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IK ransitioning Tl ﬁrougﬁ Desire: Ana Maria Moix’s Lesbian Textualities
| Elizabeth Gunn
Margan State ’University

“It may be that if a lesbian opposes heterosexuality absolutely, she may find herself more
in its power than a straight or bisexual woman who knows or lives its constituted
instability.”

- Judith Butler, Bodies That Matter

Ana Maria Moix is traditionally associated with the generation of writers
emerging in the 1970s around the time of Franco’s death. During this time, Spain was
wrestling between two pulls: heightened regime ideology in the form of “antiquated
university curriculum” on the one hand, and on the other official backing of increasing
“consumerist fun” (Labayni 298). The social and political incongruities at work during
this time produce a generation of authors who served as “cultural mediators...putting
Spain in touch with that part of the world culture, past and present, that had been declared
taboo or sanitized, whether by the regime or by an opposition ruled by duty rather than
pleasure” (298). José Maria Castellet published the well-known Nueve novisimos poetas
esparioles (Nine Novisimos Spanish Poets) in 1970, marking off a generation of poets
born during and after the Civil War. Though Moix was included for her poetry, she
became equally renowned for her narrative writing. As a part of this generation, Moix put
the taboo topic of lesbianism on the table in Julia, albeit enshrouded in what is routinely
interpreted as silence. In his anthology, Castellet describes this generation as writing
purposefully with disruptive and deliberate breaks from the previous literary tradition of
neo-realism and overt social critique (Jones 138). According to Jones, what distinguishes
Moix from the other members of the anthology and of her generation is that “her writing
captures an atmosphere of disillusionment and anxietPf, a fundamental lack of integration
with the world and with one’s own self image” (140).

Moix’s work is wrought with an awareness of a fundamental lack, a post-
“structuralist, postmodern critique of modernism’s faith in originality and wholeness. This
awareness and critique is central in Julia and ;Walter, por qué te fuiste? The texts
_consciously work in tandem to express themselves and to define lesbian desire: in both
novels, lesbian desire controls the narrative thread. Yet, in accordance with Moix’s
generation and coupled with a post-structuralist, postmodern critique of identity,
lesbianism is not found in any one place in either text. As the novels weave together, they
reveal a process of signification, the very process by which incomplete sexual
subjectivity reveals itself as such. Moix’s novels reflect the limits of non-normative
desire in the midst of the monolith that presents itself as normative through rigid moral
and gender standards. Lesbianism as expressed intertextually and metatextually in these
two works speaks to the shift between the Francoist modern subject and the postmodern
subject in 1960s and 1970s Spain.
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The action in these novels occurs in the years just before the Transition” in which
Francoism promotes contradictory ideologies and practices:

Francoist authoritarianism had imposed itself even on its opponents by
normalizing sexual puritanism: in early 1970s Spain, pop — and even
advertising — offered a vision of sexual gratification that could be read as a
sign both of late capitalist manipulation of consumer demand and of long
denied individual self-expression. This duality is expressed in the new
writing by the mixture of deconstructive ironic posturing and increasingly
open celebration of sexuality plurality...[including] Ana Maria Moix.
(Spanish 297-8)

Similarly, Julia’s protagonist, Julia, is a young woman who remembers her life in
one night as she recuperates in a hospital after a suicide attempt. Her remembering
uncovers what become important details in her effort to understand her self-alienation.
Several significant moments surface: her tenuous relationship with her mother; her
isolation at school; her confused summers at the beach with her family; her cousin raping
her at the age of six; and her close bonds with several people including her paternal
grandfather, a female schoolmate, and her female university professor.

¢ Walter, por qué te fuiste? continues where Julia leaves off. Walter is revealed as
one of Julia’s cousins. Also, many of the same family members and other characters
reappear in the latter novel. As Jones notes of ;Walter, por qué te fuiste? the novels share
many of the same themes as well: “the class system with its hypocritical, normative
values, the resultant alienation and maladjustment, a sense of disillusionment and loss,
and the emphasis on the past and on memory” (“Afterward” 141). The narrative structure
is experimental in that the protagonist, Ismael, Julia’s cousin, supposedly maintains the
authoritative voice in the plot; however, Julia’s, as well as several voices of other
cousins, continually interject. It is not always clear who is speaking, from whose point of
view the story is narrated, nor with what objective. The plot begins with Julia’s death at a
sanatorium, though this information is only revealed at the novel’s conclusion. Upon her
death, Julia has left a bundle of letters for Ismael to deliver to their older cousin Lea.
Ismael searches for Lea for seven years. This basic framework holds together the
intertwining voices of several cousins as they interrupt Ismael. They recall their youth,
the same youth Julia remembered throughout Julia, though from different perspectives.
Jones summarizes: “cinema and popular music obsess the children, who see them as
forms of rebellion and escape. Increasingly complex stylistic devices enrich the novel:
multiple narrative strands, intertexuality, metafiction, and some unusual surrealistic
touches (a character who is half woman and half horse) (“Afterward” 141).

The combination of Julia’s supposedly silenced lesbianism and Ismael’s laborious
effort to control Julia’s speaking root the relationship between these two novels which
work together intertextually in a self-conscious fashion with two crucial results. First,
within the text Ismael fails to control Julia, and by relation, her lesbianism and her desire.
Second, the texts work together to reflect the way that lesbian subjectivity understands
itself and its desire as processes of constant deferral. These processes, while they address
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a lack of complete sexual subjectivity, position themselves self-knowingly as such.
Moix’s novels work intertextually to show that language is a process of deferral, and
lesbian subjectivity is the site on which this process is played out.

In ;Walter, por qué te fuiste?, the thirty year old narrator, Ismael, undertakes his
search for Lea. This search is for Julia’s letters, and it serves as a parallel for both his and
Julia’s life long desire for Lea. The fluidity of the text’s voices evidences his inability to
separate his identity and desires from those of his other cousins, including that of his
youngest cousin, Julia. Again, in Julia, Julia recalls her asphyxiating childhood through
her younger self, Julita. Julita is overcome.by desire for her mother, her cousin, and
certain teachers as she endures a sexual assault by an older male cousin. Julia, the
university-age older self, struggles with Julita’s memories. While some of these
memories are fond ones of several years spent with her paternal grandfather, Julia
eventually attempts suicide at that novel’s conclusion. If silences, stops, and starts
characterize Julia’s experience in Julia, the latter novel is an effort to create a space for a
lesbian-identified voice.

Just as so many factors impede Julia’s communication in the earlier work, in
¢ Walter, por qué te fuiste?, Ismael seems to at first serve as yet another obstacle to Julia’s
posthumous attempt to assert herself. That is, Ismael initially seems to serve as a barrier
between Julia and Lea, and by parallel Julia’s desire for Lea. Ismael wanders for some
time without locating Lea, all the while seeming to control Julia’s voice and her desire for
Lea, and for her desire to speak. The novel will end on an anti-cathartic note as Ismael
has gained for himself some sort of voice while Julia’s seems to indefinitely linger at the
center of each work: though Ismael controls the letters thereby controlling Julia’s
language and desire, he does not have full possession because Julia’s voice comes
through in this latter novel time and time again. Additionally, it is Julia’s desire for him
to give the letters to Lea that actually propels the action.

Framing lesbian desire as that which best narrates an understanding of incomplete
sexual subjectivity may be restricting at times (Julia after all does commit suicide);
however, it is precisely because lesbian subjectivity knows about its polyvalent

functioning in a time of asphyxiating oppression that it proves subversive. Emile
" Bergmann and Paul Julian Smith, in their edited volume ;Entiendes? Queer Readings,
Hispanic Writings, write of the Ley de vagos [Law of Idlers] (1953) that it “rendered
known gay men and lesbian subjeets to ‘security measures’” (10). And in 1970, the Ley
de peligrosidad social [Law of Social Danger] “raised penalties to a maximum of three
years for a single offense” (10). That Julia is overwhelmed by silence and is characterized
by a lack of overt sexuality is not surprising.

Julia’s silence seems to be the novel’s driving theme. Indeed, her silence best
characterizes the incomplete sexual subjectivity of the final years of the Franco regime,
because in a way, she is overwhelmingly conscious of it. Furthermore, Moix frames the
text in such a way as to present sites of lesbian narratives as self-reflexive. If Julia never
literally speaks about her lesbianism or lesbian desire, the texts ensure that those things
are all that is spoken. Indeed, as Margaret E.W. Jones suggests in “Ana Maria Moix:
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Literary Structures and The Enigmatic Nature of Reality,” Julia is structured from a point
of retelling:

Setting the pattern for the later fiction, the entire book is a tortured
remembrance of the past: of her brothers Ernesto, a homosexual, and
Rafael, who dies as an adolescent; of her beloved, self-centered mother, of
her loathed grandmother, a hypocritical beatona. Julia’s deeply
impressionable nature never allows her to adjust to reality. Extremely
insecure, she turns to older women for comfort: first, her mother, then
Eva, her professor of literature at the University. She idolizes both and
both ultimately reject her. Even relationships with her peers end in
disaster: a schoolfriend (Lidia) attempts sexual advances to prove her
ascendancy over Julia. Her only true happy experience is an extended stay
with her anarchist grandfather, a stock character who teaches her the
meaning of liberty, but the respite is too soon over. (107)

Perhaps the text is a tortured memory, but it is precisely that, a memory. A removal from
that which “happened.” Understanding events through time, memories only make sense
after the fact. And after all, they are only memories. Considering the parallel between
memory construction and desire, both place value on that which never really was, or that
which only existed as something as an imagined thing. Even if the remembering is
“tortured,” it is a creative act: she finds a way to create a narrative for herself vis-a-vis
silence. The narrative is removed from what seems to be the superficial, daily happenings
of her family life. Her relationship to the world, and to others, is quite different from that
of her other cousins. Furthermore, Julia is not about successful relationships in a
conventional sense. No relationship in the novel is successful (her parents are constantly
separating; her aunt is involved with someone who seems to be unfaithful). Yet, they try
to maintain a semblance of “normality.” The habitually absent father still appears for
official family functions, for example.

Continuing with Jones’ reading, Julia’s only “happy” time, I would assert, is not
with her paternal grandfather with whom she spends several years after her younger
brother, Rafael, dies. While her grandfather, Julio, teaches her about “liberty” (his liberty
is anarchism, yet he is a landowner/business owner), he does not engage her in an
understanding of sexism. He thinks he can will her into dominating others. Julia’s
“happiest” period of life is most likely the time she spends assisting her professor, Eva,
with her work. Eva does not reject her as Jones proposes; rather, she simply has to get off
the phone when Julia calls. Julia’s mother has forbidden her from seeing Eva (Eva and
Julia’s father use to date), a ban that leads to Julia’s suicide attempt. Julia calls Eva
before taking sleeping pills, and she cannot communicate her needs very well, thus Eva
hangs up because she has company:® “Debia explicarle a Eva lo sucedido, pero Julia
escucho otra vez la voz fria, casi antipatica: Te he dicho que tengo trabajo, ;sucede algo
grave? No seas pesada. Te llamaré mafiana. Buenas noches.” (211).* Julia had already
called once and was unable to express herself well. In this phone call not only is she
unable to express her desire, but Eva rejects her. Thus Julia attempts suicide. This suicide
attempt is also a rhetorical, narrative device® which underscores the systematized
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silencing of women and lesbians. It seems to be the completion of self and the
annihilation of self. Julia’s desire for telling her story does not end with her death.
Rather, it really begins to make sense at that point. Similarly, the silence imposed on
Julia, on Moix, on a nation, is most obviously decried via Julia’s death. ; Walter, por qué
te fuiste? picks up where Julia has ended. As previously stated, ;Walter, por qué te
fuiste? is a consciously meta-fictional and intertexual work. Julia has committed suicide,
and the nurse at the sanitarium has given Ismael Julia’s letters. The novel is an
intermingling of various cousins’ voices as Ismael looks for Lea, all the while recalling
the summers all the cousins spent together in “T.”

Ismael seems to protagonize the second novel. He struggles to define himself
beyond the others, an impossible task echoed in the narrative structiure. Like Julia, he
constantly confronts his own self-censure, and he moves in and out of various self-
prescribed identities: the childish Ismael longing for Lea’s attention, the young adult
Ismael, and “The Great Yeibo” — the circus cowboy in love with Albina who is half-
woman, half-horse. While Ismael’s access to his own voice may be in question, this
allows him overt play with selfhood and subjectivity. This very play will become a site
for exile. Insofar as Walter will be a lie (Walter is a fictional character created by the
older cousin Lea to avert attention from her sexual relationship with another cousin,
Augusto), as Julia and Ismael discover this lie, they suffer a loss of innocence; however,
they were not totally innocent before realizing the “truth.” They also desired Lea.
Furthermore, that Walter is not a dashing stranger who comes to wed Lea but their older
cousin, reveals the idealized heterosexual love plot as false.

The cousins’ competing voices parallel their desires. They compete for Lea’s
attention, and in their sexual relationships with each other, often one body begins where
another ends. In her article “The Traffic In Women,” Rubin draws on Lévi-Strauss’
understanding of the ways in which societies base themselves on the exchange of women,
not because of some psycho-genetic incest taboo as suggested by Freud,® but rather due
to the want to exchange goods for reproduction, blood alliances, and community
building. As Rubin shows, society traffics in these identity markers, and they are always

~ fluid (159-63). Moreover, she argues that feminism must call for a new definition of
kinship, beyond that bound to the heterosexual contract. She calls for an
acknowledgement of an original suppressed bisexuality. While “origin” should always
fall under scrutiny, Rubin’s deconstruction of the incest taboo relates intimately with
Moix’s work in that the cousins not only confuse their voices, but their bodies too. Most
are sexually active with each other, often with disregard to gender. For example, Ismael
and Julia are infatuated with Lea. Lea is sexually involved with Augusto. Ernesto, Julia’s
older gay brother inaugurates several of the male cousins into sex via self and mutual
masturbation. When Ismael discovers that Walter is not the phantasmatic American
millionaire courting Lea, but rather Augusto, he is devastated with jealousy:

Ya resbalan lagrimas por tus mejillas, y la respiracién, que no deseabas
soltar para no hacer ruido, sale poco a poco, entrecortado, de la garganta y
si, pueden oir esos sollozos, por eso subes, corres, vuelves por la escalera
del desvan, alli no habréd nadie, piensas, y abres la puerta y la cierras a tu

10
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espalda, y te diriges hacia la turca sin patas y los ves, a Ernesto y a Luisin,
con los pantalones bajados, se ponen colorados. ...bueno, ya tienes més de
diez afios, casi once. Yo a esa edad ya me lo hacia, pero ese...vale, t,
sabes o no? Qué cofio, igual se lo van a ensefiar en el cole. Casi a oscuras
en el desvan, quiza no vean como te ruborizas cuando Emesto te baja el
pantaldn, te ensefia las fotos, los dibujos, te habla, te toca.... (169-70)

Among the male cousins at least, their bodies confuse in sexual play. None of them
overtly questions their behavior; rather among themselves it is a normalized part of their
togetherness. However, adults seem to loom, waging surveillance on the youth, some
aware of at least Emnesto’s homosexuality. Julia records her father’s treatment of
Ernesto: “Papd lo arrinconé contra la pared y empezd a darle bofetadas: Eres una
mujerzuela” (Julia 150).

The censors did not edit out this scene or the aforementioned one: perhaps
evidence of Moix’s subtlety; perhaps evidence of a somewhat normalized or at least
collectively, consciously maintained adolescent sexual indoctrination by older relatives or
peers (Ernesto does say to Ismael that at school they will teach him anyway). Regardless,
in ;Walter, por qué te fuiste? Julia’s attempt to speak out still lends structure to the work
(after all, Ismael is on a frenetic search to find Lea to give her Julia’s letters); yet,
Ismael’s rethinking and retelling of each cousin’s relationship to sexuality serves as a
structuring motif as well.. Ismael’s desire for Lea does not separate from Julia’s.
Moreover, it is impossible for him to compose his narrative in any chronological sense or
in first person because, just as any signifying system interrelates, childhood memories,
desires, and experiences intermingle with Julia’s, Lea’s, and the other cousins’.

