. Donoso is thus a perfect illustration
of the Post-Boom as being not simply a rejection of the Boom, but
also a fresh reformulation of some of its core tenets. And this is what
much of his fiction of the 1970s and 1980s does.
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For i isteti ]
" Ster.nstanc?, La misteriosa desaparicién de la marquesita de Lori :
htéframlous Dlsapptearance of the Marquise of Loria’ 1980) -
e refand reality from within, by seducing the reade ?ub\{e
¥y comtiort of a popular n i .
arrative style (with el :
other things, docu ' soft oo ™
, mentary, detective myst ’ -
er i ‘ ystery and soft porn), o
Spparem rug out from under his or her feet by undelrmi)nimlIy
pattern of narrative progress and leaving us with an m:g'
Xp

Z}Cl;;:vza;g;s é)i th; se?n"{lngly chaotic El obsceno pdjare de la noche th

ach PDSt-Booma‘ct ylsmular eifect. The very interplay between JBOO
P TsrBoom 155) ayed out formally too in a semi-autobiographj

v Zad.o Llihy about the phenomenon of the New Novel: C;

o & : (‘The Garden Next Door’, 1981). What seems a stra" [

realist account of frustrated male author Julio Ménilg(;ht.

Z

final ch i i
o ¢ ij};;e;,f IJI; ;\:}hlﬁh the narrator reveals herself to be the seemingly
o ol Ju h.t lltterary represe.ntation ends up being the opposits
e e th Stg " 1b Wa; and realist principles are undermined byé
ot re;ihs ase .on /the manipulation rather than outright
scene for Spanish Alr?l-er}?iajfiszitﬁsaltmdo, c Sat}ilre et e e
e ( , trumpets the death of th %
thev;isatt ;hg VEIY same tgne as it rt?novates it: it is both a breali i{‘;‘; .
nd the elaboration of an intimate connection to it

Versions of the Post-Boom

The tensi
- thenlséon between Boom and Post-Boom noted above has led one
. transitig C?mrﬁlentators on both phenomena to think in terms of |
nal phase. In Shaw’s reading of
Argenti i . . g of, for example, Puig, th
o egnt ; ne Wflifir, with his mixture of scepticism and political eng a :
the id 's essentially a transitional figure (Shaw 1998, p. 37). H e
e 1 P s .. . I3 . . owe
Prcrpereas(})lf a ‘transition” implies the existence of a clear Post-BO‘;exz
1‘efer6n.t' 1‘aW seems to identify this with ‘a renewal of interest i
o hla ity . .. [] reader friendliness, plot centeredness, the remrlz
- f}l;e anFi now of Spanish America’ {Shaw 1998 p. 49}. Hence
ampioning of Chile’s Antoni 1 T
h i i io Skdrmeta (1940~} a :
€ major embodiments of the values of the Post-Boom.’ ) as one of
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karmeta certainly articulates in his essays a kind of manifesto for a
o5t-BOOTD, proposing a type of writing that is self-consciously in
pposition to the Boom, angi-elitist, accessible, concerned with the
veryday, socially committed and generally positive.* He can also be
cen as producing a series of novels that embody this type of writing
fpiot-centred and clearly structured works like: Sofié que la nieve ardia
+[ preamt the Snow was Burning’, 1975), with its use of the mass
to explore a self-interested young man'’s
nd partly transformative relationship with ordinary, mutually
peopke; La insurreccion (“The Uprising’, 1982},
celebration of the revolutionary movement of Sandinismo via an
nt of a revolt against the Somoza regime in Nicaragua; and
‘Burning Patience’, 1985}, a story of love and poetry
postman’s relationship with the great Chilean

pablo Neruda, but used as a backdrop for an exploration of the
nde era by the dark days of

portive working-class

poet
overturning of a potentially joyous Alle

the Pinochet dictatorship.
None the less, some may feel that Skdrmeta, if well known, is not

as representative) a figure as Shaw
the picture of the Post-Boom that the
Chilean proposes ray not totally correspond to the reality, which is
often a lot more ambiguous. Shaw himselfl effectively acknowledges
this. He notes, for instance, the apparent existence of a very different
kind of Post-Boom associated with writers like Cuba’s Severo Sarduy
(1937-93) and Mexico’s Salvador Elizondo (1932-) (Shaw 1998,
p. 49). Though there is a degree of change in their later work, both.
these writers are obsessed with language and textual self-referentiality
- the opposite of a Post-Boom embodied in Skérmeta, and really an
extreme version of the doubt about the relationship between fiction
and external reality that characterized the New Novel linked with
the Boom. Indeed a key influence here is Cuba’s José Lezama Lima
(1910-76) and his 1966 novel Paradiso (a work that can probably best
be situated as adjacent to rather than part of the Boom), which is
built around a near hermetic phitosophy of poetics expressed in what
is often described as a Neobaroque style.

sarduy is the more famous of the inheritors of Lezama Lima’s
barely penetrable version of the Baroque. His best-known novels
are De donde son los cantantes (tr. "From Cuba with a Song’, 1967) and
Cobra (1972). Neither has any real narrative in a conventional sense.

quite as major (and therefore
perhaps painis him. Moreover,
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In i i .
me;h? first, the main characters (such as they are) seek the
e :fng::ﬂ T;)ut meaning is endlessly deferred; and plot (such asl' :
mere v 1cta‘ted bgf phonetic associations or by the interna;t.
o nguage itself’.” The mutational or seemingly free-associ o
: uctlure 1§ €ven more extreme in Cobra, where a transvesti -
is i
Wizlla eband female, dead and alive, wax doll and human and
" Or;; :H]lCh' of bikers from Europe to India in order to j’oin umq_.
e n011 al . dt.elty. Sar.duy, a student of Roland Barthes, is clearly ;)u:'v
nio dve Istic practice some of the theoretical precepts of struct 't*
o nt post-str.ucturahsm where ‘writing’ is merely a string of s; Lg
therei ate of flight, with no ulrimate meaning behind them g::ld
ore no more than the ver iti ’
: Y act of writing ‘el a ibir
o - : cto de escribiy
el iST:f Z{ﬂjxual dimension of Cobrg underlines this idea: the erfjf
udic game, which, like lan i i - :
' ’ . guage, is perceived
e : as wonderfulls
zflwshly wasteful and uitimately non-productive in its K ‘HHY
pursuit of pleasure.” e
Although in i ilitari .
g mgl; 11; I11ts I:)on—utlhtarlan plaviulness Cobrg explicitly rejects
nd has been described as ‘a k i
b oo and has £ escr work of the anti-Boom’, 2 j
ections with it too: nobod Dl
has : !  too: v could deny, for example
; ludic quality of, say, Cortzar in the 1960s - Sarduy’s WOﬂI{)k{
ln a * . . i
¢ mp It at least) just a radical extension of that ludic dimension into
ore i
i (():;)mfplete and absolute rupturing of the notion of writing as :
of meaning. In other words, § .
T , Sarduy represents f i
or repositioning of some of the i i tovel of o
e ideas behind the N
o i e New Novel of th
; ;11"; ?15 ml}ch as he represents its rejection or destruction :
I « * ) . .
midead? an }mp()ftant point. The notion of a transition may be slightly
impﬁdﬂm% f Sk;rmeta represents a kind of Post-Boom proper thi)sfi
¥ takes the meaning of the term * ’
im] m ‘Post-" to refer to th i
e k at whic
o opposition to and comes after the Boom. But perhaps a mo .
) T
attrilt a;nental meaning of the term ‘Post-’ is to posit simply a neV:
erseze 5 t% ;r relationship with that which is being followed or sup
differen;:es beie has }lzeen much debate about the connections or
etween the Post-Boom and ¢
\ oncepts such as
o T postmodern-.
betwg; pf;tccgomahsm (see Shaw 1998). In fact the relationshib
n the Boom and Post-Boom
could be seen f
that between modernj e o
nism and postmodernism i
e betmecn 1 ism m in the sense that the
ply a rejection of the former b |
atter i ] ut merely a ne
to it (just as postcolonialism i ; e
alism is new way of und i i '
o . 01 understanding, thinkin
and relating to colonialism rather than a plain assertion of itf
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sinise). 1D this sense, Sarduy and Puig, for instance, would be key
res of the Post-Boom rather than only transitional ones. This
solve the tension in Shaw’s argument between ‘the
ent in the Post-Boom [, which] is a tendency back to
d a Post-Boom that is ‘a continuum that runs from
rermne documentality/testimoniality to patterns of writing in which
bordinated’ (Shaw 1998, pp. 49, 50). The real value
st-Boom, then, is not merely to describe the new,
ferentially oriented writing that has emerged after the Boom,
lain the very interaction with the Boom which

ot

Social referentiality and the Post-Boom

Having said all of the above, the idea of some kind of mainstream Post-
. Boom based on social referentiality is given an appearance of solidity

py other developments between the 1970s and the 1990s. Two such
developments are the emergence of — as they are called — festimonio
and the New Historical Novel, both of which reinforce the impression
of a greater emphasis on the direct presentation of social reality.
Testimonio or testimonial writing is a kind of autobiography told
by another (usually more educated and narratorially gifted) person.
The Mexican Elena Poniatowska (1933--) did much to make testimonio
fashionable in certain circles, but the most famous example of the
genre is Me lamo Rigoberta Menchii y asi me nacid la conciencia (tx.
‘1 Rigoberta Mencht, an Indian Woman in Guatemala’, 1983). A
harrowing account of the brutal treatment of a Guatemalan Indian
community, the book gained eyewitness and campaigner Rigoberta
Menchii the Nobel Peace Prize in 1992. A few years later, though, the
North American anthropologist David Stoll’s explosive exposé of alleged
falsehoods and inconsistencies in Rigoberta’s testimony, Rigeberta
Menchii and the Story of all Poor Guatemalans (1998), brought into the
open many debates about the authenticity of testimonio. Rigoberta’s
account was, ol course, like other testimonios, edited and presented
by someone else (in this case, Venezuelan anthropologist Elisabeth
Burgos-Debray). Thus, while testimonio gives voice to the ordinary or
marginalized people, it risks setting up the same tensions between
presentation and reality that characterized the earlier fiction it seemed

to be a reaction against.”’
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The New Historical Novel i iti

Lo . bosited by critic Se :
o , ;Ep;esi?;ig alliltother obvious attempt to recupi?;?: iei\;l.ep
protagonists of the Celrary way), particularly by revisitiy 1t-Y(
1956 Lo e, [0 om?l and Independence periods, la‘ibgl".':"e
in 1953 Lo e.ngazso (“The Dogs of Paradise’), from z =
1936 and otk C.}If? example. But Posse was born as farri
Vargos Llouher 11130 ctitioners of Fhe genre are Carpentier, Fue i
hoe ! Roa, o :re qually hI_lked to the Boom (and befoilte
y niHEteenth_Cenmrma;swely difficult 1974 fictional ‘autobioeli
Rodttams ne Prandayy ar.aguayan absolute dictator Dr José g(r}a ;
pivtorm e , Yoel Suprerzno (see chapter 4), in deco i

urse and generating a dynamic and open Illasggu
ug

.