Ismael is aware of his difficulty in producing a literary work: his constant
confrontation with language disallows any conventionally ordered piece. In his youth he
had written poetry which was received unfavorably by his family. Now, Ismael still
desires authorial success. In ;j Walfer, por qué te fuiste? he constantly refers to himself as
a child, as The Great Yeibo, and as narrator. The novel begins with a prophetic phrase:
“Anoche sofi¢ que habia regresado a T”” (9). From its start, his writing refers to a dream
state, and the intertwining voices and desires contribute to this dreamlike ambience.
Ismael attempts to control language, to write without his obsession for Lea consuming the
narrative; however his desire for her is inseparable from his desire to write:

Quiere obligarme a hablar, la realidad: esa extranjera beoda que nos
impresiona, misteriosa y subyugante, contando historias en las barras de
los bares, siempre con una conmovedora excusa en los labios para quedar
libre de culpas e instigarnos a comprenderla. Pero la sé falsa y engafiosa.

(10)

If Ismael has learned to feel shame for his incestuous desire for Lea, he marks it with the
language of dream, of impression, in order to avert attention from this desire.

Walter’s identity functions as a reflection of deflected desire in the text. As
mentioned, when Ismael discovers Walter’s true identity is Augusto, he further recedes

11
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into a “fictitious” world. As with all the cousins, Ismael and Julia had imagined Walter as
someone elusive and desirable: a spy, an actor, a smuggler. Ismael and Julia desire
Walter’s part in Lea’s life. When Julia discovers Walter’s identity, Julia reacts in
accordance with her behavior in Julia: she literally buries her desire as symbolized by her
digging holes in the dirt and placing boxes in them. She silences it. However, the image
of Julia putting one box inside another also recalls the structure of the novel. Each desire
overlaps, each interrelate, no single master narrative emerges. While her desire is
silenced again, the novels’ intertextuality allows a different reading.

There is no pre-discursive moment from which to conceive of sex, gender, and
sexuality. That is, no subject exists before language. And language is always an imprecise
endeavor. As subjects constituted by language, the process of becoming is imprecise. The
process of speaking, of being, of coming into subjectivity is continual. Each iteration, be
it as a word, gesture, look, silence, etc., is a working through in language. Each
reiteration is a slippage into a dissention from a model. The hetero-normative discourse
posits the male/female as pre-discursive and natural.

The model is already a reiteration of the heterosexual and heterosexist ideal in which
there is an end plot. The end plot is the present infused with futurity to ensure the
continuation of the heterosexual/heterosexist ideal. This maneuver uncovers the power
structures at work that set up and maintain such a matrix and its binaries (male/female,
man/woman, heterosexual/homosexual) from which it is constituted. Language may seem
- oppositional, thus subjectivities may seem naturally oppositional; however, as Moix’s
novels expose, language consistently turns against itself. Thus, supposedly “normal” and
“perfect” embodiment of language (males’ unfettered access to the Symbolic, women’s
naturalized distance from it), is shown to be incoherent. Julia’s distance from language
seems normal because she is a female, because her desire is “abnormal.”

Of course sex, gender, and sexuality do not manifest pre-discursively, as no such
originating moment exists. Butler’s Gender Trouble understands gender as performative,
as a constitution of acts associated with socially appropriate gendered behavior, either
confirming or dissenting. In the case of the latter, the subject would then become abject.
Further, sex is incomprehensible without gender and vice versa, thus the heterosexual
matrix: if one is male, he must be masculine, he must be heterosexual. Such a matrix is
just that, a matrix, one through which a subject is constituted before birth. It is impossible
to imagine a genderless, non-sexed, non-gendered, non-sexualized entity. Further, Butler
argues throughout Bodies That Matter that the subject does not perform a gender, sex,
sexuality; the subject constitutes their performance. As Lee Edelman’ and Butler® both
argue, the power does not necessarily reside in the play between terms (heterosexuality
does rely on homosexuality for its constitution); rather, the power lies in revealing how
such structures are set up and for whom they are beneficial. Butler accounts for gender in
that sexism is at the root of heterosexism (Bodies 116). And heterosexism is not the
original. Julia digs holes in the ground, symbolically searching for an original, but she
stops when she learns Walter’s/Augusto’s true identity. Again, this revelation evidences
the fall of the heterosexual love plot. It reveals it as already a fantasy, with a phantasm as
its ideal. Therefore, it was bound to fail.

=
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When Ismael replays his recording of the day he and Julia witnessed Lea and
Walter/Augusto having sex, Ismael describes of Julia:

Cava el 1ltimo hoyo, de la Gltima tarde, del ultimo verano. ;No entierra
nada en el interior? ;Por qué lo cubre de grava? Con el resto de las piedras
va formando letras hasta componer una palabra Gualter. No se escribe
con ge, le dices, sino con doble uve. Qué rabia te domina, sélo sirves para
llorar. ;Por qué lo entierra con los crometas y cajitas? Quieres
descomponer la inscripcién, de una patada, pero no puedes mover las
piernas, solo dices ;o0 lo piensas?, Walter soy, seré yo. (169)

Meanwhile, Julia does not bury anything in the most interior box because, as symbolic of
signifying system as it relates to sexuality, nothing exists in the center, at the core of
identity. When Walter’s identity is revealed, again, the heterosexual ideal is questioned.
Julia has no reason to keep searching for it as it has been revealed as unfounded.

Julia and Ismael understand this differently. When Ismael learned Walter’s
identity, he was in that moment also transitioning into explicit sexuality as previously
shown. Ismael associates the loss of the ideal in Walter with the sexual experience he had
with his cousins. Ismael continues to struggle for what was lost and confused in that
moment which is sustained convergence of subjectivity and desire over time in language;
Julia knows that there is no such thing. The boxes are symbolic evidence: lesbian
subjectivity knows that language is a process without end.

Ismael refuses to accept the absence of the desired object. In his fantasy, he
becomes Walter, and later he becomes the circus cowboy loved by the white horse
woman Albina. But Ismael still desires through fetishism, and his struggle with language
is about his attempt to be fully present. He does not resign himself to the knowledge that
language is a system of deferral.

Instead, he places his desire for Lea onto Albina, the fetish object. While Moby
Dick’s Ishmael is an observer to Captain Ahab’s obsessive pursuit, Moix’s Ismael
pursues Lea and is pursued by Albina. Ismael’s own desire for Lea and to distance
himself from her furthers the disassociative feel of the text. Similarly, the biblical Lea
obligates her uncle to force Jacob to wed her rather than her sister Rachel whom he loves.
Moix recovers this characteristic associated with Lea, a presence that Bush describes as
such: ‘

Lea does not speak to discover hidden passions for her own sake, but
rather to oblige her partners to recognize in themselves what they
condemn in others, whether the victim of her seduction be a young man
preparing to preach sermons or the child Ismael, jealous of Lea’s older
lovers. There is a second point to Lea’s sexual activity: it proves to those
who believe that possession is nine-tenths of the law that she is a law unto
herself and cannot be subjugated through sexual relations. (148)
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While it might be accurate that she cannot be subjugated through sexual relations, these
relations do define her. And while we hear Lea’s voice mediated by Ismael, it is a voice
that relies on sexuality for its own constitution. Though she shares an occasional playful
and sometimes compensatory kiss with Ismael, he disallows any potential same sex
desire to surface that Lea might have for Julia. Ismael is consumed by Julia’s desire for
Lea. It defines his journey, his writing, his experience, his subjectivity. It dares to
“extroject” through Ismael’s perhaps purposefully blurry account of their desires.
Edelman’s Homographesis understands the signifying system as a narrative focused on
controlling the eruptions into/from the symbolic that may be conceived of as a screen — at
times consistent and invisible and at other times showing tears — onto which signification
is extrojected. It is a seemingly flawless surface until such an event alluding to non-
normative desire reveals the surface as punctured. Homosexuality must be diverted,
covered up. Ismael does not seek to cover his heterosexual incestuous desire. It is Julia’s
desire, her desire for narrative that is so apparently, dangerously moving beneath the text.

The texts continually supplant lesbianism(s), and in another way, nothing but
lesbianism(s) coming through over time and differently across time. Here, lesbianisms is
used as plural because not only is Julia’s desire characterized as lesbian, but due to any
number of characters’ desire that Ismael might under represent or misrepresent.

Similar to the lesbian desire motivating and threatening the text, several models of
femininity circulate throughout the text. According to Julia Kristeva in Powers of Horror,
the miatriarchal figure, or in this case the most overtly dominant female character, Lea, is
related to love/death dyad. Kristeva describes the first: “Ideal, artistically inclined,
dedicated to beauty; she is, on the one hand, the focus of the artist’s gaze who admits he
has taken her as a model” (155). Lea is not the typical matriarchal figure (she is
somewhat anarchistic and seemingly rejects conventional social regulatory ideals), but
she is the dominant female and the dominant figure in some ways in the novel.
Dissimilarly, according to Kristeva, the abject woman “is tied to suffering, illness,
sacrifice, and a downfall” (158). This description relates to Albina, the woman-horse, the
most obviously abject figure in the work, together with Julia in certain ways. After
wandering each night for hours in search of Ismael, the woman-horse commits suicide:
“Se corto el yugular. Dejo una nota: ella quiere que la entierren al pie de esta montafia”
(256). The abject is relegated away to constitute normative discourse. Both Julia and
Albina are portrayed as abject, and according to Butler in Bodies That Matter, the loss of
perceived wholeness placed onto the abject body/subject is descriptive of a process of
impossible entry, already named and incarnated in language. Subjectivity is a trajectory
of iterations and reiterations that becomes discernable, legible at death. There will always
be something left out in the process of identification, and any prohibition (lesbian,
mystical animal love) points to a site of desire (Bodies 187-206).

Ismael’s relationship with Albina is at once a non-reproductive one, a fantastic
one as they both are circus acts, and a capitalist one as they submit to commercial exploit.
Moix does not offer this relationship, or any really, as an ideal representation of coupling
or sexuality; the Ismael-Albina relationship in part works against the heterosexual matrix.
As a figure of displaced desire and unrepresentable desire, Albina represents unruliness,
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not at all dissimilar to the system of signification. Ismael describes their difficulty having
sex: “lo mejor era tenderse, los dos. Asi hacian el amor, sdlo de vez en cuando, debido a
que ella terminaba llorando, sintiéndose desdichada y distinta al resto de las mujeres a
cause de las dificultades presentadas por su caballuno cuerpo el momento de la
realizacién del acto amoroso” (43-4). If Albina and Julia shadow each other, Albina’s
materiality addresses Julia’s difficulty in overtly representing her desire. Bush offers
another reading: “the invention of Albina allows, moreover, for an extraordinary
burlesque passage on the difficulties encountered in the act of love between man and
horse-woman, where the irony cuts more sharply against the social and sexual role of
woman in Albina than against the fantastic sin of bestiality” (152). Certainly this is not
speaking at lengths to the sin of bestiality; rather, it addresses the difficulty of
representing lesbianism at this historical moment. If it is an ironic take on the social and
sexual role of woman in Albina, it serves as foil for Lea’s sexuality as well as for a trace
of Julia’s desire. Julia’s lesbianism puts on display the seemingly unimaginable: sex with
a horse, sex between women.

In ;Walter, por qué te fuiste? sexual tension is always threatening and often does
break through the surface. The reader learns Ernesto’s fate: he has married a woman
though he maintains a gay relationship with the man across the street. Dominant
sexualities and power has regulated him into convention, yet he circumscribes it. Master
narratives are represented by those societal structures (marriage, church, school, family)
with which all the cousins struggle. Uncle Pedro and Grandmother Lucia embody these
structures. Specifically, Lucia embodies Franco’s Catholicism; Pedro embodies Franco as
the Law of the Father. The cousins are under surveillance, and the grandmother and the
Uncle Ernesto’s homosexuality with disgust and contempt from time to time. Pedro and
Lucia represent the ideal Santa Teresa/Franco dyad promulgated by the regime. Lucia:
“La falta de moral divide a los pueblos, conduce a la guerra, a la miseria” (113). The
incestuous “immoral” relations between cousins continue into adulthood. Ismael and Lea
have sex as adults, and Ricardo, another cousin, describes his desire for yet another
cousin, Maria Antonia.

Even after having sex with Lea, Ismael still struggles to identify what he wants. It
is certain that Ismael does not know to whom he is referring: to Lea or to Julia. He
considers how to make sense of what she or they want, saying that there will be no
history. Ismael continues to doubt his memory, to doubt his capacity to narrate. Though
he is in part conscious of his constant desire for Lea and for writing, and he is aware of
these things as motivators for the very text that is coming about, the order of the novel
has control over Ismael and not the other way around. It is Julia, or better Julia’s desire
that lends the overarching structure.

Julia, the main protagonist of this work whom Ismael attempts to diminish, has
tried to commit suicide in the final pages of Julia. She is successful in the final pages of
¢Walter, por qué te fuiste? Just as Ismael’s desires have motivated his action, Julia’s
desire motivates both her actions as well as those of Ismael. Julia’s atmosphere is
asphyxiating: although her grandfather, appropriately named Don Julio, teaches her
Latin, it is a dead language. Julia masters Latin, yet this mastery does not allow her a way
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beyond her silence. In Julia, she never names that which torments her: lesbian desire, and
moreover, she never overtly names her want to express that desire or to foster that desire
within herself. Yet, her lesbianism is almost all there is in both texts.

In Epistemology of the Closet, Sedgwick calls attention to the innumerable
expressions of sexuality and of the epistemology of the secret of the open closet.
According to Sedgwick, the closet is constituted by that which is already known but not
yet said. This is certainly the case with Ernesto, though several adult characters make
reference to his “woman-ish” qualities, and some of the cousins and their friends ask out
right if he is gay. The closet hosts what is thought to be invisible in some ways, visible in
others:

“Closetedness” itself is a performance initiated as such by the speech act
of a silence — not a particular silence, but a silence that accrues particularly
by fits and starts, in relation to the discourse that surrounds and
differentially constitutes it. The speech act of coming out, in turn, can
compromise are as strangely specific (3)

One is always too early to come out — someone might not know and therefore label it as
putting homosexuality too much on display; one is always too late — someone might
already know and have leverage over this constitutive speech act. Though Julia and
Emnesto remained closeted, several people in both novels hint at Ernesto’s non-
normativity, and a few refer to Julia’s. Carlos who has pursued Julia romantically and
unsuccessfully throughout both novels makes a passing suggestion that something is not
“normal” between Julia and the professor, Eva, with whom she is infatuated:

¢Coémo estd Julia? es rara tu prima, decia ruborizando, muy rara, nunca se
sabe si te toma en serio, si se te mea, si es una reaccionaria, una reprimida
de mierda o todo lo contrario, no sé, a veces me dar por pensar, llego a la
conclusion de que lleva una doble vida, si, no te rias, se habla mucho en la
facultad, si, de tu prima Julia y la Tal, la profe de lite.... (Walter 15)

There is talk of Julia’s non-normative sexuality. It is alluded to, but never named. Julia
is an unfinished act. It remains in part the open secret in and beyond the last years of
Francoism.

For Ismael, Julia’s, Lea’s and his own silence overwhelms. The silence arises
from his inability to narrate. It is the silence that is in the letters he does not read. Julia’s
so called silence, her desire to tell about her desire, is more pervasive than his own desire
for Lea or for narrating. The novels present Julia’s life as incomplete because her desire
is incomplete and only understood posthumously; Ismael holds onto the desire for full
and complete presence of sustainable attainable desire. He cannot find Lea to give her the
letters. And Julia’s desire to tell continues to direct and give structure to the novel.
Ismael has possession of Julia’s letters for seven years; for seven years he struggles to
liberate himself from that which controls him.
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He recalls of the visit to the sanatorium where Julia lived since her first suicide
attempt at the close of Julia: “Puso el paquete en mis manos. Me confié esto, dijo que si
algin dia volviera usted a visitarla y ya no lo encontraba...entrégueselo a mi primo
Walter, dijo” (245). Julia is the center of the action here. Bush speaks to the importance
of this scene:

This request, ghostly inasmuch as the dead here communicate with the
living, reveals at the close of the novel the key to the narrative action that
holds together the panoply of reminiscences and disjointed perspectives.
As children she and Ismael had been Lea’s couriers, bearing her
clandestine notes to her lovers. With her death she has at least desisted
from the role of messenger, and, breaking the silence of her self-directed
speech, she has addressed another person — Lea. (150)

This recalls the Barthesian notion of writerly reading in which the reader creates the text
through his reading. Here, Julia has not finally moved into the position of writing her
own story; rather, she shows via her letters and her request that she has always been the
one writing her story.

It is Ismael’s attempt to author the text which comes into question. Julia’s desire
is again at its center, but it does not overtly position itself as the authority; much to the
contrary, Julia and her desire are seemingly hidden (she is quiet, very few name her
desire, she buries almost everything literally and figuratively, including herself
eventually). Julia’s desire functions as that which keeps the more normative desires in
and around the text: everything is set against her, even as she slips out and back into the
text. There is no absence of her desire, and her desire to come into being, to tell her story
is reflective of the very structure at work ;Walter, por qué te fuiste? Her desire is the
force of the work without taking on an authorial voice.

One of Julia’s difficulties in overtly narrating her desire is that there is no typical
lesbian narrative. In the heterosexual encounter, one may anticipate the pleasure of the
act as it incorporates the heterosexual, heterosexist culture: the act reflects the
heterosexual matrix insofar as gender is on display in its most tactical sense. For the gay
or lesbian, the narrative is not thus predetermined, there is no one inevitability; rather, it
suggests a proliferation of acts, of narratives, of desires, and of texts. Homosexuality, and
more accurately lesbianism is about the lack of simultaneity, the lack of matching up in
and on time in the way that heterosexuality and heterosexist sex and culture works. The
heterosexual matrix is always working at a frenzied pace to assure that it will always
reflect itself back as normal, as complete. There are tokens as proof: rings, weddings,
photo albums, children, etc. The heterosexual narrative makes itself look logical and
timely. It does what it sets out to do, and heterosexuality follows a narrative that rewards
with such tokens and mirrored images of completion. Gay male and lesbian sexualities
have histories and accumulated markers, and gay males still have access to language in a
way that women do not. For example, Ernesto draws and paints, and his parents provide
him with his own studio, because as the grandmother repeatedly asserts, even though it is
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bad for both sexes, it (whatever ill) is less so for boys. When Ernesto starts out to do a
portrait of Walter, he ends up painting himself:

Ermesto dibuj6 la portada: el Gran Walter, alto, rubio, los ojos azules
(cosa que le incriminaron, pues, en lugar de dibujar como grises y pelo
castafio, tal como Lea lo describi6, Eresto se retrat6 a si mismo) trepaba
por las velas de un barco fenomenal que surcaba el océano azotado por el
viento huracanado y las olas encrespadas por la tormenta. Ernesto se
pasaba el dia dibujando a Walter, le ponia su propio rostro, pero el cuerpo
desnudo, més robusto que el suyo.... (130) '

Ernesto is able to identify with Lea’s desire for Walter as well as Walter as a desired
subject. His confrontation with the limits of subjectivity are seemingly much less
problematic, as he is entitled to a level of narcissism propped up by heterosexism.
Ismael’s confrontation with language is different because Ismael had always been
invested in the elusive object of desire (Walter), whereas Ernesto’s working through had
been more “tangible” as it seems. He has enjoyed a string of male lovers, and as
mentioned, lives across from his lover.

In the case of Moix’s works, Julia’s lesbianism confronts the limits of subjectivity
in a problematic manner. Moix’s portrayal of lesbianism as a self-conscious process of
deferral is reflective of the postmodern move toward de-centering the subject. While it is
important to recall that silence may indeed equal death, Moix is employing a rhetorical
device: the two novels disallow Julia’s silence. In fact, the two novels work together to
speak Julia’s desire for narration. In this way, as the two texts intermingle, as they fall in
and over one another as signifying systems do, Julia’s desire is both the motivation for
the retelling and the retelling itself.

The two novels center most obviously on a (non) confrontation with language. In
Julia, the protagonist is overwhelmed by her silence. She does not speak, literally. Also,
her environment is so asphyxiating that coming to terms with what she is not saying, that
is lesbianism, is actually the overwhelming trope. Her options are silence or suicide. In
the latter novel, this theme is dealt with more overtly as revealed by Moix’s style: the
cousins’ narratives spill-into and over each other mirroring their apparent lived
experiences as youths. The competing voices fight for authority. All the while, a
politically authoritative voice is at risk as well: the idealized notion of family
promulgated by the Franco regime is shown to be unstable in 1960’s Spain as the adult
members quarrel and have affairs. The cousins are left to explore their lives in relation to
politics contemporary to themselves: some will enter into religion, yet others become
anarchists, and others delve into the limits of desire and subjectivity. The two novels’
compositions and their relation to sexuality uncover lesbianism and lesbian desire.

In conclusion, as the novels topple over each other, they reveal a process of
signification, the very process by which incomplete sexual subjectivity reveals itself as
such. The problematic silence points to that which is not spoken: lesbianism. This silence
is not accidental, nor is the silence a place of absence. Julia reflects the limits of non-
normative desire in the midst of the monolith that presents itself as normative through

18



Volume 12.1 & 12.2 Spring & Fall 2012

rigid moral and gender standards. In turn, Moix’s works slip through the censors, slip
through the unity presented of the Franco regime as unfaltering. ;Walter, por qué te
fuiste? is her working through and learning that language is a process of deferral. As
subjectivities are formed via language, so is desire. In the absence of an original, these
novels tell the story of a desire for telling, not of a desire for an original. Specifically,
Moix’s lesbian characters and “lesbian” writing understand and engage with language as
a system of deferral. Julia’s lesbian subjectivity and desire control these works, yet there
is no obvious closure. The cousins’ stories are all different, with differing perspectives
and differing interpretations, with very little resolution. Moix places Julia’s desire as a
controlling device. Her desire becomes the white elephant in the room in the earlier
novel. In the later one, Julia’s desire frames the action. But her desire is a shifting
signifier, and the works self-consciously recount this. Walter could never go anywhere
because he was never there. The idealized incarnation of hetero-normative discourse was
never there. What are found in its place are contested narrations, incest, male
homosexuality, and lesbianism. Moving through the text, lesbian desire is always near the
surface, often all over it, always retelling a desire for what never was. Lesbianism as
expressed intertextually and metatextually in these two works already speaks to an
understanding in the shift between the Francoist modern subject and the postmodern
subject in 1960s and 1970s Spain.

1n the 1960’s and into the Transition, the novel becomes a site for privatization,
for more personal, daily worries, and for self-reflexivity. This, of course, is in keeping
with the change from modemism  to postmodernism. Works by Moix and her
contemporaries, Juan Goytisolo, Antonio Mufioz Molina, and Esther Tusquets, among
others, inaugurate a shift from a sort of neo-realism to self-referentiality. The novel no
longer has to represent Civil War struggles and the ensuing aftermath; rather, Franco’s
death and the lifting of censorship allowed for a change in perspective. Art no longer had
to original and forward looking. To the contrary, novels of the 1970s are full of literary
allusions, self-reflections, and meta-fictions. As postmodernism negates the privilege of
any one perspective, the authors of Transition and of Democracy reflect this in their work
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Notes

"In her “Aferword” to her translation of Dangerous Virtues, Jones quotes an important moment in an
interview with Moix: “We [my brother Terenci and Miguel and I] didn’t know anything about life; we had
learned everything from books, comics, movies, and songs. Miguel died without having had time to find
out if there was any difference, so I dedicate these poems to him; they prove that there isn’t any difference”
(140). Jones follows with this: “These words anticipate the constant interplay among language, text, and
life in Moix’s works and her growing preoccupation with the primacy of language. They also foreshadow
the vision of an increasingly impenetrable world that adds a note of postmodern to her work™ (140).
Lincoln: U of Nebraska P, 1997.

% The Transition in Spain is the era when the country transitioned from a d:ctatorshlp under Francisco
Franco to a liberal democratic state. The beginning of the Transition is usually dated with Franco’s death
on 20 November 1975, while its completion has been variously said to be marked by the Spanish
Constitution of 1978, the failure of an attempted coup on 23 February 1981, or the electoral victory of the
Spanish Socialist Workers' Party on 28 October 1982. The Transition marks a moment which can be
understood as an acute shift between modernity and its relative, modernism, to postmodernity and
postmodernism. Changes include the end of regime control and the end of censorship of all media; a new
socialist government; renewed civil rights including rights for women; the renewed celebration of regional
autonomy.

? Eva has taken an interest in Julia because she, Eva, was Don Julio’s apprentice. Further, Eva was involved
romantically with Julia’s father. As many feminist scholars have pointed out, female instructors have to be
competent and nurturing, a double bind indeed: “The qualities rated higher for female professors are often
those qualities generally considered to be common among them. And indeed, women as a group may
exhibit a larger number of these traits. However, women may need to score higher on the so-called ‘female’

traits in order to receive overall ratings comparable to those of men” (60). Taken from “Gender and the
Faculty Evaluation Process: Reward or Punishment?” The Chilly Classroom Climate: A Guide to Improve
the Education of Women. Ed. Janice R. Sandler, et. al. National Association for Women in Education,
1996.

4 My translation here and elsewhere.

5 Of course the myth or question exists around gay and lesbian youth that they have a much higher suicide
rate, or that a large number of youth suicide are committed because the youth is gay or lesbian.

b Sigmund Freud Totem And Taboo. New York: Norton & Co., 1950. Here, Freud traces the taboos
against incest among family lines (totem). He argues the incest taboo arises from the Oedipus Complex,
and this Complex is reflective of an ambivalence toward the totem, family line, or figure head. Fear and
desire are both present. Restrictions on incest among tribe members may have come about as a result of the
dominant male exercising power of the tribe to retain exclusive access to female members. This
explanation, while divergent from Freud’s, is certainly consistent with lus Oedipus theory in which the
father denies access to family members.

" Edelman’s project in Homographesis correlates with Butler’s in that he understands the signifying
system’s inherent instability and that repressed desire lies at the root of this instability. However, whereas
Butler seeks to uncover the power relations at work in creating this system, Edelman understands the
system as a narrative keenly focused on controlling the eruptions into/from the symbolic that may be
conceived of as a screen — at times consistent and invisible and at other times showing tears — in a Lacanian
notion onto which signification is extrojected. It is a seemingly flawless surface until such an event alluding
to non normative desire reveals the surface as punctured. Homosexuality must be diverted, covered up,
schlepped away. It is that which is always threatemng to come through.

¥ In Bodies That Matter Butler relates to Edelman in that they both analyze and confront that which is
systematically denied by the symbolic (For Edelman, though, it is homosexual desire). For both though,
desire is that thing that underlies and drives this system of representation, but each offers a different
evaluation of the ways in which language’s incongruencies reveal desire. Butler understands that there are
no clear epistemological breaks in history, nor in the chain of representation. The subject constantly comes
into being through iteration and reiteration. Therefore, no original event or selfhood exists; rather, one
performs selfhood, time and time again, differently. The lack of trauma in an event, for example, leads the
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subject to self constitute via replay. In Barthesian time, a trauma only comes into being with the
representation of that which did not occur. Language is a figure for agency and the relationship between
body and speech parallel the relationship between material and discourse. This distance, she holds, is
exactly what allows for discrepancy and for agency (a subject enters discourse already through the
heterosexual matrix, yet now has some choice). Rather, she proposes, this precise agency allows for
democratic contestation. Agency allows for that which cannot be forcasted, the very insubordination that
may reveal the symbolic discontinuous. In this way, agency threatens sovereignty.
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“Don’t ya know that T'm loco?” dijo con su pistola en [a mano: Chicano
Rap or the Renewal of the Corrido Tradition
Andrea Perales Ferndndez de Gamboa
Universidad del Pais Vasco

The importance of oral tradition within the Mexican population living in the
United States remains a consequence of the subaltern condition of the community. Their
history is an account of an often harassed and discriminated society, whose folklore has
been subjugated to a secondary status within the mainstream Anglo culture. The
Mexican-Americans, nonetheless, have not been displaced in isolation; the African-
Americans or the Asian Americans, among others, have also accompanied the Mexican-
Americans in their social struggles. In the specific case of the Chicano community, from
the Mexican-American war of 1846 and its subsequent Treaty of Guadalupe Hidalgo in
1848, where the Mexican northern territories were annexed to the United States, to the
farm workers’ struggle led by César Chavez, the Mexicans’ diaspora in the United
States has been loaded with discriminatory experiences.

An excellent example of this racial segregation were the migratory movements
that took place in numerous U.S. cities in the 1950s, where the great majority of white-
middle class families abandoned their houses in the inner-city areas for suburban
neighborhoods. The post-industrial abandonment derived in the creation of ghettoized
areas in the core-city, where poverty, joblessness and criminalization defined the living
conditions of the remaining populace, among whom the majority were ethnic minorities
and low-income Anglos. The relegation of these minorities to an unofficial second-class
citizenship did not hit the heart of their community; rather it actually served to reinforce
the interethnic bonds that both the Mexican-American and the African-Americans had
already established in the sixteenth century, when the Spanish conquest and the slave
trade assembled. Furthermore, and as Pancho McFarland suggests:

Under Spanish colonial rule Africans and Indigenous Americans
remade cultures in diaspora and through mestizaje or mulataje
(cultural or biological mixing involving Africans in the Americas).
In the postindustrial, neocolonial new world order, Chicanos/as and
African Americans borrow and transform aspects of their culture to
create hip hop on the West coast. (“Chicano Rap Roots: Black-
Brown Cultural Exchange and the Making of a Genre 939)

Thus, the contemporary process of inter-ethnic affiliation from which a sub-
culture would emerge, helped prepare the vehicle of opposition against Anglo
hegemony. Within these discriminated communities, where young people dominate,
hip-hop culture and, specifically rap music, become the agent for this “oppositional
culture”, since

The strong presence of samples and interpolations of African
Diasporic music in Chicano rap suggests the strong influence that
black cultures have had on Chicano/a youth. Moreover, the
music's’ heavy bass, polyrhythms, and ‘noise’ are necessary
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elements to tell the stories of postindustrial urban America.
(“Chicano Rap Roots: Black-Brown Cultural Exchange and the
Making of a Genre” 944)

In the specific case of the Mexican-American experience, oral folklore performs
its function as the vehicle for the transmission of traditions and values. The absence of
a proper education, due to the impoverished socioeconomic conditions of the group,
makes the verbal tool a necessity. According to James C. Scott, “Oral culture is an
important part of folk culture and resistance because there is more control over the
interaction between the communicators and the audience, place and circumstances than
over written communication.” (qtd. in Chew Sénchez 9). Orality becomes the key tool
to ensure the survival of the community. The isolation and marginalization of the
community as well as the increased ghettoisation of the people has allowed them to
maintain their heritage free of mainstream influences, as

with nowhere to go, the barrios turns inward. The neighborhood
becomes the world, and families carry the weight of that world.
The Mexican culture’s reliance on intimacy in the private realm
appears to help set the stage for both heroic and tragic events in the
barrio. (Martinez 17)

The recognition of the existence of a Mexican-American literary and cultural
tradition was not made until the Chicano Movement emerged in the sixties. This social
and civil rights movement advocated the acknowledgment of the history and customs of
the Mexican community inhabiting the United States, as well as their demands for better
living conditions. Despite the fact that the renaissance of the Mexican-American body
of literature coincided in time with the rising of the Movimiento Chicano, the cultural
richness of the Mexican-American folklore has been preserved for more than two
centuries, being the corrido (Mexican folk-song), or on a more recent context, Chicano
rap, an excellent example of this survival. For this reason, the aim of this paper is to
demonstrate how both the corrido and rap are particular instruments of resistance
utilized by the Mexican-American community against the Anglo hegemony, and
furthermore, how Chicano rap performs the original functions of the Mexican-American
ballad. To compel the aforementioned thesis, a selection of corridos and West coast
Chicano rap songs have been selected.