Novel’s wort i C
the New Naggh(l)lfe tr};ews};omsm also- harks back to a central ides
referentiality is stron eb oom. As in testimonio, the connectioa
Of course, a veryg;ealllt still fund.amentally problemaric.
or other ‘intellectual’ di problefn is the intervention of acader
terms. The temporal Iscourse in the production of these g Hlle
projection of the Post-Boom correspondgs 1;;1’_19

Cuban intelle
s manjfestzmail Boberto Fernandez Retamar's Calibdn functj '
of testimonil n:;vv ll(lh Promoted the production and disseminle?:'l e_(_i_
cls, the idea of testimonio as an object of "10«31;
crifical

its being embrac
ed by the North Ameri
academies (se ericann and then E :
i Cateéore chapter 7). The New Historical Novel is euéoﬁean.
is 15 som oo Y. as is the even more arbitrary ‘novel of exil q Y A
eg p. 79 ;m.jes associated with the Post-Boom (see S}lle’ which
-§- D. 79). Test, ; a
something Wh;glﬂ’g;’;)fﬂftﬂa;n ple, had been around for somzvtii: E‘;“
, mpts the question of ; ’
canonization b } of whether its sub
el for o é; ittl.le actade'my m the later twentieth century psr(;?zl-l; n(;
_ ics wishing 1o perceive a mo ) 1de
oriented Post-Boom. re socially and reality-
The 1970¢ onw.
‘ g ards also saw the politicizati
in literarv studies ; politicization of academic dj
ter 7) Inihjtsu dles in North American and UK universitiesl(; o e
consciously ideologically charged atmosphere isteg chap-
, it became

-
%6 ——

Hitary dict

entry 10
p_eculi

in-the humanities, the
yseful” or ‘relevant’,
jonal guaraniees of aca

.There is no doubt that the ter

1980s did foment p
and intellectualized) fiction so pro

the r

- Boom, which seems to have alread
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towards political reality perceived in the
response to the rise of terror, authoritarianism and
atorship in Central America and the Southern Cone. Thus
Argentina’s Luisa valenzuela (1938-) or Ricardo Piglia
GA1-) and Chile’s Diamela Ekit (1949-) came to be included in
e accoumts of the Post-Boom, even though their tortueous and
metimes barely penetrabie style, if in many ways politically challeng-
has little to do with a transparent brand of referentiality. Indeed
e international market (be that the literary market or the
ar economy of the modern university) in some sense depended
itical muddying of the waters between political referentiality
nd experimental play. At a time of a relative crisis of legitimacy
former was necessary to render the discipline
while the latter helped to preserve the tradi-
demic intellectual respectability.
like the Post-Boom is a real problem.
rible political events of the 1970s and
olitical fiction, but the (often highly theorized
duced did not always necessarily fit
cferential model a /o Skdrmeta outlined earlier. Nor is it clear
factor in the creation of the Post-
y been under way by the time of,
ina and Chile, and seems in
1 roots. Tt once again

ing 10 S€€ the drive

goom as a

fers like

Thus the reliability of terms

that these events were a material

say, the military dictatorships in Argent
¢ literary as much as politica
"Post-Boom’ is most useful to mark a moment
d renewal in relation to the Boom itself,
e thirty or so years of literary

any case to hav
appears that the term
or period of reaction an
rather than to cover comprehensively th
production that have followed it.

Women writers and the Post-Boon Tsabel Allende

em just discussed is the

One good illustration of the sorss of probl
{or, sometimes,

tendency to include the category of “women writers’
‘gay and lesbian writers’) in the category of the Post-Boom, as if the
emergence of such groups as literary phenomena were in some sense
dependent on a literary rather than material shift in circamstances. In
part, the choice to study such groupings is as much a manifestation of
the history of universities and other inssitutions as it is one of literary
history (see chapter 7). Indeed our awareness of certain female, gay
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or leshi i
o ;SEE&I-I {or, of course, straight male) authors may have much t
€Ir promotion via the academ i °
: or its values and i
The discomfort of ! ccens m
some academic critics with th
Allendie (19020 (s ith the success of [g
~} (relative to the valorizatio i ’
n of a writer lik ;
o ende Ie : ¢ her -
ar y' mc')re poh‘tlcaﬂy and intellectually acceptable fellow Chiles
it) is an interesting case. Allende is routinel "
of women of the Post-Boom

. often in the company of writers Wit

flong an : €ive a pro
y her own, but was merely included in an entry forp’BeP;i

SEHEIS f;IIllth !99; . [ IS wa blzalle sinc e1 Cleal[y m te 11
11 1 ucee a p , d III[ICE]. more H“p I'ta
(;I []E[ ]|Ie[“af[“ d 5 CEess I!(i 117 act 3 0 k|

e .

enui ) :
genuinely popular and accessible dimension of Post-Boom writi
riting,

and hints at a lingeri .
gering hankering after the i .
even elitism of the Boom, g e intellectual complexity of

The fact is that Allende is
main vi .
aint views of the Post-Boom discussed here: she embodies both, on

the one h i i
and, a relationship to and reorientation of the novel of the

Boo
dar‘ltn, anc-i, on the other, the trend towards reada
; i
¥, socio-political commentary and relative optimism. Her La cas
. a

d 7] ’
e los espiritus ("The House of the Spirits’, 1982), a key work of th
, e

Post-Boo i i
m, Is an unmistakable reflection of modern Latin American

histor i i

ae myaillild,fm par-ncular, the modern history of Chile up to the awful

e math 0I thi Pint?chet coup. But in directly reflecting that histor
e nov t.a SO fLulic'uons as a commentary on the evasive nature 3:%

ative of the Boom, in parti fi
, icul A
e p ar Garcia M4
Itisa i
COlombl:"gu’able that the consistent use of fantasy and ambiguity in the
ia i
o ; (si :;velbactually undermines its political effectiveness, and
as been criticized for mimicki ] i ’ ;
el o oppie as bee . ing Cien arios, her novel is
rking of it. One char
ya . acter comments that *

ary ' s that 'no era
i)onfuaﬁla de repetir los nombres en la familia, porque eso siembra

« t‘:.1011 en los cuadernos de anotar’ (‘she did not approve of th
etiti i :
Se‘}; COO? o.f farpﬂy hames across the generations, because that would
potemi; luslon in 'her notebooks’)"” — a thinly disguised poke at the

y perplexing repetition of names in the Garcia Marquez book

ook.
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Mo
notebooks, though not chronological, are not wilfully obscure like the

:.manuscripts of Garcia
{again 4

one of the best representatives of both :

bility, structural

rquez’s Cien arios

reover, the character’s name is Clara (connoting clarity) and her

Marquez's Melquiades that they echo, and are

nlike Melquiades’ parchments) easily put in to order by a

,mily member of a subsequent generation so that the facts are

saved from the nebulous world of fantasy (p. 219). Indeed the entire
_ structure of the novel could be seen to OVETTUITL its own early pattern

of fantasy and replace it with a kind of harsh realism following the
harrowing political realities of the coup: the spirits largely disappear
and the novel builds up to a chapter entitled ‘La hora de la verdad’
(‘The Moment of Truth’}. As was suggested earlier, Garcia Marquez’s
ext may be a rather equivocal model for the Boom, but,

Allende’s novel perfectly demonstrates the idea of the
while also exhibiting

seminal t
pone the less,
Post-Boom as a rearticulation of the Boom,
the trend towards greater referentiality that some associate with a

Post-Boom proper.

Recent directions: McOndo and Crack

Inevitably, all terms beginning with ‘Post-’ are potentially problematic.
In a sense, what has been suggested here is a spectrum of possible
ways of understanding the Latin American Post-Boom, ranging across:
2 moment of rupture with a perceived Boom aesthetic; a rejection
of a Boom aesthetic; a new relationship with a Boom aesthetic, which
is now retuned and revitalized; a tendency away from the textual
ambiguity of the Boom and towards greater social referentiality,
characterized perhaps by a transitional period leading eventually to a
mainstream Post-Boom typified by a more straightforward engage-
ment with reality; or a long-running continuum covering a gamut of
approaches from documentalism to non-referentiality. The problem
with the last position is that it effectively reduces (or extends) the
Post-Boom to refer to almost anything that has been published in
Spanish America after the Boom. As a concept, then, its use is limited.
Given the inevitable variety of types of fiction since the Boom,
perhaps the term is most productively employed to refer to a type
of fiction that is constituted by a sense of rupture with the Boom

some way connected to or in interaction with

while remaining in
n if the

the Boom novel’s underlying ideas. The point is that, eve
Boom was a finite material phenomenon, the idea of it has still, at the
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beginning of the tw 4
twenty-first
h er‘h ¥ century, not been supplanted by
It would be instructiv n
€ to consider, for exa

: , mple, the ph
no1 mertna of McOndo and the Crack generation. In 1996 trhzcecht' '
Alberto Puguet {1964-} and Sergio Gémez, {1962-) published 5 ﬂ
)

against the weight of Magi
' agical Realismn, a d inati
asainst ; , cnomination whi
Somemgon;l prominence thanks to the success of the BICh s
in i . .
someshn gﬁ} uguet has described as ‘a sort of curse that haso?‘a
, filmmakers and tour guides all over the Americas’ i?}:te

tion of national identit
ittes towards a ‘pop’
o new ‘pop’ conceptio
glObaﬁzatli.l;alted bl}; North American influence and the 1;)ro?es(;f th
— what Fuguet in anothe -~
globalr T pun {on the n ;
e It';llers NA}_?TA agreement) calls FTAA - a3 new aFI;Z p Lh
s Certaie z;mericas sensibility. This seems essentially a refin —
I Post-Boom ethos of the 1970s and 198 o
contempoerary context. e tpdated to
An ill i
1oes i )is;rau;;e exalimple of such an ethos is Peruvian Jaime Bayl ;
b o (;10; e es virgen {"Virgin is the Night’). Bayly was a cont '?)y .
. :
i, Pri;z ofboo.k and .hIS aforementioned novel won Srl l‘m?
€ aiter 1ts publication in 1997. The novel is €58 1:'13?11 .
entially a

O C I“] version ! { k IE lvia ]161116 O Llind ft:l Oiili’?e

( lea lilt‘ ]l()lII[)]C . I ¢ ca 1tal 1 p]f nte d a5 a € st In

. , ].Hl(lt S€X Ihe main dl I 1 ab] i Ba 1108
r e

caarts € T1T}- =
h t th f nd Tustration h”ed exXcesses o 118 ex[]al ail (] arco

adventures. H
renaticatly & aocv;fgvftie;,tthe power of the text really comes from Gabriel’s .
St-person narrative, which
: captures wonderfull
y .

century. But
v the exuberance of the drug-fuelled discourse is not
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arily matched by the content, which is ultimately rather dark.
s drug habit is in many ways an embarrassing form of escape:
art from the bourgeois world from which he
in his run-ins with his own conservative mother
Mariano), yet is also a way of

£ess
hriel
marks hjm as ap
anates (indicated
he mother of his would-be lover
facing up to or coming 1o balanced terms with his identity.

ains, in essence, closeted and his self-expression
as he does not want to risk any threat to his
festyle as a TV show host and son of a well-
nse of alienation is expressed via a rather

eli-damaging snobbery towards lower social and racial classes,
nduding ‘los brownies’ (‘non-whites’), as he colourfully but pejorat-
y refers to them. Though he valorizes Miami, t0 where he frequently
e is a sense that pop-culture consumerism
tied to a Lima that is ultimately third

o-do family. Indeed his se

vel

The novel ends with him alone at night on the capital’s dingy
swallowing bitter cocaine tears and concluding that: ‘no puedo
en lima. me estoy matando. lima me estd
matando’ {1 can’t carry on being gay and a cokehead in Hma. i'm
killing myself. lima is killing me’}.'"® For all that the extravagance,
youthful energy and aggressive contemporariness of Bayly’s narrative
promise a counter-Boom project, the traditional theme of Iima’s
apparent vibrancy actually being a stultifying microcosm of chaos
and limitation links the novel to the past and, in some ways, does
not progress us much beyond a 1969 Boom novel like Vargas
Llosa’s Conversacion en La Catedral, which has, in the end, a remarkably

streets,
seguir siendo gay ¥ coquero

similar tone.
The link between this born-after-1960 generat

underlined by Fuentes’ characterization (in yet another pun} of such
new writers as eventually forming part of a ‘Boomerang’ generation.
The self-styled Mexican ‘generacién del Crack’, associated principally
with writers Jorge Volpi (1968~} and Ignacio Padilla (1968-), uses
for its sobriquet a pun that echoes the term ‘Boormn’ while suggesting
a break with it (and indeed they seem 1o tavour a more ‘inteligent’
ich could be seen as a return io the Boom as
ted on about their
(‘In Search

ion and the Boom is

style of writing — wh
much as anything). What has been most comimern
most successful novels — respectively En busca de Klingsor
of Klingsor’, 1999) and Amphitryon (tr. ‘Shadow without a Name’,
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2000) - is their setting, in part, in the non-American environmey;
Nazi Europe and their basis in European intellectualism, This
suggest a break, but Europeanism was precisely a criticism of th
novel of the Boom. :
Unsurprisingly, in one interview Volpi is identified with a de
for differentiation from ‘la etiqueta Boom’ (‘the Boom label’, whij
citing some of his principal influences as ‘Carlos Fuentes, Vargas Ilog
los escritores del “Boom”, Borges, etc.”.”” A reading of a novel like
busca de Klingsor (winner of the 1999 Biblioteca Breve Prize) wouj,
give the impression that what Volpi is actually reacting against js.:
perceived ‘light” strain in the later New Narrative that has come
be associated with a Post-Boom. This superb work is worthy of com
parison with novels by successtul middle-to-high-brow professiong
writers from Britain, other European countries and North America
like, say, Michael Frayn, Stephen L. Carter or even Umberto Eeg
The novel, which is both intellectually challenging and thrillingly
suspenscful, is built around modern science, in particular relativity :':
and quantum theory and the quest to build the atomic bomb. Taking -
us through the lives and theories of Einstein, Gédel, Heisenberg,
Schrodinger and Bohr (among others), the story deals with the Amer-
ican physicist Francis Bacon’s military mission in post-war Germany "~
to identify a mysterious figure codenamed Klingsor, who was thought .
to be Hitler's leading advisor on the atomic bomb. o
Apart from the Spanish language and a certain explanatory tendency
in the exposition of European history, there is little to suggest a
specifically Latin American perspective here. If anything, the tone is
reminiscent of the alleged universalist scepticism of Borges. This is
built into the plot itself, whose resolution remains enigmatic despite the
superficial illusion of closure, and is carried into the many theoretical
reflections that pepper the text. The role of science, for example,
is investigated in a way that prompts questions on the nature of truth
and the human tendency to construct artificial patterns of order.
And, in a typically Borgesian twist, Klingsor himself, the unseen
manipulator pulling the strings in the shadows, is surely identifiable
with God, the manufacturing of belief, and the questionable impulse
behind creativity and the quest for meaning: one character asks if
Klingsor ‘no era mas que una abstraccién de nuestras mentes, una
proyeccion desorbitada de nuestra incertidumbre, un modo de colmar
nuestro vacio” (‘just some kind of mental abstraction of ours, a wild