According to the Mexican-American scholar Américo Paredes’ doctoral
dissertation With His Pistol in His Hand: A Border Ballad and Its Hero, the origins of
the Mexican-American ballad can be traced as far back as the nineteenth century.
Paredes defined the corrido as what “the Mexicans call their narrative folk songs,
especially those of epic themes, which means ‘to run’ or ‘to flow’, for the corrido tells a
story simply and swiftly, without embellishments” (3). These ballads were celebrated as
a form of protest by an exploited population, and therefore this vehicle of “popular
culture served to express seething collective discontent” (Tatum 11). However, and
even if there has been a biased tendency where the term popular culture is connected to
“cheap populism”, Mexican-American corridos prove their literary foundation, their
poetically sound structure as well as their content and social implications (Eguiarte
Bendimez 86).
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The Mexican-American folklore emerged as a means of resistance towards the
supremacy of the dominating Anglo society. The protagonist of the corrido, advocate of
the Mexican-American community, “is almost always a solitary, frequently ‘ordinary’
man, whose fate and deeds transform him into a hero who acquires traditionally-
described-as-‘masculine’ attributes and characteristics such as bravery, honor,
patriotism, etc. and consequently becomes a symbol of masculinity” (Ibarraran 38-39).
On this basis, the heroic corrido of the nineteenth century glorified the outlaws who
would combat the injustices suffered by their communities. As an example, “El corrido
de Gregorio Cortez” gives account of the Texan hero who, according to the legend,
beat the Texas Rangers who were chasing him for shooting the sheriff who had
wounded his brother:

“Decia Gregorio Cortez,

Con su pistola en la mano;

No siento haberlo matado,

Al que siento es a mi hermano.”
(Paredes 158)

In his masterpiece entitled With His Pistol in His Hand: A Border Ballad and Its
Hero, Américo Paredes depicted chronologitally the birth and decay of the corrido of
the Lower Rio Grande Valley: 1835 for the former, and 1930 for the latter. The end of
the Mexican Revolution and the consequent absence of heroic outlaws, in addition to
the urbanization of border towns were decisive for the downfall of the corrido tradition.
Additionally, American popular music grew in popularity among the Mexican-
American youth, confining these ballads to a rural setting. The socially active 1960s,
with the struggle of the Farm Workers Movement and the Movimiento Chicano,
especially with the importance of its community leaders, signified a turning point in the
Mexican-American heroic imagery. These social leaders were the protagonists of
modem corridos, men or women who demonstrated their strength and validity through
political and social actions, and whose power relied on their speech, and not on violent
actions. As José Manuel Valenzuela asserts:

La fuerza de la tradicion popular se expresa en nuevos contextos
y situaciones, como los ya sefialados en las acciones colectivas
y las luchas sociales, su apropiacién por algunos de los llamados
nuevos movimientos sociales que recuperan esta tradicion como
recurso de resistencia y disputa politica. (92)

(The strength of the popular culture is expressed in new contexts
and situations, as the ones already mentioned in collective
actions and social struggles, or its appropriation by the new
social movements that retrieve this tradition as an instrument of
resistance and political dispute. [Translation mine].)

These folk-songs, at that particular time, voiced the demands and concerns of
both the Farm Workers and the Chicano Movement struggle, with the leaders as the
main protagonists. In this manner, César Chavez, one of the forerunners of the Farm
Workers’ Movement, became the prevalent protagonist of the corridos, which would
usually glorify his persona and his actions for the Mexican-American peasants. The
pacifist behavior was key to their belief of winning their struggle appropriately, since
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“if respect for life and truth has been lost, then something essential is missing” (Day
112). The values of this Union were built upon the Catholic cult and, consequently,
Chévez, as the modern protagonist of these corridos, deserved the most significant
symbol of the Mexican and Chicano experiences as an award: the Virgin of Guadalupe.

“Oiga Sefior César Chavez,

Su nombre que se pronuncia,

En su pecho usted merece,

La virgen de Guadalupe.”

(El Teatro Campesino- “El corrido de César Chavez”)

Besides, the glorification of these individuals as modern day heroes brought
unity to the Mexican community living in the United States and temporarily evolved in
the concurrent barrio life. The emergence of the barrio culture, as well as bringing
together the diverse ethnic minorities, permitted the creation and evolution of a specific
Chicano hip-hop culture. A history of common marginalization, denigration and
voicelessness helped to establish a relationship between these communities. According
to Murray Forman, “hip-hop’s cultural practices involve four primary elements: B-
Boying (or breakdancing), graffiti, MCing (or rapping), and DJing” (102), but as many
rappers claim, it can also comprise all facets of daily experience. This multidisciplinary
folklore needs to be acknowledged for its condition of a “multiracial, multiethnic
phenomenon”, and hence, both the rap and the hip-hop culture, become interethnic
contact zones, where “young people of various ethnicities come together and exchange
ideas, experiences [and] understandings™ (“Chicano Hip-Hop as an Interethnic Contact
Zone” 173).

As mentioned above, barrio life in the inner city areas came about when white
middle-class families moved from the centre to the residential suburban areas in the
fifties, an action which had negative repercussions on the living conditions of the
remaining communities. The isolation and ensuing marginalization of these ethnic
groups was also strengthened by the authorities, who ignored the basic educational and
economic needs of those barrios. The poor housing, as well as the increasing illiteracy
and unemployment among the Mexican-American youth, impulsed the proliferation of
the Chicano gangs or “street syndicates” (Kelly 65), whose primary goal was “survival
through self-reliance” (Sanchez Jankowski 25). Thus, the hostile environment where the
community is set has always been in need of a solution. Consequently, and as Américo -
Paredes suggested in reference to the corrido tradition, this particular element of -
popular culture needs to be employed as an instrument of cultural resistance to express
collective values, resistance and social protest (Tatum 12). Similarly, rap music is

an explicit discourse centering the conditions of the inner-city,
exploring conditions of racism, and challenging power relation in
American society. Emerging in a post-industrial America, (...) hip
hop music underscores the isolation and disinvestment that urban
spaces experienced in a post-industrial America and the effects of
these processes on those who live in these spaces (Pulido 68).

The impact of the Chicano rap form on the Mexican-American community
correlates with the success of the Mexican folk-songs in the twentieth century since
both musical forms unite an important sector of the neighborhood. Mostly all of the
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young people who participate in the hip-hop culture find rap as “uplifting and
empowering” as it “provides an expressive outlet for kids and young adults who
otherwise do not have many such outlets [and] (...) use their affiliation to form
identities and community bonds” (Chicano Rap 26). In what McFarland identifies as
“hip-hop nation” there are basically young working-class Chicanos/as from inner cities,
who have grown up in hostile environments and besides are living under “ a war on
gangs and drugs that has caused Latinos to become the fastest-growing ethnic group in
prison” (26). Hence, it is evident that, in many cases, these lyrics will picture the
bellicose barrio-life and its negative consequences for the social image of the Mexican-
American community. These music groups will always try to represent their lives as an
alternative and actual portrait to what the media offers, proclaiming the truth but also
expressing criticism upon it.

To begin with, violence, in a general context, and specifically among the gang
members of the Mexican-American community and against the police is a constant in
the lyrics of many of these songs. Hostility is ever-present, not only in the streets, but
also in the media, numbing the audience to fights or even killings. Rap music is no
exception to this, and its lyrics portray violence, but similarly, “the socioeconomic
conditions in Chicano barrios and a history of celebrating violent heroes in Mexican
patriarchal culture also confribute to the unique understanding of and response to
violence that we hear from Chicano rappers” (Chicano Rap 111). A chronological
overview of the history of Chicano music provides an understanding upon the
importance of violence among this folklore; as the gang specialist Gabe Morales
contemplates, “the influence of gangs upon music (...) goes back to the Bandito days of
the 1800s. Corrido songs were written about the exploits of Mexican rebel leaders and
what many sympathizers felt was ‘gringo oppression’ during the Mexican-American
war (...) and became even more popular during the Mexican Revolution” (1). Many
folk ballads give an account of the violent uprisings during the Revolutionary years
(1910-1920). “La Toma de Cuautla por Zapata”, by an anonymous author, provides a
great example of the aforementioned idea, portraying the fierceness as well as the
interpersonal violence within the Mexican society of that time:

“El 13 de Mayo qué gusto tenian
algunos ricos del Pueblo,

porque los rebeldes tal vez entrarian
como un rebaifio al degiiello;

que el triunfo era de Madero

y que sus palacios pronto quedarian
consumidos por el fuego”.

Gang violence is regarded in a similar manner to those combats between the
revolutionaries and the loyalists to the government, and many rap lyrics relate those
“battles” between rival gangs. The lack of any social of political power forces, in a
certain manner, these men to succumb to violence since “working class men can
demonstrate their manliness through interpersonal violence. Interpersonal violence
allows working class men who may have little control or power in their lives to, at
minimum, control and have dominion over their bodies” (Baker-Kimmons, McFarland
338). This narration, however, is not necessarily the celebration of gang violence; in
many cases, the rappers set a critique upon the confrontations between members of the
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same community. The Northern Californian group Fumky Aztecs in “Slippin’ into
Darkness”, mentions and condemns this reality:

“We got black against blacks,

Browns against browns,

Whites against whites,

From government to undergrounds (...)
(...) With a tear in my eye ‘cause

It’s my Raza that I’'m killing (...)".

_ Violence as a means of survival is a motif often used in Chicano rap. The harsh
living conditions, where poverty, along with an unstructured family with an often-
absent father figure, makes the youngster decide in many cases to join a gang, where he
or she will usually find protection and respect. According to Ruben Martinez, “gangs
proliferate in the barrio and in the ‘hood as a response to public and private failure. The
gang is the ‘family’ or last resort: a family for kids when the parents are absent or
abusive or just worn down by the pressure of barrio life, a school when public education
disintegrates, a culture into itself when neither side of the U.S.-Mexican border seems to
provide any sense of rootedness™ (18). Following a similar linearity, the Los Angeles
based rapper Lil’ Rob, in his song “Something 2 Relate”, draws attention to the
difficulty of abandoning the gangs, since betrayal would undoubtedly signify death.
Additionally, the last verse explicitly remarks the necessity of survival in such an
aggressive environment which in the majority of the cases implies being part of a gang:

“(...) I see some vatos that I hate In the crazy life man their ain’t no rules
But I won’t hit them up because I'm And you gotta understand

trying to get my life straight I'm doing the same damn thing as any
But they decide to hit me up instead other man

I’'m on their /eva, they’re the ones who You can call it gang violence or call in
want me dead what you will

So um, what am I supposed to do? But even the most innocent man will
It’s time to show these fools kill (...)".

On the other hand, narrations of police abuse are very common motives
construed to denounce the injustices suffered by this impoverished community, so that
“Chicano rappers attempt to specify elements contributing to their oppression, albeit
through a simplistic rhetoric” (Delgado 105). According to McFarland, “repressive
legislation and police policies have been used to deal with the rebellious Chicano youth.
(...)Moreover, since economic restructuring and job losses have increased in working-
class inner-city communities, so too has the police presence” (Chicano Rap 122). Both
rap groups grown in Los Angeles Cypress Hill and The Psycho Realm become agent
representatives through their lyrics:

“This pig harassed the whole “The enemy dividing those fighting
neighborhood, Against it weaking our infantry
Well this pig worked at the station. We caught on to your big plan

This pig killed my Homeboy, Separate us into street gangs

So the fuckin’ pig went on vacation”. Infiltrate the set put some battles in
(Cypress Hill-“Pigs™) effect

To distract from your dirty outfit, yeah”.
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(The Psycho Realm — “Enemy of the
State)

The song “Order Through Chaos”, written by The Psycho Realm, serves as a historic
document for the narration of the events that led to the Los Angeles riots of 1991. The police
beating of the African-American Rodney King led to a ferocious uprising of the ethnic
minorities in the city. The group denounces in this song not only this particular rebellion, but
also the everyday violence occurring in the barrios, which, according to McFarland is “the
state strategies of containment of people of color” (Chicano Rap 120). Furthermore, the
rappers, by declaring “They keep order by making street corners gang borders” or “We kill
our own and bring sirens”, clearly declare and declaim how the law authorities in many cases -
exacerbate the violent issues in the barrios (Chicano Rap 120). Additionally, The Psycho
Realm also exposes the news media manipulation which in many cases provides an
adulterated vision of the community: “Through TV set nonsense/ we sit and fit as the face of
violence”.

Many corridos of the Mexican-American War and posterior years give a similar
account of the abuse suffered by the Mexican-American community in the Texan-Mexican
border. The aforementioned “El corrido de Gregorio Cortez”, among many others, are
representatives of the harassment suffered by those communities, who, after the American
victory over the Mexicans, were displaced from their former nationality and became United
States citizens. A poor understanding of English, as well as the proliferation of pioneers
coming from the East coast in search of new lands to inhabit, led this ethnic minority to a
status of second class citizenship which lasted until recently. Subsequently, many ballads
demanded social justice, glorified the heroes who fought against the oppressive Anglo system
and also ridiculed the Anglos, such as the well-known “Corrido de Joaquin Murieta”:

“Por cantinas me meti,
castigando americanos.
"T serds el capitan

que mataste a mi hermano.
Lo agarraste indefenso,
orgulloso Americano.”

Despite the fact that both violence and police abuse are very common themes in
Chicano rap, it is still the racial pride and the demands for the recognition of their own
cultural values through the ‘decolonization of their systems which stand out as the major
issues of concern in their lyrics. The necessity to exhibit their mestizaje is present in their
culture, “in order to situate themselves within a broad and often global history of struggle
related to racial discrimination and a demand for civil rights” (“Popular Music and
Postmodern Mestizaje” 88). Chicano music, thus, emerges as the perfect vehicle to reflect
their identity, since as Rafael Pérez-Torres asserts, “the hybridity of music becomes not just a
means of blending various cultural influences and styles, but rather a way to highlight the
relation quality of Chicano/a identity” (“Popular Music and Postmodern Mestizaje” 89).

Chicano nationalism is present through different formulae chosen by the rapper
himself. To begin with, cald and the street slang are the usual languages found in these songs.
The first Chicano rapper in scene, Kid Frost, released in 1990 a song entitled “La Raza”,
where he specifically addressed the language he used (“the form that I’'m speaking is known
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as cald”), so he could “mark linguistically his Chicano identity” (“Popular Music and
Postmodern Mestizaje” 90). On the same basis, and according to Fernando Pedro Delgado,
“Kid’s Frost use of linguistic resources constructs borders around Mexican-American
experiences and Chicano identity. He is delimiting and affirming a particular audience, a
strategy with certain artistic and ideology (...) value” (104). Nationalism is very present in
the song as well, which he marks specifically by claiming himself to be an “Aztec warrior”, a
“Chicano, and I’m brown and proud.” Furthermore, by sampling an old Mexican-American
song he “thematizes collective memory in it s lyrics and melody (...) to construct what on the
surface appears to be a Chicano protonationalism” (Saldivar 128).

Many of the songs advocate a. Chicano social consciousness, defending their rights
and denouncing the confrontations with the authorities. On the same basis, many of these
rappers give accounts of their lives in order to demonstrate, proudly, that, regardless of their
living conditions or environment, they have overcome a system which neglects them. For that
reason, the rapper from Whittier, Krazy Race, in his song “Do You” overtly comments this:
“I don’t want to be a product of my environment/ I want my environment to be a product of
me”. He subsequently does not want to be affected by what it seems to be a hostile
environment, but on the contrary, he aims at to be the one taken as an example by the
youngsters living in the barrios. The interethnic East Los Angeles band Delinquent Habits,
on the other hand, proudly remarks how Los Angeles would not be the same without the
people of Mexican descent: “It wouldn’t be L.A. without Mexicans”, and furthermore, they
explicitly tell the audience, how their community will last forever in California: “My DNA is
everlasting” (“This is L.A.”). A nationalistic sentiment of the barrio and of the Raza is
accounted as well as in the Pico Union District’s (California) rap group Sick Symphoniez’s
“In This Lifetime”: “There ain’t no city like my city in this whole world/ (...) I grew up in
the ghetto but I love my hood”.

Similarly, the rap-fusion groups formed in Los Angeles Aztldn Underground and
Rage Against the Machine become much more political in their speeches. Both Aztldn
Underground with “Decolonize” and Rage Against The Machine with “People of the Sun”,
describe the processes of colonization of the American continent and their subsequent
massacres. For that reason, both groups incite the audience to take political action against a
corrupt system which devaluates, and at a certain point, neglects their cultural ancestry.
Furthermore, to rise against the system, as is the case of Rage Against the Machine, whose
Zack de la Rocha “asserted his Chicano identity and identified with third world struggles”
(“Chicano Hip-Hop and Postmodern Mestizgje” 329) by means of political lyrics: “That
vulture came to try and steal ya nam/ But now you got a gun, yeah this is for the people of the
sun” (“People of the Sun”). The Californian band, symbolically utilizes the vulture as a figure
for the corrupted American system, and by means of the employment of a gun, they incite the
audience for revolution. In addition, they pay tribute to those Amerindians annihilated in the
Spanish conquest of the Americas. Similarly, Aztldn Underground, goes further beyond
claiming “We didn’t cross the border/ the border crossed us”, and profusely criticizes the
processes of assimilation in Anglo culture appropriated by a certain part of the Mexican-
American community:

“You try to be white and its very respectable

But be Xicano and its highly unacceptable

Then we’re termed Hispanic as if we were from Spain
Trying to insert us in the American game

And we’re called wetbacks like we’ve never been here
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When our existence on this continent is thousands of years
This is our state of the indigena today”.

Besides, the group reclaims their indigenous heritage, not only by affirming their
long-term inhabitance, but also by rejecting the controversy of the word “Hispanic”. Their
political consciousness is present from the name of the group itself, and therefore consider
the Southwestern territories of the United States as the mythical Az#/an (original homeland of
the Aztecs), and they echo it so in the song by saying “We have returned to Aztlan!”.
Similarly, Rage Against the Machine also gives references of Mexican history by mentioning
Cuahtémoc' or some of the old tribes of the Mexican territories (Maya and Mexica). They
recall their indigenous inheritance so they can “show something of their richness of cultural
critique in and around (trans)national identity and demonstrate also the dimensions of an
emergent Chicano/a oppositional practice” (Saldivar 128) and, thus, add further to the
mestizaje/ mulataje of the Chicano rap (“Chicano Rap Roots: Black-Brown Cultural
Exchange and the Making of a Genre” 944).

To sum up, it is essential to understand in the first place that “Hip-hop [and
consequently rap as well] is an interethnic contact zone that allows for the creation of new
expressive cultures and new identities for young people” (“Chicano Hip-Hop as an
Interethnic Contact Zone” 181), and therefore, serves as a vehicle of expression of the
demands and concerns of this new generation of Mexican-Americans. Music serves as the
place where communities can interconnect, and consequently, “the music affirms that the
passage between cultures, between nations, between communities is at once difficult,
necessary and inevitable” (“Chicano Hip-Hop and Postmodern Mestizaje” 334).

Secondly, the richness and diversity of the Chicano folklore serves to the creation and
constant renewal of the traditional Mexican-American music, as it is the case of the corrido,
ancestor in essence of Chicano rap. Both forms of oral poetry are instruments of dissent and
resistance against the hegemony of the white American society, as well as vehicles of
information and tradition, considering that they maintain in time the historical events of the
community. -

On the same basis, Mestizaje is central to the development of the Chicano identity,
since it is necessary to understand the constant navigation of the community between a
double-shaped lore and tradition. In this context, hybridity will embody any cultural form of
the community, seeing that “it helps articulate a cultural strategy for agency and change while
at the same time evoking a sense of historical place and connection by naming a racialized
subjectivity” (“Chicano Hip-Hop and Postmodern Mestizaje”325). . Chicano Rap celebrates
the mestizaje of the community, and what is more, and as Brwn Bflo” claims in “Never Been
Gone” their barrio pride as “we gonna represent the underground where we gonna stay
forever/ that’s how it’s always gotta be my friend”. Thus, Chicano music in general, and the
corridos and rap in particular serve not only as instruments of resistance against an
domineering Anglo hegemony, but also as a “liberating process inscribed by tremendous
political, social and cultural conflict” (“Chicano Hip-Hop and Postmodern Mestizaje” 333).

Notes
' The Aztec ruler when the Spanish Empire conquered Mexico.

% This rapper named himself Brown Buffalo in order to honor the famous Chicano lawyer Oscar ‘Zeta’ Acosta,
famous for his political and social activism during the Chicano Movement.
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Caddveres en Vida: Memorias, Espacios, y Literature en Qpemcién ‘Masacre
TIrina ‘anescu
fBerk'eEey University

En su obra, “The Storyteller,” Walter Benjamin nos dice que el problema con la
comunicacion post-guerra es que la experiencia se ha transformado en un sistema de
informacién. Nuestra habilidad oral de intercambiar experiencias y comunicar a través de esta
reciprocidad ha desvanecido. “La nueva manera de comunicar”, segiin Benjamin, “es la
informacién.” La oralidad, tan fundamental para el proceso de comunicacién, ha dejado de
servirnos. El problema con el sistema de informaciéon que nos atrapa es que previene la
interpretacion, e impide nuestras habilidades contemplativas. Rodolfo Walsh comenz6 a
escribir Operacion Masacre en 1956, y lo publico, como folletin, en la revista Mayoria en
1957. Podemos decir que Operacion Masacre es un libro de informacion, de hechos, de
evidencias, imitando el estilo periodistico tan familiar para Walsh. Podemos decir también
que Walsh es entonces la pesadilla de Benjamin, un periodista que trata de representar a
través de la informacion en vez de la experiencia. Sin embargo, en la obra de Walsh vemos
que el sistema de representacion se funda en la oralidad, en los recuerdos, los testimonios
orales, el movimiento constante entre el presente y el pasado asi como el uso de la memoria
para representar la realidad a fin de recrear la experiencia. Los recuerdos poseen una oralidad
que tiene la posibilidad de construir comunidades, colectividades. Son los recuerdos los que
se convierten en hechos, en “pruebas,” en historia. Walsh no es la pesadilla de Benjamin, es
en vez, su narrador; un narrador que, desafortunadamente, no puede salir de su tiempo y de
los sistemas representativos que lo mantienen, pero que sin embargo utiliza la experiencia
obtenida a través de la oralidad para reconfigurar (o reformar) el sistema de informacién
atacado por Benjamin. Walsh utiliza estos dos modos de representar --experiencia e
informacién-- tratando de crear un realismo social que mapea la vida cotidiana de las
victimas, creando un espacio tranquilo en el principio, un espacio de trabajadores, mientras
que muestra, a través de la informacién que estd recogiendo, la violacién, corrupcién, y
destruccion de ese espacio.

En Operacion Masacre la imposibilidad de saber completamente lo que ocurrio, lo
que es verdad, siempre complica el proceso de lectura. Walsh nos cuenta una historia,
trazando los contornos de Buenos Aires, los trabajadores, sus familias, y las voces de
nuestros protagonistas. Concentrandome especificamente en la primera parte del libro, voy a
explorar, en este ensayo, los sistemas literarios (principalmente realistas) de representacién
utilizados para organizar y describir dos espacios: (1) el espacio de la memoria creado por la
oralidad y (2) el espacio social, politico, familiar, y fisico de los muertos (Garibotti, Brion,
Rodriguez, Lizaso y Carranza). Las pruebas residen en estos espacios- la ciudad, la memoria,
el dialogismo, los cuerpos, todos contribuyen a demarcar las pruebas. Podemos ver entonces
como Walsh utiliza el realismo literario para sostener su obra de “no ficcién.” Me interesa,
mds que nada, explorar cémo funcionan las herramientas literarias en el “Prologo” y la
primera parte del libro, y como contribuyen a la creacion de un espacio histérico. La mezcla
entre la realidad (“no ficcién”) y las herramientas literarias (el mapa de la ciudad, la memoria
y la oralidad, los cuerpos entre la vida y la muerte), la mezcla entre la experiencia y la
informacién, proporciona al libro el poder de existir como si fuese la Historia escrita en el
presente. En el primer capitulo de su obra Mimesis, Erich Auerbach nos instruye que “the two
realms of the sublime and the everyday are not only actually unseparated but basically
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inseparable.” > Es esta combinacion de lo “real” y lo “sublime” en el sistema de
representacion que me interesa descubrir y analizar en la obra de Walsh, con el fin de
establecer las lineas de contacto entre el género literario (ilusién) y el género
periodistico/histérico (real). Utilizando un sistema de representacion que combina
informacidén y experiencia (la experiencia del lector), Walsh preserva una historia que de otro
modo estaria perdida, mientras que contintia participando en una critica politica que condena
al estado.

Espacios‘ de Memoria en el Prélogo: Preservando Historia a través del Literario

“La primera noticia sobre los fusilamientos clandestinos de junio de 1956 me llegé en
forma casual, a fines de ese afio, en un café de La Plata donde se jugaba al ajedrez, se
hablaba mas de Keres o Nimzovitch que de Aramburu y Rojas, y la inica maniobra
militar que gozaba de algiin renombre era el ataque a la bayoneta de Schlechter en la
apertura siciliana.”

Operacion Masacre empieza con estas palabras. Desde el principio el lector se
enfrenta: con un mundo simultdneamente preciso e impreciso, un mundo de jugadores, un
mundo que no esta en contacto con su propia historia. Sin embargo, las primeras palabras, “la
primera noticia sobre los fusilamientos,” ya nos dirigen a un mundo violento, un mundo en
cual el objetivo principal del ajedrez, la conquista, se ha transformado en algo real, en algo
presente. Con la palabra “clandestinos™ tenemos la idea de la blisqueda que va a consumir la
novela entera, una busqueda que el lector va a experimentar de primera mano. Con “apertura”

-ya tenemos nuestro punto de partida que nos dirige hacia un momento histérico y actual, pero

todavia ausente. Desde el comienzo, el texto ya se transforma en una experiencia para el
lector. El narrador entra y se presenta en el “Prélogo”, tejiendo para el lector una trama
detallada, que nos permite, como si fuésemos detectives, buscar pruebas a su lado. Desde el
comienzo de su ensayo, “The Storyteller,” Benjamin nos presenta con una imagen del
narrador como alguien que ha “already become something remote from us and something that
is getting more distant.” Después nos dice que esta distancia ha causado que algo haya sido
robado, “the securest among our possessions...the ability to exchange experiences.” Esa
habilidad de intercambiar experiencias, de forzar una lectura activa sobre el lector, en el
mundo clandestino y violento que representa Walsh, es el inico método de obtener venganza
en un pais decidido a utilizar medios ilegales para legitimizar su endeble gobierno.
“Experience,” describe Benjamin, “which is passed on from mouth to mouth is the source
from which all storytellers have drawn,” la fuente que, en su poder de representar nuestra
posesién robada también tiene el poder de reasignarle valor.° El narrador de Benjamin, al
utilizar su voz (algo inmaterial, sin cuerpo, y por lo tanto imposible de objetificar), tiene el
poder de reestructurar el sistema de intercambio. Walsh, como narrador, también tiene un
poder. No el poder de reestructurar el sistema capitalista, pero el poder de preservar la
historia a través de lo literario; el poder, mediante el uso de la voz, de resistir la captura. “La
obra de Rodolfo Jorge Walsh,” escribe Victor Pesce,

“es el riguroso trabajo con los materiales narrados mediante la dialéctica arriba
descrita, a la que el escritor le otorgd una precision muy pocas veces emulada. Ese
dialogismo, para decirlo en términos de Mijail Bajtin, impulsaba en Walsh algo que
después se volvié un especie de utopia personal....””

La voz narrativa y la oralidad que produce y mantiene esta voz presentan un tipo de
dialogismo en el sistema de no-ficcion que Walsh utiliza para garantizar la verdad. El
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dialogismo utilizado por Walsh establece un &mbito comunicativo entre el lector, el narrador,
y el libro de no-ficcidn.

A continuacién de las palabras que encabezan esta seccion, Walsh nos traslada “seis
meses antes,” a una medianoche en que la memoria y los recuerdos colonizan la narracién.
Desde la primera pagina del “Prélogo” el texto se transforma en un testimonio, lleno de
“recuerdos” del pasado que se van a transformar en hechos del presente cuando comienza el
libro. Un panorama borroso aparece en el “Prélogo™” como si el autor tratase de establecer un
mapa desde el principio, un mapa impreciso que el narrador va a aclarar durante su narracion.

“Recuerdo como salimos en tropel, los jugadores de ajedrez, los jugadores de codillo
y los parroquianos ocasionales, para ver qué festejo era ese, y como a medida que nos
acercdbamos a la plaza San Martin nos fbamos poniendo mis serios y éramos cada
vez menos, y al fin cuando crucé la plaza, me vi solo, y cuando entré a la estaciéon de
6mnibus ya fuimos de nuevo unos cuantos...Recuerdo que después volvi a
encontrarme solo, en la oscurecida calle 54, donde tres cuadras mas adelante debia
estar mi casa, a la que queria llegar y finalmente llegué dos horas mas tarde, entre el
aroma de los tilos que siempre me ponia nervioso...Recuerdo la incoercible
autonomia de mis piernas....tampoco olvido que, pegado a la persiana, of morir a un
conscripto en la calle y ese hombre no dijo: “Viva la patria’ sino que dijo: ‘No me
dejen solo, hijos de puta...” Después no quiero recordar mds, ni la voz del locutor en
la madrugada anunciando que dieciocho civiles han sido ejecutados en Lanus, ni la
ola de sangre que anega al pais hasta la muerte de Valle...Valle no me interesa. Perén
no me interesa, la revolucién no me interesa... ;Puedo volver al ajedrez?”"®

En este parrafo vemos cdmo nuestro narrador se acerca al trauma, al momento histérico que
estd transformandose en algo mas visible para los jugadores de ajedrez, comenzando a sentir
su autonomia. Cuando Auerbach escribe sobre Le Pere Goriot de Balzac, vemos cémo las
descripciones realistas son “directed to the mimetic imagination of the reader, to his memory
—pictures,” sugiriendo que los autores que estin buscando representar una realidad en
particular, deben contar con la memoria de sus lectores.” Esto significa que el elemento
visual y los sentimientos evocados por un color, una palabra, o un olor, tienen una
importancia central en las descripciones realistas. Walsh, en la cita de arriba, empieza con
una atmoésfera de confusion (ya que no se sabe que el festejo fue en realidad un acto de
violencia); €l es parte de un grupo y después se queda solo para darse cuenta de lo que esta
pasando. Cuando el narrador se encuentra solo tenemos una explosion de descripciones que
utilizan el mundo sensorial del lector para representar la escena. “El aroma de los tilos,” una
imagen pastoral con un aroma tranquilizante para nuestros sentidos, -se combina con la
palabra “nerviosa,” que nos lleva lejos de la tranquilidad establecida s6lo un momento antes.
Walsh utiliza su memoria y la memoria sensorial del lector, sus “memory-pictures,” como
dice Auerbach, para mantener al lector atado al mundo de no-ficcion. Un autor que no escribe
literatura, propiamente dicho, tiene una mayor dificultad para controlar al lector, ya que
cuando leemos hacemos un pacto con nuestro autor y con su sistema de representar la
realidad. Cuando leemos a Walsh entramos en otro mundo, uno de no-ficcién en el que el
autor nos presenta, no con representaciones de la realidad, pero con la realidad misma.
Walsh, queriendo representar en su proyecto lo que de otra manera estaria ausente (la historia
de los fusilados), necesita convencer al lector como un autor literario nos convence cuando
entramos en un mundo nuevo. En otras palabras, Walsh presenta las pruebas (los hechos y las
evidencias) en un aura literaria y emotiva para optimizar su poder afectivo y politico.
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Walsh no quiere solamente mostrar una realidad con algunos hechos y pruebas; quiere
que el lector sienta, se emocione por las descripciones de “no-ficcién.” Ya sabemos que el
mundo casi ilusorio de literatura tiene el poder de emocionar al publico con el uso de un
sistema narrativo lleno de frases sentimentales o metéforas poderosas. Pero Walsh, como nos
dice en el “Prélogo”, no quiere crear un mundo literario, sino una “investigacién.”'® No
obstante, él utiliza algunas herramientas literarias para convencernos y asi preservar la
historia borrosa de 1956. Como escriben Gloria Pampillo y Marta Urtasun en un ensayo sobre
Walsh,

“Una de las virtudes més notales de Operacidn Masacre es su eficacia persuasiva.
Treinta y cinco afios después de su primera publicaciéon como libro, vuelve a despertar

~ en un auditorio compuesto tanto por las generaciones que fueron testigos de la vasta
masacre posterior como por aquellos mas jovenes, entre cuyos recuerdos de la
infancia se cuentan las desapariciones y los exilios, la indignacion frente a la matanza
de un grupo anénimo de civiles y el convencimiento del valor de la justicia.”"!

Para poder mantener su eficacia persuasiva, Walsh entra en el mundo de la memoria, un
mundo que es comunicable solamente a través de las historias orales dictadas por quienes las
han vivido. “La violencia,” nos dice Walsh en el “Prologo”, “ha salpicado las paredes, en las
ventanas hay agujeros de balas, he visto un coche agujereado y adentro un hombre con los
sesos al aire, pero es solamente el azar lo que me ha puesto eso ante los 0jos.”’* Los
recuerdos se mezclan con la historia aqui, y cuando Walsh no quiere recordar mas, vuelve a
su juego de ajedrez y la literatura fantastica que leia. No obstante, la violencia, una vez vista
por Walsh, habia marcado las paredes y ventanas de su mente y cuando finalmente hablé con
Juan Carlos Livraga no podia volver al ajedrez decidiendo en vez abandonar la literatura
fantéstica y los cuentos policiales, para dar vida y voz a la realidad y al fusilado que vive.
Walsh no puede volver a escribir literatura pero tampoco puede dejarla completamente,
ignorando los métodos literarios que habia utilizado en el pasado.