102

/"—’_________._——

:- gjection of our uncertal
¥

assumii

- glong’)- . ‘
erbalancing di

After the Boom

nty, a way to fill our void"), while B'afflton
’ ‘ a de justificar
¢ that Klingsor may be no more than ‘una ma‘ner y édose o
pecviele 5n. asumiendo riesgos inexistentes e nventd
om,

i igati i ich he was
‘2 means of justifying his investigation, which »
) nd inventing his own task as he we

ol investigacl
ia tarea’ {
ropla :
-existent risks a ot
%S There is : i d post-war context, a €o
20 There is also, in the wartime anc p

course ory, 1rec and the morality o choice
S r f hist f will and th lity of 1

{ choes of Fuentes here, another Boom figure}.
e

- . A . . .
owe v w
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as primarily the material for the fabric:iltion ofha
fying literary experience. Though without the
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i i inently marketable
i ality of their eminen !
omplex yet compelling qu ' ntly markeran ®
pia}frfui,iocnal I;ictions makes the likes of Volpi and Padilla, if anything
profes
heirs of the Boom. ' — -
e clusion, then, it seems that the notion of a Post Bom; lf SO};)H :
Intcl?él treated’with caution. The Post-Boom clear}l)y doe;l 11’1; K some
Fine i i it is above
i like postmodernism,
kind of rupture, but,

i eived in
f mind in which a sense of newness 1s;0nc
e d the future.

myriad variants)
sophy but rather ‘
rich and teasingly satis

mind:
terms of the past as well as the present an
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Hispanic American Fiction of the US

CHAPTER 6

erary production in particular has been and will continue to be

¢markable.
D escribing the Hispanic peoples of North America is a problem

sught with difficulties of definition and nomendlature. Are we speak-
ng of Latin Americans living in (sometimes) termporary exile, new
mmigrants from Latin America, Ot individuals born in North America
of Latin American descent? In terms of the literature they produce,
Lre we speaking of writing in Spanish, English or some Spanglish
qusion of the two? How unitary is the question of Latin American
'provenance or descent? Are not Mexican Americans, Puerto Ricans,
pominicans and Cubans widely differing entities? And are there not
large differences within the components of these individual com-
munity groups? Are the very terms used to describe them — Hispanic

Hispanic American
Fiction of the
United States

The history of Latin American fiction has alwa

with the world beyond its borders: with the i

increasmgly’ dea of Europe ang

NOI i (8]
C()lOI]]aI llf T i € -
, €00+

IN1C depende Sv‘ - , Ve

the cosmopoli ifici
politan, specificity versus universalism, a literary modernit
Iy

associated wi i i

2o nineteev;;hciliuioragn, giob'ahzation and mass culture. From.

berom COHSdOUSHeSSy afnd e:';peaally in the twentieth century and".--

roronsdousne 0 Lé-ltHl America’s position within a lar er .
ent has contributed to shaping the direction of thought |

and artisti i

e bezﬁcaplriiug;?' A shared and changing border has for some

partictlar, ond b ent in the identity and culture of Mexico, in

Southwest, Baily | came tp be referred to as the North Americaﬁ
e in the United States of America has long been a

u pllt ()f La [.Iﬂ A]Il T 15 }I

Cartbbean
{(and, more recently, from elsewhere, especially Central

America) b i
e jtze;gfigt; gl:mnfg p’rocess _Of Hispanicization within the United
o ey Lt Izent;a effectl‘vely burst its borders and began to
como the N eo. 1 sb e n.fvenneth century developed, huge new
o anites evglve}; eA orn_ in the USA of Latin American descent
massive social, political‘angl:;(::;l?cfplfspanic ot o e become a
rosive sod ' esence, and by the mid-twenty-
I g tEvﬂl be one of the largest and most influential sc?ctiil
g ¢ country. The effect on cultural activiry generally and

vs been bound up

patierns of mass migration from Mexico and the

or Latino — meaningful or pejorative?
There are no easy answers to these questions. However, for the

purposes of this or any discussion, some classificatory choices have
to be made. In terms of writing, Latin American exiles or migrants
will be largely excluded. Post-Boom writers like Argentina’s Luisa
valenzuela and Chile’s Isabel Allende have lived or live in North
America and write about the North American experience. valenzuela's
Novela negra con argentines {‘Black Novel with Argentines’, 1990) is
hased on her own experience of temporary exile in New York City
and deals with the exile experience of Argentine intellectuals in the
city, in the aftermath of displacement following the military dictator-
ship’s Dirty War, begun in the late 1970s. Allende moved to California
in 1987 and married an American in 1988. Her El Plan Infinito
(“The Infinite Plan’, 1991) is set in America and has an American
protagonist, who finds salvation living and working in a Latino barrio
or neighbourhood. Hija de la fortuna {‘Daughter of Fortune’, 1998) is a

historical romance concerning Chilean migration and the Californian

Gold Rush of 1848 onwards. Yet valenzuela and Allende are not
really considered anything other than Latin American writers, writing
for a wider Spanish-speaking audience and not specifically for a
North American market (though translations of Allende novels are
big business in the US and other non-Spanish-speaking countries).
This does not mean that there are not or have not been Latino
writers writing in Spanish for a North American Hispanic audience.
However, most notably from the 1970s onwards, Latino fiction written
in English has emerged as the principal manifestation of Hispanic
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writing in is is w W v
g the US, and this is what il receive emphasis. heya

th . .
emes of this fiction are mainly to do with the His

in the US i s o
. but, espedially more recently, some novels h o
ave: g

f;;;ia-ltzd on the original homeland too. A not
st leigh?fo }1;);(;{}11.5 Sandra Benitez’s (1941-) powerful and mos
boy's et O;niil (2000, -Whi.ch recreates a young Sr:ﬂvadosr
Romers hernce of e assassma.tlon of Archbishop Oscar Arp

cre of campesinos or country folk at the Sy

g

able example of ;

None the less, it is Hispanic fiction dealj

e one L aling, by and large, wi
especiﬁseggxh; has produced the really big names of Lafmov?vgilti;
Comeros (1501, ;: ;‘9803 onwards: Oscar Hijuelos (1951-), Sandg
peros 119 (19531] ia Alvarez (1950-), Cristina Garcia (1958-} anigd
el (195 ~). But are these writers Hispanic or Latino? 1j
bere). dhough - Smiiz uéeq -loosel‘y and interchangeably (and Wﬂ.l bg
b i L 3 st elinition might suggest that Hispanics are those
oo atn havlcab who come to reside in the USA, while Latindé
e hose who b eﬁd een bor-n or educated in the USA itself.! vei
s termn Ofl ;I a Fonmderable degree of difference. Cisnercs
s o e « exican desc§nt, while Hijuelos is of Cuban
s lvazes ¢ m;s from a D(?mmican Republic family,
major novels of U;.Lazijcfse :I?: Slder'ing ot oo e
American experience must’ﬁrst ;zrglrlilfﬂ;u‘gzz:}imms o

and Garcig
n of some
he Hispanic

Mexican Americans

The 1 it] i i
Chicagx;gzit I\Zr:;lil;lon of H'ISpaIlIC writing in the US belongs to thé
North Ay s San zﬁmerman community. Given that much of the
i ahe omerican oucthx-zvest bﬂl(?l:lged to Mexico umntil 1848, or 1836
Though there was borh colonis! anct Lot Asmerieor e
e ush ' : : m American literary out i
mneteilr(l)trg igzraeltulre in En'ghsh did not really appear unst/il thlf):ultat:
e s and ¢ ;:uy twentieth Cer-auries. And more change came in
Areln (oo <Nt réf when Spanish-speaking writers like Mariano
v Mp .r ) came 1’:0 North America in the wake of th
¢ Mexican Revolution. A Chicano consciousness as suche
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. (1940-), a self-proclaimed campesino theatre that staged short plays
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epic poem, often read out loud at public meetings, ‘1 am Joaquin’
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wever, did not really begin fo emerge until after 1943, the year
the so-called Zoot Suit Riots, in which US servicemen attacked
wican Americans in Los Angeles. The unegual status of Chicanos
JIOW began to come 1o the fore of the Mexican Am_erican mind and a
olitical sense of Chicano identity began to grow. It was not uniil the
960s, though, that this sense of identity solidified and was thus able
,» produce & recognizably Chicano aesthetic in lterature. Chicanos
¢ mobilized by the Civil Rights movement and also organized by
farm workers’ leader Gésar Chévez (1927-93}. A Chicano
ew, focused on a sense of a shared cause (La causa as it

he famous

licitly showing their exploitation. The famous

1967) by Rodolfo ‘Corky’ Gonzales {1928-), added to this increasing
mood of oppositional collective identity.

what began was known as the Chicano Renaissance (the florecimiento
chicano). Bui it was not until the 1970s that Chicano narrative
began Lo take off. Two spurs were important. The first was the rise of
literary journals, the most famous of which were Aztlin and the
Revista Chicano-Riquefia. The title of the latter brings out the sense of
a Chicano and Puerto Rican cultural critical mass in the USA, while
the title of the former alludes to a fundamental myth that helped
shape a Chicano mentality and aesthetic — the idea ot an originary
sacred place that embodies the essential Chicano spirit, under threat
from Mexican American absorption into capitalism. The second spur
was the Quinto Sol Press, which promoted a self-consciously Chicano
narrative via publications and the impact of its influential Quinto
5ol Prize. Chicano narrative now developed steadily, with a cluster
of novels in the 1970s about male immigration and growing up, and
a remarkable flourishing of English-language fiction in the 1980s,
particularly by women, which to some degree broke with the by
now conservative male-oriented and myth-obsessed vision, and inte-
grated Chicano writing into something close to the mainstream of
US literary production.

So what were or are these Chicano fictions? Before critics started
debates about dating, the first Chicano novel was generally thought
to be Pocho (1959) by José Antonio Villarreal {1924-). The import-
ance of the novel lies in its exploration of the tensions between
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Itiradltignal Mexican values and the new Us culture |
ad in
owever, John Rechy’s (1934—) ciry of Night {1963)

reputation of Chicang fiction:
. ...y noselor - K
the Eart , y rago la tierra {tr, ¢
Bless JIZ };] ;;hd not Devour Him’, 197 1) by Tomds Rivera (( I 93.5. ~at
(1972) by pene 1972} by Rudolfo Anaya (1937-), Kiail City peggy 1.
¥ Rolando Hinojosa-Smith (1929-), and Rain "fSCOrpz'oma:fg

D‘enise Chévez (1948-), Alma Villanueva (
Vlramon?es (1954—). This was also the de
ature gained real international visibilit

1989 of Richard Rodriguez’s (1944-) myc:
book which critiques Chicano separatism

cultural integrati i igni
gration, And, in a significant extension of the scope and

fI 1t g l ]) 13 T C EIVE IJIESE‘ were LOHJZ in the ”ﬂg? ears

(1983) by Cherri
) by Cherrie Moraga ( 1952~} and Borderligndsii g frontera ( 1987 .

by Gloria Anzalduia {1942-):
academy, these works are ofte
cultural output.? Some of the
considered Jater along with r
American traditions,

canonized by the North American
n s‘een as the high point of Chicana
S¢ Important Chicano works wi]l be
Cpresentatives of the other Hispanic

——
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the urban env
Begal‘l arriving, mainly to work in tobacco, as early as 1900 when the

island of Puerto Rico became a US territory, with US citizenship avail-
able from 1917. But the serious migration started after Operation
Bootstrap in the 1940s and 1950s. Designed to develop the island by
offering incentives to US companies, it actually encoura ged mass migra-
tion from the countryside by destabilizing the country’s traditional
" agricultural economic base, and led to an influx of Puerto Ricans

into New York, where many faced unemployment or badly paid and
low-value jobs. The Jink with the US was reinforced by the granting
of Free Associated State status to Puerto Rico in 1952.

1944—) and Helena Marfa
cade when Chicano Jiter
W.ith the publication in:
MOIr Hunger of Memory, 3
and promotes the idea of
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Puerto Rican Americans

» puerto Rican American experience is rather different to the
exican American one. Though there were writers and intellectuals
exile in North America in the nineteenth century, the Puerto Rican
esence in the country is largely a function of twentieth-century

pr . I, . . .
ys-influenced economic tactors, and it is particularly associated with

ironment, especially of New York City. Puerto Ricans

There developed a tradition of Puerto Rican writing dealing with

the events of these years and with the problems of immigrants in the
US, though much of this was in Spanish and often written on the
istand itself. The best-known example of this kind of writing is prob-
ably Pedro Juan Soto's (1928-) Spiks (1954), reflecting his own experi-
ence of time spent living in the Bronx. However, following the trend

of memoirs and articles about immigrant life, a number of gritty

urban narratives began to be produced in English in the 1960s, and

they often also sought specifically to capture the tone of New York
Puerto Rican or Nuyorican language. The most famous was Dowt these
Mean Streets (1967) by Piri Thomas (1928-), an Afro Puerto Rican
American from Spanish Harlem, which painted a grim picture of life
in the urban ghetto and prompted a number of semi-autobiographical
works in a similar vein right through to the 1970s and beyond.

The most important literary developments, though, were actually
in poetry rather than narrative, prompted by the Young Lords
Party’s championing of the cause of poor Puerto Rican immigrants in
the 1960s. Poetry remains the main manifestation of Puerto Rican
American literary writing. Nicholasa Mohr (1938-) did write some
decent novels from the 1970s onwards, which were less dark and
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male-centred and were sometimes written from a child’s perspect
The best Puerto Rican American novel, meantime, is probably 1,

the Sun (1989), by the Georgia-based poet Judith Ortiz Cofer (195
which, in a vaguely Magical Realist style, tells the story of sey,
generations through the eves of a young womarn. This style of g&
magical, female-oriented family saga became tairly typical of
Latina fiction in the US.?

Cuban and Dominican Americans

The case of Cuban Americans is different again, in that migratig
from Cuba was often politically as much as economically motivafg;
As with Puerto Rico, there is a long history of exiles in the US, datin
back to the liberation movement. The most famous were the noveli¢
and activist Cirilo Villaverde ( 1812-94)

discourse José Marti (1853-95). Other writers came to escape th;
regime of Fulgencio Batista from the 1930s to the 1950s, most notab]
Edmundo Desnoes (1930-). But the real waves of emigration bega
after the Cuban Revolution of 1959, with a marked rise in 1980 afte
the infamous Mariel Boatlift, when Fidel Castro ordered the exody
of over 12,000 Cubans to Florida in the USA in reaction to what wa
perceived as President Jimmy Carter’s permissive attitude to Cuban
political refugees. Among the Cuban writers who came to the T
were Lino Novés Calvo (1905~83), Lydia Cabrera (1900--91}, Enriqu
Labrador Ruiz (1902-90) and, meost famously, Reinaldo Arenas {1943—
90), whose novel Fi portero ('The Doorman’, 1989) deals with a Cuban
exile in Manhattan (Arenas committed suicide after contracting HIV -
and has become something of a cult figure).

Cuban American writing in English has become more prominent
since the 1970s, though the focus is often different to that of Puerto
Rican Americans, given the often middle-class provenance of Cuban
exile. Two major novelists emerged in the late 1980s and 1990s,
Oscar Hijuelos won the Pulitzer Prize for his 1989 novel The Mambo -
Kings Play Songs of Love, which became as much part of mainstream -
North American literature as anything else and has probably given
Latino writing in the US a greater international projection than any
other work. The other main novelist is Cristina Garcfa, whose national
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" Rican saga The House on the Lagoon {1995)
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gy sagas Dreaming in Cuban (1992) and The Agiiero Sisters (1997)
a_mlth d significant impact and travelled well.
- € arable Dominican American figure is Julia Alvarez. Her Ho'w
- Com}: Girls Lost their Accents (1991) and In the Time of the‘ Bu-rterﬂzes
; ove between Dominican childhood and adult life in the
'1994) mwith most Dominican writers, her work is marked bly t}_le
SA.tc;?:hip of Rafael Trujillo (1930—61). and. the .US i.nter‘ventlon Slz
O o ican Republic of 1965. Dominican immigration in th.e 9]
” Dom};njcome significant until the 1970s and 1980s. Most literary
< DOt‘ E{n the form of poetry and, though there are a nu?nber of
oy d novelists, Alvarez is the one major, interna-

,i,‘e Garci

hort stOry writers an

" onally recognized writer of fiction to have emerged.

One other female author who should be mentioned is Rosario F.erre
42-), a Puerto Rican who Is usually thought of as a Latin American
- ' ciated with the Post-Boom. However, her Puerto
was an Bnglish-language
ovel and something of a hit in the USA and abrf)ad. A wgll-knoﬁ;l
. d largely Spanish-language author writing a major nov.el in Eng1 i
?nr primarily, one assumes, a US market is an interesting develop-
0 : ' an it
ment in the history of Hispanic American fiction in the USA.

{

writel, SOIENIeEs asso

Some Writers of the 1980s and 1990s

Oscar Hijuelos

Though Hispanic fiction in the US has an identiﬁablehhlstozgrz,al(t:t::;;
really in the 1980s and 1990s that it transcended its g etfo oy
roots and came to prominence within tl‘.LE North Amercliuicar; ey
mainstream. This eighties and nineties LaFlno nov?l does sp ay ome
features inherited from the modern Latin Amerlca.n trailUOI;,u ot
notably the post-Garcia Marquez penchar_lt for family sat?asAmeﬂcan
never really reached the heights of i.ts S-gamsth;i:f;laiie Il],g :}Vﬂﬁng an
art. Still, it represents a signilican ,
ggﬁlit?r?t)emational projection and has produced ﬁgures of glotcla(. fé);l;z
notable examples from those mentioned above will now be ske
this brief survey.

N ;2?11;;LZLZH said, The Mambo Kings Play Songs of Love (1989? marke:l tr?ae1
Latino novel’s departure from the margins and became an internatio
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success for Oscar Hijuelos. He had already set the tone with Oy
in zh(:: Last World (1983), which dealr with the experience fo e
immigrant family in the 1940s, but without an emphasissoo n i
;i:ii ;tziiilihw-je Mambo Kings is anlother tale of immigrant IiIfleI:;')}Ii
i bmthei st really the EVOCEltl(-)Il of time and place. It is ab:
o brof Nev,v Yes;z egxiny isior Cei'}s]tﬂlo, who leave Havana in 1949
: , ere they set up a mamb :
band. The climax to their career is an appearance with(;)an'd has
! esi
: gliil;/l f;gl;lfa; TV‘programme, the I Love Lucy show. But thiglso"
i tale of 5?}?552“;22:1 follo;ved by decline. Nestor is obseg;
s ory he i i :
;he romantic bolero ‘Beautiful l\?[laria ZV; llt\fi; t;f:)elﬁfy;:;io sYgtl:ion ':
pzfilrl;tz.f VAVf)ter h‘15. brothjer’s. death, Cesar’s life SiI”IkS into a (Sj’j;;_l
e o Se;r;amfz%ng-, drmk‘mg a‘nd pathetic attempts at a comebas
are e of Insight gained in the story of Cesar and, if anythin
vel must be taken as a comment on the illusory nature

Iclf‘:)r:!:n ldlgnitg/ and immortality. An interesting anecdote is that th
also achieved a degree of notoriet i
‘ . when Gloria Parl
of Glorious Gloria Parker i ) o
and Her All-Girl Rumba Orch
° rious ‘ ‘ . / chestra, launch
bei 15 n?llhon libel suit against Hijuelos, claiming her reputation hsg-
Bitrg-l-wdl by the novel (the case was eventually dismissed) j
o HEthiue 0s n.e;fer really repeated the success of The Mambo Kings:
wo novels, The Fourteen Sisters of Emili
Montez OBri :
and Empress of the S, 7 . e in
plendid Season (1999), ar i :
ey a9 ‘ | . are notable, though, in that
phasis from machismo to female ch i .
(he comtining o . ale characters, illustrating:
pment of Latino writing a i
angry-young-man. beginnings. § amay from it el

Sandra Cisneros and Ana Castillo

1 . ,

nrgdet;fi It was the appearance of a number of major female Latina

- . a

o E 1sttjssth;t really indicated a coming of age for the Hispanic novel

¢ Us. Two Chicanas were parii i i i

of Lot vt particudarly important in this take-off
S i !

andra Cisneros’ 1984 novel The House on Mango Street is some-

thi .
ing of a landmark, It certainly deals with issues of poverty, low
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where she

for international stardom with h
pnovel about a Mexican American family, Caramele (2002), which 1s

the most significant large-scale contribution to Chicano literature so
far and which also taps into an increasingly popular Latin Amexican
rradition of female-oriented, semi-historical family romances, started
by Latin American writers like Isabel Allende and Laura Esquivel
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Jf-esteem and degradation in the barrio, but via a gentle and
naggressive, female, poetic voice. The story is told in a series of poem-
ke vignettes from the perspective of an adolescent girl, Esperanza,
ho longs 10 have a room of her own in a fine house but retains a
nse of connection o the crumbling little house on Mango Street
grew up. This is a classic Chicano/a tale of cultural tensions

ctween Latino/a roots and the American dream, then, but what is

new is the lyrical, feminized and ultimately optimistic point of view.
Cisneros’ reputation grew with her collection of poems-cum-stories

ealing in part with female sexuality and Latin background, My Wicked,

wicked Ways (1987}, and her short story collection Woman Hollering
creek (1991). She is set, at the beginning of the twenty-first century,

er massive, radiant, multigenerational

(Mexico, 1950-).
The other major Chicana writer to emerge in the 1980s was Ana

Castillo. A feminist and activist in the 1970, her two novels The

Mixiguiahuala Letters (1986) and Sapogonia (1990) established her firmly

as a force in Chicano narrative. The first is an epistolary novel based

on letters sent by a Chicana woman to an American friend, which

recount a series of sometimes real, sometimes imaginary travels and

adventures involving a search for identity and roots. If a journey to

Mexico helps the protagonist, Teresa, put her US Chicana identity
back into perspective, Sapogonia still dwells on the idea of a mythical
jost paradise of Mexican origin, though with perhaps a more romantic
and less overtly political emphasis than that of carlier writers.
These are relatively challenging works focused very much on issues of
identity. Castillo’s 1993 novel, S¢ Far From God, is probably her most
significant work for a wider audience. Accessible and entertaining,
it paints a magical-real picture of a Chicana family in a small south-
western towr, in what is one of the most vivid accounts of Chicano
culture to date. Unfortunately, her 1999 work, Peel My Love Like an
Onion, slips back into a less focused style, but none the less presents a
lively account of a part-crippled flamenco dancer’s Chicago-based sense
of an identity that is both Mexican and American.
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Cristina Garcia and Julia Alvarez

Unsurprisi i
o ;grlstllrllgl}tf, given the longer and more politicized history of Chj
. e two women writers who ioi ij
o : o joined Hijuelos in
Amen. theﬁbarners between ethnically Latino and broadebrelf}
rican fiction were Caribbean Ameri P
: - ericans: Cuban Ameri s
Garcia and Dominica i it e
n American Julia Al i
appeared in the 1990s. veres. heirm
Garcia’ i
Drmmf;a s_early novel of a family divided by the Cuban Revol
prean g i Quban (1992), was followed in 1997 by a best uﬁ?
Siﬁg g Eech?fncally sophisticated novel on a similar theme, 7% Sel{
oo :v. The sisters of the title are Reina and Constancia WI;OS : AHH
. - ! e
o Isllglement is a reflection of the political scene. Reina lives ;111 gtu
pports the Revolution. Constancia is in the United Staltl:

an Crisg
ajor novy,

by th i
bseztra ;e:iu;;);p}lj;z)ed ((iieath (?f her mother, Blanca, who, it transpire
poayed b Comm;? dIggaFlo sexually and was later shot by him (t
the offspring of Blalfca?su lacflf(ig \E:}el iark-sikmned T Deca e,
e ' mulatto and becomes w
t é)e I(lj ;Ei ;z::ip;aegl I-"Ieconstruct.lon of her own past. Though indir:gil‘;(-i
ind e, 35 the sters e o oy o Ratlon, cthicy
md! - . . me to terms with and :
Circum?::gc ;Suiglflztﬂ tlllllhen.tance as it relates to their contemng;ry'
dreums bea.H out ! ere is also. a -degree of reflection on what it:
eans & matChedphelc lejfor.nan. Fidelity and punishment for transgre
hallenge eied Dre v 1m.ages of strong and defiant women who:
ot 2o0m) 1o ;tﬁlascuhn-e norms‘. Garcia’s latest novel, Monkey.
o (20¢ a;ea " terfmulFIgener‘ahonal story, but this time aboutz
h D Comﬂbmgon? g Chinese immigration into Cuba and the
Like Garcia’s earli ot C‘}Imfe- .
i Ao (1991) iser lnovels, Jul‘1a Alvarez's How the Garcia Girls Lost
and entertaining e a sfo IA’;{bou_t 31stlers, but this time it is the familiar
parents’ traditional iszia(;d \?;YL::; n;;i??;gjﬂs l'eam e oo
parens . € exciting new experien
breaith}gzzgﬁ EI; \:; ti‘im in :zhe USA of the 1960s onwards. é)ince t;ejz
b she Tt Bb,m va}rez s best Works have been historical fictions.
N e of 1 erflies (1994) is about the brutal murder of the
rs — the founders of an underground movement against
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ter