La memoria reina sobre el “Prélogo”, siempre actuando sobre los hechos histdricos.
Pero esta memoria se transforma en algo colectivo, algo compartido entre el narrador, el
lector, y las personas que vamos a encontrar en la primera parte del libro. “Simplemente
quiero decir que en algin lugar de este libro escribo ‘hice,” ‘fui,” ‘descubri,”” escribe nuestro
narrador, “debe entenderse ‘hicimos,’ “fuimos,” ‘descubrimos.””!® Todo se transforma en una
colectividad; las memorias, la bisqueda, los hechos, las voces, todo. No hay un narrador, hay
una coleccion de voces que narran, una coleccion de testimonios que construyen la realidad.
Walsh, como nos presentan Pampillo y Urtasun, esta

“encargado de una tarea persuasiva, y el auditorio, que realizard una tarea
interpretativa adhieriendo o no a las tesis que se le presenten. Por otra parte, la
explicita enunciacion de los nuevos datos, las pruebas y los testimonios subrayan la ya
presente multiplicidad de las voces en la configuracién discursiva.”'*

Esta multiplicidad toma el lugar de un sistema juridico que en 1956 habia fallado. Al
presentar pruebas al tribunal de la opinién publica, Operacion Masacre se convierte en el
unico espacio donde la justicia y la verdad pueden existir. Este es el primer espacio que este
ensayo analiza. Es un espacio que nos abre la puerta para las descripciones que Walsh usa en
la primera parte del libro, donde la memoria creada inicialmente anida en el segundo espacio,
el de las victimas.

Carranza, Garibotti, Rodriguez, Lizaso, y Brion: Voces y Vidas del los Fantasmas
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Antes de empezar mi exploracion de la primera parte del libro, quiero situar el género
creado por Walsh y la responsabilidad del lector cuando entra en una lectura organizada por
historia, literatura y periodismo. La crénica, dice Rita de Grandis en un articulo titulado
“La Escritura del Acontecimiento,” “fue adoptada en Hispanoamérica con el romanticismo y
el modernismo...para Marti la crénica era algo més que una encrucijada entre periodismo y
literatura... la crénica fue el vehiculo que le permitié la constitucion de una obra en su doble
sentido, de libro y acto.”’® Las palabras de Marti, cuando hablaba sobre la crénica como
“libro y acto,” reverberan cuando pensamos en Operacion Masacre, sefialando que el proceso
de ganar visibilidad para un momento historico, que por otra parte no habria podido aparecer,
estd acompafiado por una especie de narracion hibrida en que las iméagenes, los eventos, las
descripciones, no son estaticas, pero moviles. La crénica, una forma hibrida, actia sobre el
lector con su movimiento constante entre géneros y representaciones, dandole una apertura
para ver un mundo ausente, un mundo que gana visibilidad cuando las paginas dan vuelta. Al
utilizar la crénica, Walsh combina el realismo literario con las descripciones reales
encontradas en los cuentos histéricos y con los acontecimientos descriptivos en las obras
periodisticas. Walsh, habiendo creado el espacio ancestral (el espacio de la oralidad)
necesario para rescatar al pasado, procede a abrir el espacio entre lo sabido y lo olvidado,
respirdndole vida a los cad4dveres anénimos de Leén Suarez.

Operacion Masacre, desde la primera pagina del “Prologo”, fuerza al lector a leer de
otra manera. No es solamente que el lector se transforma en un detective junto con el
narrador; el lector necesita traspasar la linea dividiendo la red de géneros, leyendo literatura,
historia, y periodismo al mismo tiempo. ;Pero, por qué no escribir solamente literatura o
historia? Si tenemos hechos y acontecimientos, jpor qué no crear un texto que contenga
solamente hechos y acontecimientos? ;Por qué crear un libro que entra en las vidas privadas
de las victimas?, ;por qué forzar el lector a encontrarse con las esposas, los hijos, las madres
del los fusilados? Para dar una experiencia al lector, para transformar la informacién en algo
mas emocionante, mas humano. “La crénica,” nos instruye Grandis, “subdivide la progresion
temporal del acontecimiento en una multitud de instantes discretos, que es necesario historiar,
fijar dentro de una trama que es a la vez temporal y narrativa. En Operacion Mascare estos
instantes discretos estan recogidos en detalle, por ejemplo, en la primera parte: ‘Las
personas.’™® Operacion Masacre describe y trata de representar lo violento, mostrandonos en
sus paginas las vidas de los muertos, transformdndolos en fantasmas que todavia tienen voz y
cuerpo. La violencia siempre existe en una red de representaciones porque nunca tienen ni las
palabras ni el lenguaje de representarse enteramente. Al utilizar varios registros, Walsh obliga
a los géneros y los sistemas de representaciones a encontrarse en la pagina, abriendo otro
sistema de representacién que el lector necesita construir en su lectura. El lector, entonces, se
pone mas consciente de como él sigue leyendo y descifrando las representaciones
encontradas por todo el libro.

La primera parte de Operacion Masacre estd dividida en trece segmentos, todos
titulados con el nombre de una victima. El primer segmento empieza:

“Nicolas Carranza no era un hombre feliz, esa noche del 9 de junio de 1956. Al
amparo de las sombras acababa de entrar en su casa, y es posible que algo lo mordiera
por dentro. Nunca lo sabremos del todo. Muchos pensamientos duros el hombre se
lleva a la tumba, y en la tumba de Nicol4s Carranza ya est4 reseca la tierra.”"’

sido asesinado. Desde la primera frase el uso del pasado (“era”) y la fecha precisa del
El lector entra en la casa de Carranza, cara a cara con la vida privada de un hombre que ha
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presente que Walsh trata de traer a la vida (“esa noche del 9 de junio”), crea un espacio lleno
de fantasmas que quieren estar presentes, que quieren ser reconocidos y representados. Esta
mezcla del pasado y el presente muestra el punto de contacto entre literatura (presente) e
historia (pasado), demostrandonos que, en esta primera parte, las representaciones literarias
tienen la posibilidad de transformarse en historia. La tumba, mencionada al principio,
representa tanto la tumba de Carranza como la tumba metaférica del hecho histérico sin su
preservacion en la obra de Walsh. Auerbach, escribiendo sobre el realismo de Zola, nos
recuerda que :

“the slow transition from torpid resignation to conscious awareness of one’s own
situation, -the budding of hopes and plans, the various attitudes of different
generations; then to the somber poverty and the reeking atmosphere of the room,
the densely packed bodies, the simple appositeness of the speeches. ..”'®

El lector de Zola se mueve de la resignacién al reconocimiento a través del modo de
representar que transforma su mente en algo maés activo y perspicaz. El lector de Walsh
también se enfrenta con un tipo de naturalismo aqui que hace demandas sobre la
concentracion del lector. Todas las descripciones parecen despojadas de encanto literario,
existiendo solamente como hechos carentes de componentes estéticos. Pero no es asi. Como
podemos ver en el primer parrafo y coémo vamos a ver después, la narracién hace algunas
demandas sobre el lector.

En su ensayo, “El Suefio Eterno de Justica,” Ana Maria Amar Sanchez nos muestra
que el género y las representaciones establecidas por Walsh, “juegan en el cruce de dos
imposibilidades: la de mostrarse como una ficcién...y la de ser un espejo fiel de esos
hechos.””® Aunque este ensayo nos da un buen punto de partida para comprender la forma
hibrida de Operacion Masacre y el proyecto de reflejar la realidad a través de la “no ficcion,”
Séanchez, como la mayoria de los criticos que escriben sobre Operacion Masacre, no entra en
la narracién propia para involucrarse en lecturas cercanas. Sanchez nos dice que “la narracion
testimonial trabaja con dos procedimientos interrelacionados: la expansion de la historia y la
concentracién en el detalle.”” Sin embargo, entrando en la narracién, yo quiero ver qué
detalles entraron en el libro, cémo y por qué estan construidos, y cémo funcionan para dar
voz a las victimas y a la historia. :

Ni bien nuestros ojos contemplan las palabras en la primera pagina, “y es posible que
algo lo mordiera por dentro,” entramos en un espacio, un mundo, de lo posible, en el que
nunca vamos a saberlo todo. El narrador nos presenta con ausencias, lo desconocido que
puede solamente crear posibilidades, lineas de fuga. Todo es posible pero nada se sabe, la
tinica cosa que es verdad, que es real y existe sin cuestién, es que vivia alguien llamado
Nicolas Carranza y que ya no existe porque ahora estd muerto. Como nos instruyen Urtasun y
Pampillo, “es necesario que estas personas dejen de ser individuos abstractos y adquieran
carnalidad, ocupen el campo de la conciencia del lector, actien sobre su sensibilidad.” Es
esta carnalidad que transforma el sistema de informacién en un sistema de experiencia en el
que el lector puede sentir y tener empatia por las victimas y sus familias. Rita de Grandis,
citando a Hayden White, nos recuerda que la diferencia entre los acontecimientos histéricos y
los imaginarios no es tan evidente como parece. “Historical events,” escribe White,

“differ from fictional events in the ways that it has been conventional to characterize
their differences since Aristotle. Historians are concerned with events which can be
assigned to specific time-space locations, events which are (or were) in principle
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observable or perceivable, whereas imaginative writers -poets, novelists, playwrights-
are concerned with both of these kinds of events, imagined, hypothetical, or invented

ones.”

En su combinacion de estos dos mundos, el historico y el literario, nuestro narrador existe
como historiador y como autor, componiendo un discurso histérico a través las estrategias
_literarias. “La historia,” escribe Grandis, “se da como leccion; el sujeto aparece vacio,” pero
en Walsh vemos directamente que la objetividad, tan importante para el proyecto histdrico, se
transforma, extendiéndose hacia la subjetividad.”® No tenemos solamente una leccién llena de
sujetos vacios, tenemos sujetos llenos de vida, con familias y barrios, con voces y esperanzas.
Hay muchas cosas invisibles en la obra de Walsh, pero €l nos dice que son invisibles y que
nunca vamos a llegar al conocimiento completo, que jamas vamos a saber todo, sugiriendo
que el proyecto histérico no puede capturar la totalidad y que todo funciona a través de la
hipétesis y del azar. Lo que podemos saber es que Carranza existio, que tenia una esposa, seis
hijos, y que vivi6 en el “barrio obrero de Boulogne.”**

En esta primera parte el narrador nos muestra un panorama de un Buenos Aires
obrero, mapeando Boulogne, el barrio que va a reaparecer a través de la primera parte.
Boulogne gana visibilidad aqui, representando otra parte de la ciudad tan conocida por el
resto del mundo, la parte menos literaria digamos, la parte llena de gente que pertenece a la
clase media-baja. “El barrio obrero de Boulogne” se transforma, en la segunda seccién
titulada “Garibotti,” en “El Barrio Obrero de Boulogne,” un sustantivo propio. El espacio de
los trabajadores representa el espacio mds puramente argentino en el texto, mostrado por
medio de las descripciones detalladas del interior de las casas. Por ejemplo, en la casa de
Garibotti vemos que

“la pasion decorativa o recordatoria culmina en la prevista litografia de Gardel,
recortado en negro, el sombrero casi tapandole la cara, el pie apoyado en una silla, pulsando
la guitarra.”zs. Pero es una casa limpia, sélida, discretamente amoblada, una casa donde
puede vivir bien un obrero. Y “la empresa” les cobra menos de cien pesos de alquiler.””®

El narrador siempre nos sitGa en los detalles del lugar, de la calle, diciéndonos que nos
“conviene retener el detalle [porque] tiene cierta importancia.”*’ ;Por qué incluir
descripciones del interior de la casa de Garibotti? ;Es importante mencionar la litografia de
Gardel en un libro de no-ficciéon que quiere inmortalizar una historia ausente? Estos detalles,
estas descripciones aparentemente inutiles, representan la tinica interioridad que el narrador
puede mostrarnos manteniendo todavia su objetividad. Pero en estas descripciones podemos
ver la interseccion entre objetividad y subjetividad, entre representaciones
histéricas/periodisticas y literarias. Si tuviésemos solamente una descripcion del barrio desde
afuera, como una fotografia inmdvil, estatica, nunca serfamos capaces de sentir por las
victimas. El narrador trata de hacernos sentir, ya que a través de nuestra empatia puede
también forzarnos a tomar parte en una critica politica. Al utilizar estos tipos de detalles
interiores, quiere eliminar la etiqueta “peronista” en referencia a las victimas, y reemplazarla
con la etiqueta “argentino.” No importa si Garibotti o Carranza eran peronistas, lo que
importa es que tenian la litografia de Gardel, que pagaban el alquiler cada mes como todos,
que vivian y trabajaban para sus familias. Lo que importa es que eran principalmente
argentinos, como todos leyendo Operacion Masacre cuando se publicd. Al borrar sus
tendencias peronistas, Walsh puede efectivamente decir que el gobiemo argentino del 1956
habia matado argentinos, no peronistas. Al borrar las posibles tendencias peronistas de las
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victimas, Walsh efectivamente las despolitiza, revelando el hécho fundamental de que el
gobierno argentino habia ejecutado a ciudadanos argentinos, no a peronistas.

Tenemos un momento en “Garibotti” en que la descripcién de la casa y la vida
familiar de Garibotti es interrumpida por la voz de Florinda cuando se acuerda de su muerte:
“iQué viene a hacer Nicolds Carranza?- Vino a sacarmelo. Para que me lo devolvieran
muerto’ —recordar4 Florinda Allende con rencor en la voz.” ** En esta interrupcién nos damos
cuenta que la voz de Francisco que escuchamos justo después es una voz perdida, una voz
fantasmal que sigue hablando a través de las palabras y recuerdos auditorios de Florinda.
Otro ejemplo de esta voz fantasmal aparece en un titulo, “Me Voy a Trabajar...,” en la
seccién que habla sobre Vicente Damidn Rodriguez. “Me voy a trabajar” son las ultimas
palabras que Vicente le dijo a su esposa y reverberan cuando el texto nos fuerza a
encontrarlas dos veces. La seccion describiendo a Rodriguez empieza en el presente y nos
muestra el futuro horroroso del hombre:

“Es una torre de hombre este Vicente Damidn Rodriguez , que tiene 35 afios, que
carga bolsas en el puerto, que pesado y todo como es juega al futbol, que guarda algo
infantil en su humanidad gritona y descontenta, que aspira a mas de lo que puede, que
tiene mala suerte, que terminard mordiendo el pasto de un potrero y pidiendo
desesperado que lo maten, que terminen de matarlo, sorbiendo a grandes tragos la
muerte que no acaba de inundarlo por los ridiculos agujeros que le hacen las balas de
los mauseres.””

Tenemos una descripcion fisica aqui, sin elaboraciones; solamente “una torre de hombre,”
haciendo lo que le va a suceder mucho mas grotesco cuando la torre es literalmente
derrocada. Las proximas descripciones comentan sobre su personalidad, su suerte, cosas
fuera de los aspectos fiscos, fuera de lo que podemos ver. Walsh evoca la humanidad falible
de Rodriguez, recorddndonos que “aspira a mas de lo que puede,” una imagen clésica de una
Argentina pobre pero con esperanza. La palabra “humanidad” entra en contacto con la tltima
imagen fisica, visible, que tenemos de Rodriguez: sus dientes mordiendo el pasto, pidiendo la
muerte. Colocando “humanidad” cerca de esta imagen inhumana, es otro modo en que
nuestro narrador estd, ticticamente, criticando el sistema politico que permitié este
tratamiento de ofro ser humano. Esta una de las mas descriptivas, mas espeluznantes
representaciones de la tortura en la primera parte del libro. Podemos visualizar esa torre de
hombre tumbado en el pasto, desesperado, abrazando la muerte sobre la vida. ;Por qué es
que no conocemos los detalles tan graficos en la muerte de Carranza y Garibotti? Walsh nos
presenta con una imagen que no podemos sacar de nuestras cabezas, una imagen violenta que
permanece, evocando empatia para un grupo de gente, una clase: los pobres.