' As Latino writing began
an ipteresting related p
success of popular novels
some Latin American, as opposed t
writers began to write novels in Englis
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llo dictatorship in the Dominican Republic, called Las Mariposas
The putterflies — in 1960, just after Alvarez’s own family had been

ed to flee the country. In the Namwe of Salomé {2000) concems a
o became a national poet in the Dominican
epublic, salomé Urefia (1850-97), and the retracing of her daugh-
s relationship to her from the USA. Once again, it offers a more
female-centred take on Latin identity.

e Trujl

visionary,

Rosario Ferré

firmly to enter the middle-brow mainstream,
henomenon could be noted. Alongside the
by Latin Americans in English translation,
o — in a strict sense — US Latino,
h. For example, the successful

Havana-based Cuban author of noir cime novels, José Latour

(1940-), has published the well-received Outcast (1999) and Havana
Best Friends {2002). But the most famous and intriguing case, at least
for critics, is probably that of Rosario Ferré, who published her The
House on the Lagoon in 1995, followed later by Eccentric Neighborhoods
(1998) and Flight of the Swan (2001). All of these novels are relatively
accessible, but perhaps break with the overtly radical political and
feminist agenda that Ferré appeared Lo espouse in the past when
writing in Spanish. '

The most famous, The House on the Lagoon,
minist, if derivative, rewriting of Puerto Rican history. ¥
family saga with light magical undertones posing as national history,
it tells the story of the Mendizabal family, who represent the changing
face of the island oligarchy against the background of the conflictive
history of the island’s relationship to the United States. The narratoy
Isabel, a supporter of Puerto Rican independence, eventually breaks
free from her pro-North American husband Quintin, in a fairly obvious
it, in the end, rather dramatic allegory of gender and political inde-
pendence. But the principal technical teature of the novel - as with so
many Boom and Post-Boom novels from Latin America — Tisks under-
mining the power of the allegory. Quintin finds and glosses his wife’s
narrative with his own version, with the effect that we are repeatedly

ed of the subjective and ambiguous nature of reality and the
d, the novel seems

is on the surface a

fe et another

remind
text’s own status as self-conscious fiction. In the en
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. . ' . eros,
f those who enjoy reading the likes of Hijuelos, Cisn y
“ o ini is interestin
‘ 1535; or Ferré is a matter of opinion. However, what is l:t:d o ﬂrgl
e . 1 - n

bval‘t Latino cultural production is the way ;: has Ei‘.;lat " gmer o
ob0” jtional political discourse and equa
o in an oppositional p : ‘ e the
o e mainstream. What is less clear is how well it has Il?a : fhural
: ter;?two things at the same time. Indeed many of the big
do t

i i 4 the
i ican and US Latino fiction aroun
Bt cemtimy ly about the ‘ethical’ roles
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something of a Latin confection to the recipe of a successful form
that will go down well with the English-language market. OF, m
positively and from a more radical perspective, perhaps thig
example of the colonized playing the colonizers at their OWN gary
by using the North American market for a Latin American Wity
own ends.

.

ehates .
'dnd of the twentieth century were precise
e

ill di . These are
f literature and criticism, as the next chapter will discuss
of I

ill be about positions and
t always have been and always w . :
e ﬂ;fld thatY will therefore probably always and in their very

Gloria Anzaldia

The academic community’s favourite Latina radical is without doyj
the Chicana Gloria Alzandta. She is really quite unlike the mainstrea'ﬁl
writers discussed here and does not even write fiction as such. Inste
she produces a difficult, hybrid mixture of history,

choices, ‘ :
nature remain ultimately irresolvable.

circles. Its subtitle, The New Mestiza, indicates not only a connection
with the traditional political focus of the Chicano movement, but also
the desire to adopt and modify the movement’s thinking to create 4
different, more plural and more dynamic notion of identity. Hence
Alzandua’s personal emphasis on her own identity as a Chicana
lesbian of colour, which inevitably involves resistance to an all-
encompassing, white, middle-class notion of lesbian identity. The
border itself is seen as being everywhere where people or cultures or
identities interact or simply exist. In a sense, she is trying, like many
other feminists in the 1980s, to transcend patriarchal binary logic
and create a new, non-binary space for expressing and understanding
identity.

At the same time, though, Alzandda does seem to wish to reinterpret
Mexican myth and history from a specifically female perspective. She
appropriates problematic tropes to do this: for example, the vagina
is presented as a wound that bleeds, a scar like the border itself, and
a sign of the brutal origins of Latino culture in the European and
perhaps later North American rape of land and/or people. And a
complex exploration of Aztec history and myth seeks not only to
recuperate the contribution of women but to Pbropose an alternative
originary ideal based on the crearor figure, Coatlicue, both male and
female, the embodiment of the dissolution of binary opposition and a
more meaningful model of identity. Whether this sort of thing is to
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CHAPTER 7

Culture Wars: Ways
of Reading Latin
American Fiction

Any literary history or account of a lit
only be a version of that history or
ways, the account may even constitu
nomenon itself. At a simple level,
authors and texts will always be a
choice based on the perpetuation o
opinion about which authors and te
More problematically,
impression of the pred

erary phenomenon will always
phenomenon. Indeed, in Som

matter of choice, most Jike
f certain pre-existing bodies of
X1s.are important or significan
such a process of selection may even create the
ominance of certain movements or trends Whjchf
may be no more than the manifestation of certain patterns of critical
values or beliefs. For example, the idea that the New Narrative.
and the Boom represent the key development in the evolution of

Latin American letters may be little more than a critical projection,
projection which ignores the vast ran

ouiput that have not been canonized b
foregrounds the New Narrative and the Boom,

A central feature of literary criticism since, roughly,
onwards, both in general and in the particular context of Lat
has been an increasing awareness o
literary-critical judgements. Readers
about canonicity, in which the lite
of historical traditions based on great works has been scrutinized and
challenged. More concretely in the case of Latin America, concern -
has been expressed about the imposition of European patterns of

literary history on an entirely different cultural context in a way that

has promoted limited, questionable or even false literary histories.

the 1970s’
in America,”
t the relativity or partial nature of :
will be familiar with broad debates
rary establishment’s construction

tha

1 AllleHCaH fiCthIl, V\fl:lﬂe av()l(]lll } € df' al o ainstream O

a i the less represent the
histo which, i oblematic, does none

1 tory cn, if pr atlc I

Jiterary 15

‘real

Ways of Reading Latin American Fiction

is that the alternative literary histories gegeraj[eiiielég
¥ o f contestation are likely to be no less selective (in
D (Ce so) than the model they reject. Moreover, the nfew
o mo(; an tend to favour particular ways (.Jf app’roaduncgi
o D aC be just as likely to foster reductive or skewef
eratur? that tﬁeY are to encourage liberating ones. The endgame's
LR a(Si b 2:35 is often the assertion of a contextual complex-l g
Ch cuhura'l . aeculiar mixture of extreme relativism‘coupled wit
s elf-interest. What follows is a brief attempt to
occsions @ nalrrov‘::hse debates about how to read and understand

ity of the existence of dominant literary trends.

Rethinking the Boom

icit in the literary history offered
L Wi}tlh tiiiaB(:)?n;eImgcl)lsgl lzs a pivotal or cuh‘ninatingf
e . be‘ tJiiameric:cufl literary history seems to be a proc:ess .0
m(m'lem' o tradition and modernity in which a m-odermst‘(m
e bro bem’efﬂ American sense) ethos gradually assert? itself against
e bm?d o : ;)n of tradition, climaxing in the scepticism and co}in;
. Pe_rce“’ed ml)\Il w Narrative and the Boom, and followed by a furt ;
Do Df’ the' ‘s th reaction against and continuation of‘the. chmachc
e et C’Boom itself could be regarded as a fabrlcatm.n of the
et Spar tkllle ents and publishers, prestigious literary pr1z§s, the
maffkm‘-oigin;fnb?gons of certain authors and their backers, ;;tirzvrvy
. i tionis of an area seen ,
Inadg a;inf'ss;etf)l? If:‘iiii iﬁ:ﬁiiﬁgg 1;1 US and other univﬁ;i?:: :;I
orbine i i nomenon {see ¢ .
Combin'e o Createe;l;;lf;z:zsizzs fassfgzted in the mind of readers
ot th'l? phe'n?lni din American literature itself. Thus the emergenc.e
e Cn'ncs e 'cail Jiterature as an international phenorflenor; '1ts
?f La'mn A/'U?efil to a particular and inevitably narrow version othl£
llfl(‘i?hbgnl;rrli;n literature becomes about the Boo? ancllazgnoto ;
fera i now defined in re it
liter?rY A ?jr:gfrizngsng;ztt?ie seem as interes'ting. only in
chl)r 1?&?2;;2; ¢he kind of traditionalism against which the New
that
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Novel is thought to be a reaction. And European and North AT
university courses on Latin American literature come to be dg
from around the 1970s by the New Novel, and perhaps a few
earlier “classics’, thereby reinforcing a particular perception of Jj
history. '
The perceived mewness’ of Latin American literature is ad
here. In the 19605 and 1970s, university courses {
and journals that university departments produced)
by Peninsular Spanish literature — above all, perhaps,
Spanish Golden Age. As late as the mid-to-late 1980
tion of Spanish American literature as a compulsory element for fir
and second-year undergraduate students of Spanish was a sour
controversy in the department where I spent much of the eaﬂy'p
of my career. Latin American literature as a discipline, then, becam
bound up with the idea of the new, and this seemed to underscn
the centrality of the Boom in the Latin American literary canon.
course, all this had changed dramatically by the start of the twent
first century. in British universities it is often said that the Gold;
Age is in a state of crisis, and it is probably almost easier in SOme
universities to do a course on Latin American photography than it
on Don Quijote. The question is whether this shift indicates the fallacy
of the centrality of the New Narrative or the arbitrariness of the
subsequent reaction against the traditional canon,

and the rese
were doming
the study of
s, the introg;

Politics and the Boom

The fact remains that the rise in international literary criticism on
Latin American fiction from the 1960s onwards came to be dominated
by work on the New Narrative. But critics eventually came to see the
Boom as a locus of privilege or elitism. The problem with the Boom:
for many critics was that it essentially took place in Europe. Most
of the major novelists of the Boom had lived in Europe and their
work was often promoted by Spanish publishing houses or noi-Latin
American translations. This led to a critical perception that the com-
ing of age of the Latin American novel was part of a process of
that novel's Europeanization, of its ‘catching up” with the sophistica-
tion of Huropean {(or North American) meodernist narrative, Before
long, a key and repeated criticism made against many literary critics

(and indeed literary writers) was that of Eurocentrism — the reading
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‘which has marked
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shaw’s Nueva narrativa hispanoameri

be taken to exemplify the two point
ivi n tho
divided betwee ) ! N
of interpretation with regard to its socio pod Jien!
hose who saw it as representing the aban onm ; comme
: iting in favour of the exploration of metaphysical une

writing
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i Amnerican culture through a European lens, the cl.assiﬁcaﬂ.(})ln

atiﬁ American literature according to European categotne;, uarrcl)cliJ ;a :_l
i ing to its adherence to
alldation o thﬁ;ilézT;‘S:f;;f;?;g;ﬁfal expertise. This led ultinzlatelly
anda}ii?eajrzil in literary criticism in which the contextual S%‘fc}-iz?;g
2 t. More generally 1
e on s Ct(())nl;lei;estivisegzrgizgllitica} ancf the universal,
r:::iticism on Latin American fiction ever s.'mc&.z.
. nortant works on the modern novel illustrate this differ-

T enal in’s Journeys Through the Labyrinth (1989) and Donald
O o warrariva iape cana (first published in 1981} can
s of view.! Essentially critics were
se who saw the New Narrative as mainly worthy
litical significance, and
f committed

et

it i rs have
he nature of the human condition. As the preceding Ch?é)‘i)e o
e h positions would be cruae,
istinction between two such p
wi, 2 bald distinction ‘ _— crute
Sh(()i the evolution of fiction in Latin America mvolves. a :1.?6 gnal
anma’igam of both positions. The rise of literary thljory 1.n e
) i de terms like "univer
twentieth century ma
A d political approaches of
ition’ seem untenable, and po
‘the human condition ' hes o
e sort or another came to dominate the academry b.y t(klle o
n . . . .
?he century. But to deny the existential dimension of modermn -
' i i eiv
American narrative (whether one chooses to see it as m1sc0ncd «
. . . I
r not) would be a preposterous denial of literary history, at_ o
" i ceptio
illustration of the dangers of assuming that becau;e a percep
currently in vogue it is somehow closer to the truth.

Theory and Post-structuralism

Oddly enough, the first real challenge to su.ppc.)sedlzfo ;()er;:’;;l?sgi
readings of Latin. American fiction came, albeit ﬂaée(a] T rendh
voluted route, from Europe itself. FI‘OH:L the 19 h.s T oy
academics were in the thrall of str}lctural?n:il :ng(i ;eisa e ey
iqui ) an _
- ull;nq{(lgzw(: af)so?‘[;it;ru;t.?rgiinjﬁgure worth mentioning-here i.s
:S?ZLEEMT novelist Severo Sarduy, who studied and worked in Paris
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‘att
Jdisinterred in recent decades.* Latin American intellectuals, like Rodo
and Marti, established towards the end of the nineteenth century the
idea of literature as a key component in the expression of a funda-
mentally Latin American identity, and comimentators have often noted
the large number of Latin American statesmen and even presidents
who have also been literary writers. Latin American critics like the

Dominican Pedro Henriquez Urefia and Venezuclan Mariano Picdn
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Le sort of attempted socio-political commentary, is itself an anxious
ire to make literary criticism appear ‘advanced’ and ‘produciive’,
4 way which actually risks making it part of the very late-capitalist
ructures it so often appears to seek to critique.

‘Tatin Americanist’ Criticism

p feature of the politicization of literary criticism has been the urge to
identify a specifically Latin Arnerican tradition of literary criticism
that is counter to the supposedly European-driven model. This altern-

ve tradition has always existed, but has also been systematically

galas, who both taught in the US in the 1940s, were at the forefront
of developing the idea of a specifically Spanish American cultural
tradition, which needed to be explained to the outside world. Figures
like Brazil's Antémio Candido, Argentina’s Alejandro Losada and
Uruguay’s Angel Rama later theorized Latin American literature within
a much more explicitly social, economic and political framework.
The big name here is undoubtedly that of Angel Rama, now almost
synonymous with the revindication of a specifically Latin American
model of literary criticism. His most famous works are Transculturacién
narrativa en América Latina (1982) and La ciudad letrada (1984), the
latter translated as The Lettered City. Rama popularized the notion of
transculturation, referring to the complex ways in which cultures are
mutually transformed through contact {as opposed to the one-way
process of acculturation). This allowed him to posit a positive model
of Latin American literature that was a kind of fusion of local culture
and the avant-garde. He also asserted the civil duty of the intellectual
as being in opposition to the authoritarian demands of the state.
Leaping forward, from here can be traced a link to the contemporary
fashion for cultural studies. Iis rise as a phenomenen is overdetermined
and has multiple roots. Rama can be used as a link of sorts, though, in
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that he is essentially arguing for a type of writing that opera
outside the ambit of conventional intellectual elites and interacts wi
popular culture. North American critics later followed with what ¢
to be known as subaltern studies, which asked questions about ¢
incorporation of subaltern perspectives into literature and knowledge
North American presses also came to indude postcolonial and po
modernist approaches, with debates usually raging - in both cases
around questions of hybridity and the appropriateness or applicab ity
of non-Latin American models to Latin American experience. Such
debates, however, involved a new group of Latin American critics or
thinkers, such as Néstor Garcia Canclini, Nelly Richard and Beatriz
Sarlo,” who are seen to theorize the Tatin Ainterican cuitural experien A
from within - though the selective adoption and co-option of such
figures by areas of the American and European academy raise ques:
tions about how representative they are of Latin American thought',
And, of course, a key knock-on effect of the rise of cultural studiey
and the fascination with popular culture is the challenge to the
significance of literature itself, often now seen as by its very naturea
manifestation of elitism in the face of more popular forms of cultural
expression. :

But perhaps the most striking feature of the critical trends outlined
above is their meta-critical quality. They often involve lttle literary
criticism as such, but, in so far as they do deal with literature, tend to
dwell instead on the relationship of literature to culture, institutions,
theory and professional debates. These powerful trends in cultural
criticism. are clearly some way from the model of literary history
followed by and large here, but have become a central and important
part of the academic study of literature in its cultural context.s

History, women and sexuality

There are, however, a number of notable ways in which the broad
thrust towards a more political and Latin Americanist criticism has
had a very clear impact on the nature of literary history and the study
of literature traditionally understood. One is that the move away
from a relentless focus on the New Narrative has given new impetus
to studies of fiction from the nineteenth and early twentieth centuries.
A distinguished example is Doris Sommer’s Foundational Fictions.
Important for its uncovering of gendered underpinnings to national
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.course in historical romances of the nineteenth and early twentieth
5 .

turies, it also put neglected canonical classics like Amalia and Maria
en ’

“pack on the literary critical map (see chapter 1) and helped encourage
a

eneral trend of new investigation into nineteenth-century hte.raturei
fso significant was Carlos Alonso’s updating of undersiandings ©

Iy twentieth-century fiction in The Spanish American Regional Novel.
ear

ily too there has been a flurry of works on the Spanish American

examined in their own right and in terms of contemporary Crmfcal
e- . .
:hinking on nationalism and modernity, and not just as fodder for

stndies of what the New Narrative was rejecting in Latin American

e 7
tradition. .
This is not without its dangers, of course: recuperation of texts by

modern critics should not lead us to assume automatically t}‘la;1 certfilar;
texts, like, say, Sab or the modernista novel, were morg 1r; u‘enilar
than they probably were in practice (se? chapters 1 and ‘3).1 suj;1 y
caution should perhaps be exercised with :fmother p-ractn:a exa rir
of canonical recuperation or revision. A rqa;or trend in contf(:iltn_po Hy
criticism has been the discovery of writers a-llegedly tra Ltl(?narsg
excluded from the canon, such as women ?vmers o'r .gayﬁwr.}te n
There is, of course, absolutely no problem with elxamlmng CUOI.T 16
terms of gender or sexuality, and developments in these areas a;fle
considerably enriched our appreciation of m_any texts.. Holwevc.er, f; N
has to be caretul when ascribing traditional h.terary-h.lstoncal mggl y
ance to such texts. Thus, Reinaldo Are‘nas is sometlmes-csnmPe:ers
alongside Manuel Puig as a key figure in the Post-Boom; Eta \ Etie
unquestionable place in the emergence.r of the POSTQ-BOOI;I has e
necessarily to do with his sexuality, while A¥enas has' pro a.:i v ome
to public attention precisely because of his sexu'ahty an' lr; e
political significance rather than because he was influentia
development of a Post-Boom as such (seel Chapter 5). ' tesribed

Similarly, the emergence of women Wl’ltEI‘.’S .IS sqmetlmes escLUisa
as partly constitutive of the Post-Boom, but is it falf o see, sayéa !
Valenzuela, Rosario Ferré, Marta Traba (Argentina, 1930-83) of
Diamela Elkit as of equal significance Witf-l Isabel z'%]lende? Some 0
the first group may owe something of their strfitus in the new cair:;)rrjs
to the importance they have been granted precisely as'won'l(.en Wrther
by critics operating in North American or European universities, ra
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than i i

hterarze;izsdc; ;)nfla ‘cruc1allyl influentiat role in the deveiopme-

Herary trends fOCatm America (see chapter 5). None the less, fe i

the poltcimatio, l;sl-on womefn.’si writing are an important aSpé"

o ol ation ;) iterary criticism on Latin American fiction:

pave probab n one of ‘fhe I}’lGSt useful and productive ang
al modes of reading literature from the region.’ >

Conclusion

What thi i :
has, ho?ffi?;ﬁsiziscr}pt on apprloaches to Latin American fictjg
imnocent or néutfal 21118 t.hfat no literary history can be regarded,
and there are gen.u' CI'I”EIC‘S have their preconceptions or agends
metropolitan critics ;’: t;te?;cagzz(EHEStioni to be considered whe

erinhery. : on cultures associated wit

EVeSIz ern-};nggzzic}g{j though, in thf:z haste to disassemble an allek;eg}
canon of marginali car?lon, there is a danger that an alternative ne
than the one it is y will be created that has even less inherent value
e amhorssulplfosed to replace. And at the same time, hugely
written ot of ]jteral (;1 'Borges and Vargas Llosa cannot be simply:
new orthodoxies of g istory because their politics no longer fit thY
and books like this w y i_;ademy_ Th.e Boom, after all, did take plac
international project ould not be being written if it were not for the.
American ﬁctionJ"l::hlf:OI}ll-ﬂqat the N?W Narrative achieved for Lati '.
bound up with .politicslslz(iE tc;lfeL:ﬂnt Aglerk? n fiction is nevitably
and figures ' entrality of some literary trends
maﬂYgafter :Ezhlizg};afn l?thers (though this notion is unpalztable fcs)
with the political co t e(_)ry) must have something 10 do, not just:
something particul potriction of taste, but with the fact that there is
that makes peo Iu arly lnteresting or exciting about certain writers’
These 15, in ti : :}e:int to read tl-leir works more than others. :
approves of it or not A;l(ililc’lh : -thmg s a mainstream, whether one
literary historics Wh_i;:h ere is the possibility of producing coherent
reconfigurations of th remain none the less sensitive to other potential
be a definitive one, b 6@_ The aCC.Ount offered here can never hope to
Latin Ameriean ﬁc;iogt é’; :arrloclam‘l to be a Ilegitimate portrait of how
phenomenon that it now uiqtﬁ?t;;lézbtlf;ei?ternationally recognized

Notes

CHAPTER 1 BEGINNINGS: NARRATIVE AND
THE CHALLENGE OF NEW NATIONS

The examination of Latin American fiction offered in this book will
follow a conceptual as well as historical paitern and will be selective in
the choice of representative (€X1s. For a broad-ranging survey covering
literature in general $rém the colonial period to the present day, see, for
1999}, A good detailed account of the development of
fiction specifically, from the nineteenth century onwards, is Shaw {2002).
For a consideration of Latin American Hierature in its broader social,
potitical, cultural and historical context, see SWanson {2003). Two encyclo-
pedias are recommended: Gonzdlez Fchevarria and Pupo-Walker (1996)
and Smith (1997). The best synoptic history of Latin America which also
contextualizes literary production is Williamson {1992). A wseful shorter
history of Latin America is Fowler (2002). Full references to authors and
books mentioned in the notes and main text in the preceding fashion are
included in the further reading section of this book. Other references will
be given in full in the notes. Translations of titles and quotations are
usually mine, though ‘r. (meaning ~ranslated as’) is used where a text
ig commonly known in English by a title which is not close to the

original Spanish ot Portuguese.
hat is the break with a Catholic Euro-

The process of Independence, 1
pean monarchy and the establishment of republican sell-rule, was a

variable process from place to place. The process in Chile and Mexico,
for instance, was somewhat different to that described for Argentina
here. In Brazil, there was initially a transition to a constituiional mon-
archy followed by eventual movement to a reasonably representative

example, Hart {

government.




9 The case of the gaucho will be considered in more detail in the second

10
11
12

13

14

15

16

17

Notes to pp. 5-19

3 A survey of the theme of Civilization and Barbarism, from which
of the comments here stem, can be found in Swanson (2003). :

4 Qf c01:1rse, with regard to Europe, Sarmiento also rejected Spanish t

tionalisn with its implied colonial heritage. E

Esteban Echeverria, La cautiva/El matad i .

, ero (Buenos Aires: Hue

pp. 144, 148. 197

6 Tor some exaz’npies of new types of sophisticated re-readings of Sarmier
and Echeverria in the modern period, see Alonso {1998) E
and Sarlo (1997).