Esta seccion es significativa no solamente por su capacidad de crear esta voz sin
cuerpo, pero también por su representacion de una familia empobrecida viviendo en
“Yrigoyen 4545.”° La importancia de este lugar no puede ser exagerada, porque es mucho
mas especifico que el barrio Boulogne y, en su especificidad, gana una representacion casi
antropologica. Cuando la pobreza descrita en esta seccion se combina con las palabras de
Rodriguez (“me voy a trabajar”), vemos que la inclinacion de nuestro narrador hacia las
representaciones de un Buenos Aires obrero trata de revelar la desigualdad profundamente
arraigada en el pais. El trabajo es una parte tan fuerte de la identidad de Rodriguez que
siempre reside en las 1ltimas palabras que le habia dicho a su esposa. No sabemos si €l se va
a trabajar realmente, nunca vamos a saber. Lo que sabemos es que nunca volvi6 a su casa y el
préximo momento en que lo vimos, como lectores, es en el carro de asalto donde lo llevaban
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a la muerte. Lo que sabemos es que era pobre, tenia hijos y esposa, y que sus ultimas palabras
podrian ser “me voy a trabajar.” “Por un lado,” dice nuestro narrador, “Rodriguez es opositor,
peronista. Por otro, es un hombre comunicativo, locuaz, a quien le resulta muy dificil callar
algo importante.”™" Estos dos lados construyen el sistema que Walsh critica fastidiosamente,
en que el ser peronista (en algunos casos), ser opositor, es ser pobre, ser obrero. Las
representaciones y descripciones de Rodriguez en esta seccién sefialan un marco fuera del
marco principal (i.e. la representacién de las victimas en sus vidas privadas); aqui
encontramos el reemplazo de “peronista” como una marca de identidad y su substitucién por
“pobre,” una marca mds adecuada ya que Walsh intenta aqui ayudar a su pais a superar el
abismo abierto tras la deposicion de Juan Domingo Perén.

Esta marca no funciona tan bien cuando nos centramos en Mario Brién y Carlos
Lizaso, dos hombres relativamente bien establecidos econémicamente en comparacién con
Rodriguez. Nuestro narrador utiliza otros tipos de representacion para crear los retratos de
estos hombres, retratos basados mas sobre la apariencia fisica y psicolégica relegando, en
cierta medida, las descripciones intimas de la vida familiar y el espacio privado. El narrador
intenta inculcar una forma de empatia politica en el lector, diferente de la que el lector sentia
por Rodriguez y su pobreza. “Lizaso,” la sexta seccién, empieza con algunas palabras que
describen a la victima: “M4s nitida, mas apremiante, mas trigica, aparece la imagen de
Carlitos Lizaso. Tiene veintitin anos este muchacho alto, delgado, palido, de caracter retraido
y casi timido.”** No tenemos descripciones fisicas de Garbotti ni de Carranza pero esta
seccion empieza con este tipo de descripciones, mostrandonos no a “Carlos,” un hombre,
pero a Carlitos, un chico tan fragil, tan dulce, que es casi infantil. En las primeras dos
secciones no tenemos este tipo de narracidn, el narrador no instruye nuestra lectura a través
de palabras como “tragica” o “apremiante,” solamente narra, dindonos algunas entradas en
las vidas privadas y familiares de las victimas pero nunca diciéndonos qué pensar. La imagen
de Carlitos que aparece aqui nos muestra su flexibilidad politica, especificamente cuando
responde a la pregunta “;por quién pelearias?” con “creo que por ellos” (los
revolucionarios).”* Nos muestra también que él eligi6 ser peronista porque que no tenia otra
opcién, una eleccion casi espontdnea que demuestra cuidn rdpido se cambian estas
inclinaciones politicas. Al representar esa eleccion espontdnea de Carlitos de ser
revolucionario (ya que “peronista” nunca aparece en esta seccion), Walsh desarrolla un
critica de la afiliacion politica que contribuye a su tema general: matar a la gente por ser
peronistas es lo mismo como matarlos por ser obreros o tener el nombre Carlos- en otras
palabras, es arbitrario.

Walsh menciona que Carlitos “en sus momentos de descanso, se distrae para jugar al
ajedrez, es un jugador fuerte, que interviene con éxito en algunos torneos juveniles.””*
Mencionando esto, Walsh nos recuerda su “Prdélogo”, donde el ajedrez representa un pasado
al que no puede regresar. Carlitos tampoco puede regresar a su ajedrez, nunca va a regresar.
La violencia ha interrumpido el juego para Walsh y esa misma violencia ha parado, para
siempre, la vida de Carlitos. El ajedrez, metaféricamente, -representa el tiempo antes del
fusilamiento, antes de la violencia de 9 de Junio 1956, el tiempo de la literatura fantastica
que Walsh leia y escribia. Cuando el ajedrez aparece en la narracién que describe a Lizaso,
pide nuestra atencion, recorddndonos que el juego se acabd. Es en este momento que el
mundo literario aparece y se esconde entre las paginas. Por un lado, las descripciones de
Carlitos, y otros, utilizan algunas herramientas y estéticas literarias para crear un mundo
mimético y comprensible para el lector; por el otro lado, como sefialé antes, este mundo estd
siempre desarmado por las estrategias y representaciones historicas. Cuando el literario
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aparece, con la palabra “ajedrez” por ejemplo, que ya tiene un valor metaférico desde el
Prologo, la no-ficcion, creada por representaciones histdricas y periodisticas, empieza a
reprimir las descripciones y los retratos literarios.

Las descripciones de Mario Brion en la décima parte del libro nos muestran un mundo
presente, en contraste con el tiempo pasado que aparece en las descripciones de Lizaso y
Carranza. En este mundo el narrador utiliza los tiempos, presente/futuro, como herramientas
gramaticales que tienen la posibilidad de representar la muerte sin presentarnos con una
imagen grotesca (como la de Rodriguez). Este tipo de narracion forma la experiencia de la
muerte para el lector, una experiencia que se manifiesta textualmente a través del juego con
los tiempos. La seccion empieza asi: -

“En el nimero de la calle Franklin vive Mario Brién. Es un chalet con un jardin, casi
en una esquina, a menos de cien metros de la casa fatidica. Brion tiene treinta y tres
afios esa tarde del 9 de junio. Es un hombre de estatura mediana, rubio, con una
calvicie incipiente, de bigotes. Cierta expresion melancdlica se desprende quiza de su
rostro ovalado.”’

El no “tenia” treinta y tres afios, pero “tiene.” Estos tipos de narraciones fuerzan el lector a

mantener a Brién en el presente, a verlo vivo, a entrar en su historia, su vida actual. El

narrador nos dice mucho sobre él- que sus aspiraciones fueron “trabajar, progresar, proteger a

su familia, tener amigos, ser estimado”; que sus vecinos habian dicho que es un “muchacho

alegre, amable con todos, un poco timido,” pero que “no fuma ni bebe.”*® Tenemos a un

. Mario que salié de su casa solamente para comprar el diario y que nunca volvid a su casa. -
Tenemos a un Mario que quizés no es peronista, o por lo menos una descripcién de Mario en

que las palabras “peronista” o “politica” no se manifiestan. Todo queda en el presente hasta

que leemos el ultimo parrafo: “Camina hasta Yrigoyen y se adentra por el largo pasillo. Un

testigo de ultimo momento lo vera parado cerca del receptor de radio, sonriente y con las

manos en los bolsillos, un poco aislado, un poco ausente de los otros grupos que charlan o-
juegan a las cartas.”’ En este instante tenemos un futuro ya pasado (“vera”) que nos recuerda

que todo lo que hemos leido de Mario en su presente, con su esposa e hijo, existe realmente
en el pasado. La narracion, entonces, representa al fantasma, situandose en un presente que ya

se termind, que ya no existe- un pasado asesinado.

Walsh encuentra a fines del 1956 un pais fracturado después de diez afios de gobierno
peronista y a través de Operacién Masacre comienza un proceso (Ultimamente futil) de
catarsis nacional, transcendiendo los conflictos partisanos e iluminando el grosero crimen del
régimen militar contra la poblacién civil. Al presentarnos a las victimas como personajes
literarios, enfatizando sus vidas diarias, sus suefios, sus deseos, sus realidades, Walsh trabaja
en varios registros utilizando la empatia, entre otras herramientas literarias, creando para el
lector una arena juridica donde el pueblo puede re-ejercer la justicia abandonada por el
estado.

Notas
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Princeton University Press, 2003), 23. =
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Muros, Inodoros y Revolucidn en caida [ibre: La “socio-lizacion” perdida en
“Dorado Mundo” de Francisco Ldpez Sacha
Pedro P. Porbén
‘.’Bawﬁ’ng Green State University

A Filiberto “se le rompi6 la taza del inodoro... al iniciar su lectura en el bafio” [justo
en aquel] “momento histérico en que... ve desplomarse, atoénito, el muro de Berlin, la lealtad
de su esposa y la taza del bafio, y sabra que no esta preparado para enfrentar el mundo que se
le viene encima” (Fornet 23). Asi comienza el cuento “Dorando Mundo” (1992) de Francisco
Lépez Sacha con el personaje principal Filiberto leyendo, aténito mientras defeca, los
cintillos con las noticias provenientes de la lejana e inalcanzable Europa del Este en 1989.!
“iAy Dios mio!” exclamé después de haber hecho un gesto brusco que rompio6 los arreos de
la pieza sanitaria. De la base saltaron astillas via al tragante del bafio que nadaban ahora en un
liquido espeso mojando los pantalones de Filiberto. La desgracia le ensombrecié la cara,

-corrié al fondo del apartamento y cerré bruscamente la llave de paso. Filiberto no habia dado
importancia a “la flojera de los tornillos” que ya venia sintiendo “pero el azar que trabaja en
silencio hizo que los tornillos volvieran a aflojarse, que hiingaros abrieran sus fronteras, que
los turistas alemanes escaparan hacia el lado oeste, que él comprara el periodico al volver del
trabajo, y ante el asombro de tantas catastrofes, se sentara de golpe a leer y rompiera la taza”
(Fornet 314).

Tragicomicamente conectado ahora con su taza de bafio rota en pedazos con el Muro
de Berlin, y la Europa Socialista del Este, dejan de ser para Filiberto, para el cubano ‘de a
pie,” una localizacién geografica imposible (la imposibilidad muy real de los cubanos de
viajar al extranjero) y se transmutan en territorio afectivo, a la vez que se trasladan también
simbdlicamente a su equivalente en el espacio privado: precisamente la taza del bafio, la cual
serd a partir de aqui el principio y final de todas las preocupaciones del impotente Filiberto.

Lopéz Sacha nos presenta entonces de esta manera, como el espacio privado del
cubano se vera violentado de pronto por el efecto-eco resultante de la aceleracion del fempo
de la historia en 1989. Una aceleracion que fue producida “for a synergy of social movements
[and] the sudden collective awakening of people’s instinctual need to be free” (Katsiaficas 3).
Un despertar social colectivo que se traduce en “Dorado Mundo” en la rapida reaccion del
Filiberto ante la rotura no de un muro sino de la pieza principal de su baiio.

Sin embargo, mientras en el resto del mundo el tempo de la historia se aceleraba, en
La Habana de Filiberto todo comenzaba a desacelerarse, a retardarse y comprimirse de modo
inquietante. Paralelo a los eventos que se van sucediendo en Europa del Este, los medios
informativos del estado cubano incrementan la producciéon de noticias nacionales,
levantandose a la vez una compleja barricada ‘emotiva’ con doble intencién. Por un lado,
continuar alimentando en el pueblo solamente los componentes energéticos afectivos que se
consideraban necesarios para mantener en funcionamiento el proyecto revolucionario y
promover la “reparacién” de las “trincheras de la moral y del honor de Cuba,” proceso del
cual la revolucién saldra mas fortalecida™ como ratificaba Granma el 3 de Julio de 1989. Por
otro lado, la estrategia pretendia contrarrestar los embates cada vez mds penetrantes de los
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medios informativos y noticiosos internacionales y sobre todo los “contra revolucionarios”
provenientes del ‘vecino del Norte,” los Estados Unidos.”

Dentro de la isla parecia no ocurrir nada diferente, asi lo experimentaba Filiberto en
“Dorando Mundo” con la excepcion claro esta de que se prohibieron tanto Sputnik como
Novedades de Moscii, las revistas soviéticas de mayor circulacién en Cuba.” Prohibiciones no
casuales si se tiene en consideracién que por definicion Perestroika quiere decir
“reestructuraciéon” y Glasnost “apertura.” Es decir, en 1989 y emprendiendo un proceso de
‘reparacion’ interno, a la Revolucion cubana le preocupaban éstas reformas politicas
comenzadas por Gorbachov en la URSS en 1987. Preocupandoles particularmente las
estrategias que incluyeron la liberacion econémlca la democratizaci6n de la vida politica y el
incremento de la transparencia informativa.’

Precisamente, como reterritorializaciéon afectiva de aquel momento de rupturas y
derrumbes multiples, corren a lo largo de la década de los noventas cubanos flujos afectivos
que ademds de representar la realidad de un estado-gobierno re-articulando los mecanismo
audio-visuales de convencimiento y seduccion, centrales a las tecnologias hibridas de castigo
y control en sociedades hegemoénicas, generan un orden o marco correctivo a las relaciones
de pertenencia a la nacién, la patria y la revolucién. Revolucién, Patria, nacién son categorias
que tendran que ser re-imaginadas y re-apropiadas para producir la sensacion de que en Cuba
no pasa nada ‘anormal,” al menos nada que amenace el curso victorioso de la Revolucion.

A lo largo de 1989 parecia no ocurrir nada diferente dentro de la isla, al menos, en la
apariencia politica. El Partidlo Comunista de Cuba se reunia para organizar el XXX
Aniversario del Triunfo de la Revolucién y el XXXVI aniversario del asalto al cuartel
Moncada. Fidel Castro se reunia con representantes de China, Corea del Norte, Alemania
Democritica, Espafia, Panama y Chile (Pino-Santos Navarro 182). El 2 de abril de 1989 Fidel
Castro recibe a Mijail Gorbachov acompafiado de Raisa su glamorosa esposa, en el
aeropuerto internacional “José Marti.” Segin The New York Times el 3 de Abril de 1989,
ambos lideres, después de besos y abrazos, recorren por casi 50 minutos la capital habanera
en una limosina Chaika convertible, entre vitores y banderitas de colores, cubanas y
soviéticas. Dos dias después, se firmo el Tratado de Amistad y Cooperacién entre Cuba y la
URSS.

Dentro de Cuba, para los cubanos, ésta era la atmosfera cotidiana resultante de los
sucesivos procesos de ‘sovietizacidon’ social. Aunque ya comenzaban a desaparecer los
productos alimenticos de origen soviético (la famosa carne rusa, por ejemplo) y dejaban de
circular las publicaciones provenientes del inestable Campo Socialista europeo, parecia como
si no sucediera “na

Mientras se iban sucediendo los eventos en torno a la caida del muro en Alemania, en
La Habana, el 28 de diciembre, se concentran cientos de representantes de la Unién de
Jovenes Comunistas (U.J.C.) en la esquina de 23 y 12, en el mismo sitio donde Fidel Castro
declard el caracter socialista de la revolucién pero 28 afios antes (1961, exactamente cuando
comenzé a levantarse la cortina de hierro que separaba las Europas del este y del oeste),
poniéndose en marcha la iniciativa nacional “31 y palante,” disefiada sobre todo para recordar
al resto del pueblo cubano el ineludible compromiso y la eterna deuda contraida para con la
revolucion, su obra, con Fidel, el partido y el socialismo:

un Estado socialista no se puede fundar por inseminacion artificial o simple trasplante
de embriones... Cuba no es un pais donde el socialismo llegé tras las divisiones

45



Volume 12.1 & 12.2 Spring & Fall 2012

victoriosas del Ejército Rojo. En Cuba, el socialismo lo forjamos los cubanos en
auténtica y heroica lucha. Treinta afios de resistencia al méas poderoso imperio de la
tierra que quiso destruir a nuestra Revolucién, dan testimonio de nuestra fortaleza
politica y moral... En Cuba, Revolucion, socialismo e independencia nacional, estan
indisolublemente unidos (Fidel Castro 1989).*

Tal vez, para los afligidos y ya nostalgicos revolucionarios cubanos, la celebracion
pretendia también rendir homenaje al recién comenzado a ser demolido Muro de Berlin;
recordarnos también a todos los cubanos que en 1961 comenz6 a cerrarse Berlin del Este con
mas de cien millas de alambradas de pias y guardias dispuestos a matar al que se atreviera a
cruzar o desertar; un muro que como maquina de guerra funcionaria a base la represion mas
horrible; o tal vez no: porque en Cuba nunca necesitamos de un muro de cemento con
francotiradores en las ventanas de los edificios que iban siendo tapiadas, ya tenemos el mar y
los Comités de Defensa de la Revolucién (CDR), la Unién de Jévenes Comunistas (UJC) y
los Pioneros.