7 For ‘an attempt to identify some earlier candidates for the f
SPan1sh American novel, see, for instance, Cedomil Goic, ‘1a nové
hispancamericana colonial’, in Historia de Iz Lieratura Fispanoamericg;
vol. I {Madrid: Cdtedra, 1982), pp- 369-406, }'I

8 A us,efui piece on B periquillo sarniento from the modern period is Antoy
Benitez Rojo, ‘José Joaquin Ferndndez de Lizardi and the emergence
of the Spanish American novel as national project” In Sommer (1999
pp. 1.99—213.. See also Nancy Vogeley, Lizardi and the Birith of the Novel
Spanish America (Gainesville: University Press of Florida, 2001).

T

and Altamiray,

chapter with regard 1o Ricardo Giiiraldes” Do Segundo Sombra {1926)
Somumer (1991) is recommended reading for a sophisticated take fron-i 3'1'-
modern perspective on a number of the national romances considered here
Ca.tI.lerine Davies has produced an excellent and very helpful criticai
edition of the novel: Gertrudis Gémez de Avellanieda, Sab (Manchester-'
ME.iIlChCStel' University Press, 2001). References are to this edition ‘
Criolia is the feminine form of crioila. o
Two other representative novels not discussed here, but which the reader
may @sh to examine, are the Romantic Clemencia (1869) by Ignacio
Altaz’mrano (Mexico, 1834-93) and the more obviously costumbrist Cecilig
Valdés ¢ La Loma del Angel (*Cecilia Valdés or Angel’s Hiil", 1882) by Cirilo
Villaverde (Cuba, 1812-94). ' T
Clorinda Matto de Turner, Aves sin mide {Mexico City: Oasis, 1981) :
pp. 51-2. ’ ’
The term #ndio or Indian was originaily used to describe the inhabitants
of the New World due to the misapprehension that Colurzbus had reached
the Indies via a western route. The word came to be used to refer to the
descendants of these people, though indigena is now often a more accept- -
able term, rendered in English via the adjective ‘indigenous’. ’
II:/I:C;;;I?;G Assis, Dom Casmurro (Rio de Janeiro: Bdicdes de Ouro, nd.)
Helen Caldwell, The Brazilian Othello of Machads de Assis: A Siudy of Dom
Casmurro (Berkeley, CA: University of California Press, 1960); John

¢

;
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Notes to pp. 20-8

Gledson, The Deceptive Realism of Machado de Assis: A Dissenting Inlerpreta-
tion of Dom Casmurio (Liverpool: Francis Cairns, 1984).

CHAPTER 2 NATIONAL NARRATIVES: REGIONAL
AND CONTINENTAL IDENTITIES

pérez-Firmat (1982), p. 139.

Apart from those texts mentioned in n. 1 of chapter 1, a useful and
detailed survey of rwentieth-century Spanish American fiction, which
incorporates a consideration of modernisimo and the vanguardia, is Williamns
(2003). williams gives details of a whole range of lesser-known novelists
outside the scope of this study.

Cira Alegria, EI mundo es ancho y ajeno (Buenos Aires: Losada, 1977), p. 29.

—

pe S

4 Brazilian Regionalism will not be considered in detail in this chapter.

Two key examples of drought novels are A bagageira (“Trash’, 1928) by
30sé Américo de Almeida (1887-1980) and O quinze {'Nineteen Fifteen’,
1930) by Raquel de Queiroz {1910-2003). A more sophisticated, psycho-
logical take on the novel of the sertdo is the compelling Vidas secas
(‘Barren Lives’, 1938) by Graciliano Ramos {1892-1953}. An author who
would become one of Brazil’s most successful novelists as the twentieth
century progressed, Jorge Amado {1912-2001), has written increasingly
colourful regional novels centred mainly on the cocoa-producing area of
Bahia. An important forerunner of Brazilian Regionalism and an influ-
ential work throughout Latin America was Os sertdes (tr. ‘Rebellion
in the Backlands’, 1902) by Euclides da Cunha (1866-1909): a hybrid
essay-cum-novel, the book brings the sertdo to public consciousness and
offers a pessimistic examination of the govermment’s brutal suppression
of a messianic peasant uprising at Canudos in 1896~7.

5 A sophisticated re-reading of Regionalism from a modern perspeciive is
Alonso (1990).

6 Other notable examples of the genre are Martin Luis Guzmén (1887~
1976), El dguila y la serpiente ("The Bagle and the Serpent’, 1928) and
Nellie Campobello (1900-86), Cartucho {r. ‘Cartucho and My Mother's
Hands’, 1931). The novel of the Mexican Revolution can also be seen to
extend well into the modern period with writers like Agusiin Yéfiez
{1904-80), Juan Rullo and Carlos Fuentes {see chapters 3 and 4).

7 Mariano Azuela, Los de abaje (London: Harrap, 1973), p. 123. A useful
critical guide on the novel is Clive Grilfin, Azuela: Los de abaje (London:
Grant and Cutler, 1993). A helpful companion book is Rutherford {1971).

8 Positivism, based on the philosophy of Auguste Comte (1798-1857),
became popular amongst the post-Independence elites (especially in Brazil)
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" iorﬁﬁlo Gallego_s,l Dofia Bdrbara .(Madrid: Austral, 1982) p. 25
131 useful eritical guide on the novel is D. L. Shav;r G [-
4 Bidrbara (London: Grant and Cutler 1971) el e
-R. ’ ) :
- Alcardo G}.nraldes, Don Sequndo Sombra (Buenos Aires: Losada 1939
o n};;:cepu;fe read.lng of this episode is Peter Beardsell ”Don ;D
o lal aél iflicfacﬁzzsmo’, Forum for Modern Language Studies, 17 (i‘z“?’f
—1l. Beardsell also has a useful criti iti ’
cengamon, 19may ritical edition of the novel {Oxtor
13 3
ife, for example, Jusé Eustasio Rivera, La vordgine (Managua: N
) ar
Wa?é:fu;’- l983£, PP. 114-18. A useful critical guide to the novel ig ;E.
, Rivera: i1 : °
" 4 vordgine (London: Grant and Cutler, 1988). :

—

Wb

Notes fo pp. 29-4]

beca " i i
use of its emphasis on the advancement of societ

and progress. ot

11{;)2;1(; Q;Zr(;g;, C.*uem‘os escogidos, ed. Jean Franco (Oxford: Pergamg;
Selecti,on. ¢ .nat llls isa u?eful introductory edition, with a representat
reined oo ot r.e‘smnes?. A good flavour of Quiroga’s work can b
i mue::ltlfal guide by Peter Beardsell, Quiroga: Cuentos de gin,
o e (London: Grant and Cutier, 1%986). For a sophistic

& Irom a modern perspective, see Alonso {1998). el

CHAPTER 3 THE RISE OF THE NEW NARRATIVE

For discussi ' i
ussions of the New Narrative, see, for example: Lindstrom

Marti ;

artn (1989); Shaw (1995, 2002); Swanson (1990}, on whi é1994h'
comments here build: Williams {2003). ' oem
The best general account of nodernismo is Jrade (1998)

For useful general accou
nts of modernista fiction, s i
Shaw (2002) and Williams (2003) i see o

and Phillipps-Lépez (1996).
;F{or 1nisefu1 acco}unts of vanguard fiction, see Williams (2003)
Cucbtlon and Pérez-Firmat (1982) for more detail
uba i 21 ‘
n essayist Roberto Ferndndez Retamar would later famously invert -

Rodd’s opposition in,
. Tor exampie, his Algun T L
(Buenos Aires: Contrapunto, 1976). frnassos de cvlizacisn y barbarte

Rubén Dario, Poesia (Barcelona: Planeta, 1987)

{1994),
- For more detail, see Gonzilez {1687

for an intro

j:;:;:z?éf hstirlti(;n iélclude, ‘Ior instance: José Ma;t?‘(Clligé,olt;;;ﬁf;er?::z

61050 Am(adoloibla, }.865—_96), Luis Gonzaga Urbina (México,

L (G,uatemal(; ll;l‘SVO {Mexico, 1870-1919} and Rafael Arévalo
. 1884-1975).

Other figures who could be considered include, for

! exa : i
Adén (Peru, 1908-85), Jaime Torres Bodet { T B

Mexico, 1902 -74), Enrigue -
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Labrador Ruiz (Cuba, 1902-91), Norah Lange {Argentina, 1906-72),
Eduardo Mallea (Argentina, 1503—82) and Teresa de la Parra (Venezuela,
1889-1936).
Macedonio Ferndndez, Papeles de Recienvenido. Continyacidn de la nada
(Buenos Aires: Losada, 1944), p. 128, and ‘Doctrina estética de la novela’,
Revista de las Indias, July (1940}, p. 417.
Quoted in Franco (1973), p. 219.
Roberto Arlt, Bl juguete rabiose (Buenos Aires: Losada, 1973), p. 96.
Arlt’s key later novels are, for criticd, his principal works, even though EI
juguete rabioso is probably better known and more historically significant.
They are Los sigte locos {‘The Seven Madmen’, 1929) and Los lanzallamas
(‘The Flamethrowers’, 1931). Useful and accessible on Arlt is Paul Jor-
dan, Robert Arlt: A Narrative Journey {London: King's College London
Hispanic Serjes, 2000).
Ernesto Sibato, FI rinel (Barcelona: Seix Barral, 1983), p. 134. Though
now quite ald, a decent introduction to $&bato is Harley D. Oberhelman,
Erneste Sébato (Boston: Twayne, 1970).
The best book on Onetti is probably Mark Millingion, Reading Oneiti
{Liverpool: Francis Cairns, 1985). Also interesting, for the connections it
establishes between Onetti and other authors, is Gusiavo San Romdn
(ed.), Onetti and Others (Albany, NY: State University of New York Press,
1999).
Jorge Luis Borges, Ficciones (Madrid; Alianza, 1979}, p. 92.
Borges’” other principal influentiai colleciion was El aleph {'The Aleply’,
1949). Of the numerous works on Borges, it is difficult to suggest just
one or two, Perhaps a starting point would be Harold Bloom (ed.), Jorge
Luis Borges {New York: Chelsea House, 1986). There is also a still useful
critical guide to Ficciones: D. 1. Shaw, Borges: Fieciones (London: Grant and
Cutler, 1976). The definitive biography is Bdwin Williamson, Borges: A
Life {New York and London: Viking, 2004).
See, for example, chapter 4 of Swanson (2003} or chapter 8 of Davies
(2002).
The most obvious example is Beatriz Sarlo. See her Jorge Luis Borges: A
Writer on the Edge (London: Verso, 1993).
Magical Realism is a multifaceted and much debated term. The best
guide is Parkinson Zamora and Faris {1995). Planned at the time of
writing is Hart and Ouyang {2005).
On Carpentier, see, for example, Roberto Gongzdlez Echevarria, Alejo
Carpentier: The Pilgrim at Howe {Austin, TX: Texas University Press, 1990).
Arguedas, like Onetti, Borges, Carpentier and others, continued to write
into the Boom and will be mentioned again in that context in chapter 4.
A still excellent book on Arguedas, which brings out well the stylistic
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:;c.h'nique and offers a strong analysis of the rebellions mentio
111_1am Rowe, Mito ¢ ideologia en la obra de José Maria Argued& e
Instituto Nacional de Cultura, 1979) '
21 'W. H. Gass, ‘The First Se ;
: i ven Pages of the Boomy', Latin Awmers,
Review, 29 (1987), 33-56. e

22 Miguel Angel Asturias, EI Sefi ! i
-, , efior Presidente (Buenos Aires: Losada, 1948
23 The esperpento, referring to grotesque people or things, was a tes
:sed b}{ the Spaniard Ramén de! Valle Incian (1866—-1936) N
5 Ararnaftlc and narrative technique of systematic distortion
useful analysis of the novel is the e ;
ssay by Gerald Martin i
(1990), pp. 50-73. ' e
25 ;Hﬁs is Shaw's view. See, for example, Shaw (2002), pp. 125-¢ For:
uller analysis of the navel, see the essav b ards '
, Pet i y
1990, oot ¥ by Peter Beardsell in Swansg

26 Juan R fO 7 ( V:
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CHAPTER 4 THE BOOM

1 ar an XCCH acc ni i
Of t S al Sh i i e
6( e)l CCou 1¢ P AmBIlCan T Ovel 1n Spaln, see

2 Seen. I, chapter 3.

3 Decisions here about the inclusion of figures associated with the B :
are necessarily taken on a selective basis. Amongst other names ;?m
couldl be considered are: Jorge Amado (see chapter 3), Antdnio LCV‘;I Igh. :
(Brazil, 1917-97), Autran Dourado {Brazil, 1926}, Jorg’e Edwards (Z;‘l ¢
193 1-_), Salvador Garmendia (Venezuela, 1928-2001), Elena G : e":
(Mexico, _1920—98), Adriano Gonzdlez Ledn {Venezuela, 1931-) ?rr?
Lezama L}ma {Cuba, 1910-76) and David Vifias (Argentiila 1929; -
The /best Introduction to Cortdzar is Peter Standish, Unders’tandfn }J il
Cortdzar (Columbia, SC: University of South Carolina Press 20615 ?w :
a challenging reading of Cortazar from a more theoreticai] i ﬂ) ted
perspective, see Carlos J. Alonso (ed.}, Julic Cortdzar: Nezu }I; i;'md'
{Cambridge: Cambridge University Press, 1998). ' R
Jul?'o Cortdzar, Rayuela (Barcelona: Edhasa, 1979), p. 15

Julio Cortézar, Todos los fuegos el Juego (Barcelona: Edhasa. 1977) 101
An excellent book built around the tension betweén nati’oI; i ‘
and cosmopolitanism in relation to modernity in Fuentes is M rton
Val? Del.den, Carlos Fuentes, Mexico, and Modernity (Nashville: Vangarilfin
University Press, 1998). Alse recommended is Steven Boldy, I;“he Narf.crfﬁ]vet
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of Carles Fuentes: Family, Text, Nation (Durham: Udniversily of Durham,

2002).
see Carlos Fuentes, La wmmerte de Artemio Cruz {Mexico City: Fondo de
cultura econdmica, 1978), n. 129.
See, for example, n. 9, chapter 3.
An excellent account of the creative process in Vargas Liosa is Efrain
Kyistal, The Templation of the Word: The Novels of Mario Vargas Llosa
(Nashville: Vanderbilt University Press, 1998). One of the best introduc-
tions to Vargas Llosa is Sara Castro-Klarén, Understanding Mario Vargas
Liosa (Columbia, SC: Univeisity of South Carolina Press, 1920).
One of the criticisms made against Vargas Llosa is the apparent shiit
in his treatment of natives, the interior and the Civilization-versus- .
Barbarism conflict in his work from, roughly, the mid-1970s onwards,
though this change — whether one approves or not — scerms broadly in
line with his own political development.
Garcla Mérquez has written many other novels, but the canonical New
Novel of the 1960s, Cien afios de soledad, will be concentrated on here.Ina
way, his follow-up novel, Bl otofio del patriarca, is more typical of the New
Narrative in that it employs a complex stylistic and structural pattern which
the 1967 novel lacks. The critical literature on Garcla Marquez is vast.
Three recommendations are: Michael Bell, Gabriel Garcia Mérquez (London:
Macmillan, 1993); Robin Fiddian {ed.), Garcfa Mdrquez (Harlow: Longman,
1995); and Bernard McGuirk and Richard Cardwell (eds.), Gabriel Garcia
Mdrguez: New Readings (Cambridge: Cambridge University Press, 1987).
Gabriel Garcia Méarquez, Cien afios de soledad (Buenos Aires: Sudamericana,
1978), p. 21. '
Augusio Roa Bastos, Hijo de hombre {(Buenos Adres: Losada, 1976), p. 274.
A starting point on Roa Bastos is David william Foster, Augusto Rea Basios
(Boston: Twayne, 1978}.
Donoso (1983) is a valuable insider’s account of the history of the Latin
American Boom. On Donoso, see Philip Swanson, José Donose: The Boom
and Beyend (Liverpool: Francis Cairns, 1988), and Sharon Magnarelli,
Understanding José Donoso (Columbia, SC: University of South Carclina

Press, 1993).
José Donoso, El obsceno pdjare de la noche (Barcelona: Seix Barral, 1979),

p. 237.

CHAPTER 5 AFTER THE BOOM

Pamela Bacarisse, ‘Manuel Puig: Boguitas pintadas’, in Swanson {1990),
p. 207. A useful introduction by Bacarisse is The Necessary Dream: The
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Novels of Manuel Puig (Cardiff: University of Wales Press, 1988). The;
an excellent biography of Puig: Suzanne Jill Levine, Manue] Puig ang
Spider Woman (Madison, WI: University of Wisconsin Press, 200 1).
references to criticism on writers already established in the Boom, 5.
chapter 4. Useful books on the Fost-Boom, apart from the general W
on Latin American fiction mentioned in earlier chapters, are §
(1995), williams (1997) and, above all, Shaw {1968),
The emphasis here will be on fictien from Spanish America, Howevya
there are parallel developments in Brazil, in particular with regarq
a certain crisis of faith in modernism provoked by military dictatorsk
and the ensuing economic crisis in the 1980s. Brazilian fiction after 197
remains heterogeneous, but there can be identified trends such as tl
re-emergence of a realist aesthetic, the growth of a perceived postmoders
scepticism, and the rise of women writers. Two notable figures wh
couid be considered as related to the Post-Boom are Rubem Fonsec
{1925-), whose novels sometimes exploit the detective genre, and Silviap,
Santiago (1936-), best known for his boundary-breaking, gay-theme,
and New York-based novel Stella Manhatian (1985).
José Promis Ojeda, ‘La desintegracién del orden en la novela de J
Donoso’, in Antonio Cornejo Polar {ed.), José Donoso, La desiruccion de u
mundo (Buenos Aires: Fernando Garcia Cambeiro, 1975), p. 203,
Interview with Z. Nelly Martinez, Hispamérica, 21 (1978), p. 53.

Wansg

José Donoso, ‘Dos mundos amwericanos’, B! Mercurio (Artes y Letras) (14

November 1982}, p. 1,
José Donoso, Casa de campo (Barcelona: Seix Barral, 1980), p. 54.

See Shaw (1998} and Donald Shaw, Antonio Skirmeta and the Post Boom -

{Hanover: Ediciones del Norte, 1994).

See chapter 1 of Shaw (1998). Skdrmeta’s essays are referred to on p, 77

and provide a complementary perspective to the comments already dis-

cussed of a practitioner such as Donosa, who was formerly associated
with the Boom.

Ronald Schwartz, Nomads, Fxiles and Emigrés. The Rebirth of the Latin.

American Narrative, 1960-80 (Metuchen, NJ, and London: Scarecrow Press,
1980), p. 99.

Interview with Bmir Rodriguez Monegal, Mundo Nuevo, 2 (1966), -

p- 25.

See, for example, Severo Sarduy, ‘El barroco v el neobarrocco’, in César

Fernando Moreno (ed.), América lating en su literatura (Mexico City: Siglo

XXI, 1972), p. 182,

Severo Sarduy, Cobra (Buenos Aires: Sudamericana, 1972), p. 66; Roberto

Gonzélez Echevarria, ‘Plain Song: Sarduy's Cobra’, Contemporary Literature,
28, 4 (1987), 437-59.
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n excellent account of such a tension in Poniatov_’vska’s Hasta nolve.rte
FO;? mio {tr. ‘Until We Meet Again’, 1969), sec Lucille Kerr, R;ci;zm;zzg
j;i Author: Figures and Fictions from Spanish Americd (fu;ie;:;{mm;o nd

ndon: Duke University Press, 1992). Tvx{@ go_od works s are
1('}0 Gugelberger, The Real Thing: Testimonial Discourses and Latzg e
(burham, NC, and London: Duke Univer:?ity 'Press,‘l‘)%:t).,ma?New e
sklodowska, Testirmonic hispanoamericano; historia, teorid, poctt

er Lang, 1991} | .
Il)":stiimaniobwas effectively in existence during ihe Bolom 01; E;l:ulngz-(;:;f;n
key work being Miguel Barnet's (19140—) Clg‘;;zx; Biografi

Autobiography of a Runaway Slave’, . )
ggbe?ilienge, I,)La casa de los espiritus (Barcelo_na: Pi?zady. izn:;;aljji)';
p. 233. A useful critical guide is LloydO)Dawes, Allende:

iri ondon: Grant and Cutler, 2000). .
iil):rrtuos Iiiguet, ‘Magical Neoliberalism’, Foreign Policy (Jul}i;lzzg;ir ;E}E(:;)a
The phrase has its origins in Sebastidn Salazar Bond_y : e
la horrible, which presents Lima in ter.ms of a soclety
escaped the negative legacy of its colonial past. 997, p. 185.
Jaime Bavyly, La noche es virgen (Barcelona: An.agﬂrama, o e; P
Anna Solana and Mercedes Serna, “Jorge Volpi: “La nmI/’t e etant o
de explorar el mundo”’, Babab, 4 (Sepiember 2000). e,
stress, incidentally, that Volpi's novels are bY ne melanzso‘;z) 56 1o,
Jorge Volpi, En busca de Klingser (Barcelona: Sen.c Barra Od,a tea Wit,h o
Other selected novelists not mentioned here mch%de: a;; G
Post-Boom (though for differing reasons) — Argeptma sA elrj;;; o501

(1947-) and Sylvia Molloy {1938~-}; Cuba’s Remal'do r;:950_) R
Mexico's Carmen Boullosa (1954-), Laura Bsquivel {’ Aﬁre,do e
Mastretta (1949-) and Gustavo Sainz. {1940‘—); P;:;u saHCl o e
Echenique (1939-); Puerto Rico’s Rosario Ferré {19 _)k pas e
sanchez (1936-); associated with the McOndo an(;f ?ra; néago o -
Bolivia’s Edmundo Paz Solddn (196)7;); C(;‘lioirir}l:iosaciﬂ O“Zedge noon

5-}; Mexico’s Eloy Urroz {1967-). 1 wou :

‘f)lr?cfge I)Jniversity Press for allowing me to use here. a ler:i?; :f ;oi};fp:lr.
by me from The Cambridge Companion fo the Lalin Am \

Efrain Kristal.
CHAPTER 6 HISPANIC AMERICAN FICTION
OF THE UNITED STATES

is’ . 122
See William Luis in Swanscn (2003), p. 122, Luls’” essay there (pp

i i 1 and
53) is a useful introduction, as are the essays by him, Luis Lea
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Manuel M, Martin-Rodriguez in Gonzslez Echevarria and Pupo-wy
{1996), vol. 2, pp. 526-56 and 557-86. See also Luis {1997)
Zimmerman (1992). There are a number of usefui essays in Lavonne
Ward (1990). The survey in this chapter is selective rather than
prehensive, and aims ro introduce readers more familiar with specificy]
Latin American fiction to US Latino fiction. A good starting points
finding more Tatino writers is Lauro Flores (ed.), The Floating Borderzaﬁég
Twenty-five Years of US Hispanic Literature {Seattle and London: University,
Washington Press, 1998). :
Two useful surveys of Chicano literature are Tatum (1982) and Lagj
(1986). For a more sophisticated, theoretically inflected reading, see Saldgy
{1990).
The best book that deals with Puerto Rican literature in the USA jg proh
ably Flores {1991). Note, ‘Latina’ is the feminine form of ‘Lating’,

CHAPTER 7 CULTURE WARS: WAYS OF READING
LATIN AMERICAN FICTION

For a discussion of these twao works, see chapter 1 of Swanson {1995). Fo
a response by Martin, see his essay in Shaw (1995), pp. 117-31,

It is not the place of this book to explore issues in critical theory, A:
good early account is Catherine Belsey, Critical Practice (London: Methuen,
1980). For students new to theory, a helpful starting point is Peter Barry,
Beginning Theorv (Manchester and New York: Manchester University
Press, 1995).

See the comments on Magnarelli in Swanson {1990), pp. 191-3 and 204, -
n. 17,

A good survey of this and wider trends in criticism is the essay by Brian
Gollnick in Swanson (2003}, pp. 107-21. Useful surveys on criticism within
Spanish America and Brazil respectively are those by Anibai Gonzdlez and
K. David Jackson in Gonzilez Echevariia and Pupo-walker (1996}, vol. 2,
Pp. 425-57, and vol. 3, pp. 329-44. A good book on political ecultural
criticism in Latin America is Iy Allemand (2000},

More or less comparable figures from Brarzil are, tor instance, Harcldo de
LCarmpos, Roberio Schwarz and Silviano Santiago.

The discussion above is, of necessity, highly telescoped. The reader is
referred to Hart and Young (2003) for a very usefu! introduction to
cultural studies. A good sense of the tone of the debates referred to can be
gleaned from Beverley, Oviedo and Aronna (1995), An excellent study of
literature’s relationship to popalar culture in Latin America is Rowe and
Scheiling {1991). On postcolonial approaches, see Fiddian (2000). US Latino
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