Sin embargo, y a pesar de las campafias “reparadoras” del gobierno, para Filiberto las
cosas han comenzado a cambiar draméticamente. Filiberto experimenta el cataclismo (la
caida del muro se transmite como sismo hasta la taza del bafio) a través de su relacion con los
detritos humanos llegdndole a las rodillas, dentro del apartamento que le entregd la
Revolucién en algin momentos antes de la debacle. Filiberto estd asistiendo a la
(de)formacion dinamica de un socius que Lopéz Sacha parodia como ‘el socio,” deformacién
resultante de una ‘socio-lizaciéon’ que por décadas se mantuvo re-configurado a la isla
caribefia como una estructura o mapa casi-estable integrable con minima entropia, operando
linealmente. Me refiero aqui al ‘socius’ funcionando como méaquina decodificadora del deseo
como lo definen Deleuze y Guattari: “the prime function incumbent upon the socius, has
always been to codify the laws of desire... so that no flow exists that is not properly dammed
up, channeled, regulated” (40 33).

En “Dorado Mundo” el ‘socio’ tendra que funcionar dentro de las ruinas, tanto del
Muro lejano como de la taza sanitaria cercana, como decodificadora de las sobre-
codificaciones hechas por un estado totalitario, despético y carente de medio materiales para
resolver las necesidades basicas de la poblacién. “Codificar — deseo,” y por tanto la angustia
que provocan los flujos decodificados, es el negocio del socius o del socio, como diriamos en
Cuba y parafraseando a Deleuze y Guattari.

Extrapolando las ideas de Deleuze y Guattari al cuento de Lopez Sacha escrito en
1992, el problema general que enfrenta la Revolucién cubana a comienzos de la década de los
noventa es la disolucién, por efecto dominé de la caida del Muro represivo en Berlin, del
sistema especifico de produccion socialista; pero esto ahora se traduce para el gobierno
cubano en un problema de codificar el deseo. Es decir, lo que amenaza al modo de
produccién ‘socio-lista’ (juego con lo socialista) cubano no es tan sélo una serie de
ensamblajes factuales como las guerras, los desastres, las hambrunas, sino también la falla o
la impotencia del modo de produccién de reproducir los deseos subjetivos necesarios para su
propia reproduccién. Por tanto, para el Estado revolucionario cubano codificar implica o
conlleva suturar el deseo a un modo particular de produccién. Sutura que envuelve en parte la
presentacién o compromiso particular con las pre-condiciones histéricas del modo de
produccién. Por supuesto, a lo que asiste Filiberto a la manifestacién del modo de produccion
en crisis escamoteando su contingencia, su historicidad y sobre todo su inestabilidad. Pero
qué hacer cuando el socialismo cubano de los noventa, “the forms of social production, like
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those of desiring production... involves... an un-engendered nonproductive attitude, an
element of anti-production coupled with the process, a full body that functions as a socius”
(40 10-16).

Aparentemente la inversion, las intensidades de energia o deseo colectivo que
invertimos en la reproduccion y circulacién de relaciones de poder, declaran finalmente la
deuda para con un equilibrio no-real que la ficcién revolucionaria habia mantenido para
ocultar la bancarrota irremediable de los proyectos socialistas. El estado, compulsado ahora
por las evidentes contingencias, tiene inevitablemente que acomodar las fluctuaciones
energéticas, el cambio; tiene que re-invertir el excedente pasional y re-alinear entonces las
estrategias de supervivencia en un mundo material que deja de ser linealmente-asimilable
para convertirse en entropia positiva. Sobrevivir, como real y activa operacién del deseo,
depende de ser adaptable, pero en entropia positiva. Como consecuencia, Filiberto se
transforma en puro deseo, en epitome de la deterritorializacion Deleuziana; es decir, el
sujeto se convierte en producto, articulo o mercancia, y su subjetividad dependerd, aiin mas,
no de lo que tiene, sino de lo que puede conseguir, o resolver, y del nimero de socios que
incluya su mapa afectivo coyuntural.

Al final, Filiberto esta traumatizado, sobre todo por no poder corregir (defecar)
sentado y tener que hacerlo de pie en un papel periédico que luego tendra que botar en la
calle, escondido como un criminal que defeca la ciudad; Filiberto tiene que convivir con el
orine y las eses fecales por semanas porque no puede deshacerse de sus propias excretas
humanas. Pero de pronto aparece en el “Dorado Mundo” de Filiberto el personaje Mario
Romaguera, llamado “el ejecutor,” un dirigente medio educado, que tiene un “socio” que le
puede “resolver” el problema acuciante del bafio a Filiberto. Definir a Romanguera como “el
ejecutor” tiene aqui dos lecturas: el que hace que las cosas se ‘resuelvan’ a través del socio-
lismo pero también el posible y muy probable ‘chivato’ o delator de aquellos que de virarse
contra €l serdn condenados por las mismas instituciones a la que ¢l roba. En las dos tltimas
instancias, el ejecutor era también una suerte de verdugo que codificaba la subjetividad de los
actores sociales. Pero en este cuento de Lopez Sacha, el ejecutor adquiere una nueva
capacidad: la de resolver todos los problemas que tenga aquel mismo sujeto, a través de las
redes de la burocracia estatal.

Romanguera explica a su nuevo desesperado cliente que la operacion es cara y
compleja pues envuelva a multiples personas: desde el almacenero que se lo roba hasta el
socio que lo transporta al cliente; pasando por supuesto por Romanguera que quien més que
vender, “hace un favor.” De uno u otro modo, y como nos cuerda Chanan, la Gltima fase de la
Revolucion se caracteriza por un lucha por sobrevivir:

everyone was involved, since many everyday articles, from light bulbs to
toothpaste, could often not be obtained by other means except recourse to
the ‘informal sector’ of the economy. An ethos developed in which,
because everyone did it, the y also forgave each other for it. There was no
other way to get by (Chanan 448).

Mientras escuchaba una ficcionalizacion de su realidad muy a tono con lo indicado
por Chanan, Filiberto sinti6 la sangre bullirle bajo la piel, negé dos veces, “no puedo pagar
ese dinero,” pero Romaguera insisti6, “entiéndelo, mi hermano, ese servicio sanitario tiene
que darse de baja por algiin desperfecto... ;T no sabes que todo es asi?” (Fornet 322-3). Asi,
Filiberto sale a resolver su problema a través de nuevas alianzas que inevitablemente tienen
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que re-articularse enfre vecinos y socios; alianzas que disminuyan ‘el peso’ de una deuda
social infinita que ha perdido los limites exteriores, el peso de la isla en doble sentido: como
moneda de cambio interno, exenta de valor positivo mas alla de las re-delineadas fronteras
nacionales, y de carga moral, simbolica o tan real como aguantarse los deseos y la necesidad
de defecar todo tiempo que estuvo rota la taza del bafio.

Lépez Sacha presenta a Filiberto como el resultado si se quiere de la deuda que hemos
adquirido los sujetos como precio por el derecho de pertenecer, de ser agentes o sujetos,
ciudadanos eficientes de sistema en extremo ineficiente, econémica y simbdlicamente, en el
cual recurrir al mercado-negro o circular en una hip6crita economia secundaria reemplaza a
los inoperantes mecanismos estatales. Como resultado de su deseo, Filiberto se desconecta
del colectivo que marcaba su partencia a la sociedad; de ser empleado bancario pasa a ser
miembro de una familia entrépica, elemento de una red de circulaciéon de bienes materiales y
de consumo subterraneo, produciéndose una suerte de conexion o alianza horizontal en la
cual el sujeto deviene ruptura, eslabén separado de la cadena de reproduccion social/legal de
una revolucion deseada. Pero esta desconexion es multiple; tiene por un lado la intensidad
afectiva de la individualizacion, de la ruptura de Georgina con Filiberto que marca la
desintegracién final de la familia nuclear, ya los hijos estaban fuera del territorio afectivo
inmediato, habian hecho sus propias familias diseminados por la isla; y por otro, el resultado
del deseo, de la inmediata necesidad de solucionar un acuciante problema, que afecta su
autonomia y su economia personal, pero evadiendo — ;inconscientemente?—Ilos mecanismo
estatales que se sabe se demoran o no funcionan, estimulando, promoviendo,
reterritorializando los flujos de excedente en el sistema, lo cual es clave para la supervivencia
del sistema mismo.’ Filiberto se transforma de ‘agregado’ a ‘segregado,” moviéndose por la
ciudad en busca de la taza del inodoro, bajo la paradoja interrogativa: qué crees ti que pienso
yo cuando pienso en lo que ti estds pensando.

Por supuesto, Filiberto nunca saldrd del estriado-territorio del Estado: la soluciéon
molar a su problema ocurre dentro de esas mismas estrias que cree estar alisando: el sujeto
que roba cree engafiar al gobierno o a las instituciones estatales “duefias” de los productos
necesarios para la substancia cotidiana. Ocurre entonces una suerte de inversién especular
miultiple, de doble engafio consabido, negociado si se quiere. Todos ganan algo. El estado
soluciona indirectamente los problemas y adquiere a la vez el poder de condenar a los
actores.

Filiberto, a pesar de su acuciante necesidad, continuaba como si nada mas estuviera
ocurriendo en su “Dorado Mundo.” Pagaba la cuota sindical y el dia de Haber de las Milicias
-de Tropas Territoriales (MTT).® Visitaba las librerias cercanas e incluso comprd un libro de
cuentos de Eduardo Heras Ledn que se preocupaba por “esos problemas de la clase obrera,”
problemas que para Filiberto el intelectual educado en los clasicos parecian demasiado
oscuros, a veces insulsos. La épica revolucionaria resultaba, después de todo, una ficcién
demasiado ajena cuando se tiene que orinar de rodillas en su propia casa. “Ya no sé si escribe
de prisa, 0 no se toma en cuenta a la gente real” piensa Filiberto mientras sigue leyendo, “lo
cierto es que nos quedamos solos y esas minucias de la vida diaria nuca las ve nadie, ni
siquiera un buen escritor” (Fornet 312).

Pero el charco de agua seguia creciendo y ésta continuaba filtrindose mientras un
nuevo locutor con “sonrisa beatifica” dio a conocer “las noticias de carécter internacional...
Esa noche, los alemanes cruzaban la frontera, se registraban disturbios en Lituania y seguian
bloqueados los caminos y las vias de ferrocarril en la Repiblica de Armenia. jA dios carajo,
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se estd acabando el campo socialista y todavia no encuentro a un plomero!” (Fornet 318).
Cuando encontrd al plomero lo tinico que se podia hacer era clausurar la entrada de agua,
tenia que poner una pieza o taza de bafio nueva o se tendria que mudar. Otro vecino sugerird
a un nuevo socio, y este a otro; y la cadena de soluciones no llegard a tiempo para que
Georgina, la mujer de Filiberto, no encuentre que su “Dorado Mundo” se ha venido abajo.
Filiberto se conecta, como maquina deseante, una y otra vez con frenos y facilitadores, con
elementos de la maquina-criminal (crimen entendido como robo al Estado a mano de sus
propios empleados) que funcionan como micro-ntcleos de resistencia y subversion evadiendo
al policia/Estado/ley que (nos) ha instalado la Revolucién en las ultimas décadas. Un sistema
de control disciplinario novedoso, dentro del cual los prisioneros saben en todo momento que
son vigilados, y se genera un silencio en los sujetos bajo constante escrutinio; no hay escasez
de silencio en el encarcelamiento en abstracto, especialmente cuando se acopla con moralidad
(Leigh Brown 9).

Mientras la television cubana transmitia imagenes de la debacle europea y los
movimientos sociales de aquellos paises despertaban del letargo socialista-real, Filiberto
sufria de muy diferentes y acuciantes realidades; tiene que resolver como sea una nueva tasa
de bafio so pena de ser castrado (simbolicamente) por su aterrorizante mujer quien ya sélo le
permite leer, ejercerse como intelectual, en un espacio reducido y ahora inundado de fecales
realidades. :

Pensaba mucho més en su mujer, a quien temia, porque le provocaba un sentimiento
de culpa... su mujer le reprochaba su cardcter, su torpeza, su mania de andar entre
papeles... cuando estaba furiosa le reprochaba... hasta el contacto con gente de
oficina que no le resolvian nada. Ay Filiberto, te tengo que dejar por imposible. Si no
fuera por mi en esta casa no habria ni frigidaire (sic), ni televisor, ni muebles, y ti
andarias como las polillas, viviendo entre libros (Fornet 316-7).

Su mujer regresa en la tarde, se tira en el balance de la sala, “;cogiste el pollo?,” fue lo
primero que le pregunt6 al aturdido Filiberto quien le grité a su vez como respuesta: “jNo
entres al bafio!” y suavizando el tono bajo el peso de la culpa remarco “esta roto. Su mujer se
levantd de subito.” Indecisa, taconed hasta el fondo del apartamento, mirandolo todo, y
regreso con la cara enrojecida. Hecha una furia, exploté:

yo me voy. Yo regreso ahora mismo. ;Qué te imaginas? Filiberto sinti6é una punzada
de miedo, una frialdad que lo dejaba inerme... Ay, Filiberto ti nunca vas a resolver el
problema. En este pais hay que tener agallas para sobrevivir... jA que no has ido al
Poder Popular? ;No lo ves? Pues yo me planto frente al delegado y chillo hasta que
me resuelva (Fornet 327).

La “culpa” de Filiberto lo diluia en “un estado larval donde la rabia, el estupor, y el deseo de
terminar con su mujer, predominaban” (Fornet 328). Georgina salié, como siempre, con un
portazo muy a los Ibsen. Filiberto se dedicé a pensar, “gozando de esa libertad interior que le
habia regalado el bafio roto” (Fornet 328-9).

La rotura del inodoro como pieza de saneamiento social implica entonces el
abandono, la erosién/escision resultante de la captura estatal del espacio privado y familiar, y
el cruce acelerado de los sujetos por los circuitos alternativos de economias secundarias o
mercado negro en los cuales fluyen funcionarios y burécratas, almaceneros y plomeros,
letrados y criminales de nuevo tipo. Lo novedoso es que el poder panéptico como lo articuld
Foucault (en Discipline and Punish) con su ensamblaje dual, disciplina de observacién
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omnipresente y presencia desconocida, no se tiene que mostrar a si mismo per se como
respuesta a la delincuencia, sino que continua funcionando inconscientemente en
Filiberto/criminal/necesitado, tensando el desplazamiento del sujeto por las estructuras de
poder estatal/nacional, especificamente, en el espacio urbano —la capital, el centro del Poder.

El cuento de Lopez Sacha consigue representar, desde mi punto de vista, a un tipo
semi-ignorado de hombre nuevo que ha sido reformado, o reterritorializado, corrigiéndose en
el doble sentido del término como sujeto del poder/Estado/nacion en crisis o mutacion
afectiva a partir de 1989. En cierta manera, Filiberto es un recluso de nuevo tipo, menos
preocupado por irse del pais y mucho mas consciente de la necesidad de sobrevivir a toda
costa la doble o miltiple presion que lo encarcelaba no sélo a “la isla real,” como la llamé
Abel Prieto, sino también a su familia/esposa y la ansiedad simbolica de castracién que ésta
representa. Una desilusion con el hombre nuevo, ese espejismo engaifiador resultado de una
poética propaganda socialista, narrada brillantemente en el “Dorado Mundo” de Lopez Sacha
a través de la caida fisica y alegérica del muro de Berlin y el ruinoso inodoro revolucionario.

Notas

! Lépez Sacha, nacido en Cuba en 1950, fue presidente de la Asociacién de Escritores de la UNEAC (Unién
Nacional de Escritores y Artistas de Cuba) en la década de los noventa y posteriormente director de la revista
Letras Cubanas. Ganador de varios premios literarios entre ellos La Gaceta de Cuba (por Dorado Mundo, 1993)
y La Razén ha publicado, entre otros, La isla contada: el cuento contempordneo en Cuba, Fabula de dngeles:
antologia de nuevos narradores cubanos, La nueva cuentistica cubana, y la novela El cumplearios del fuego.
Escojo este texto concreto de Lopez Sacha, premio Alejo Carpentier y Letras Cubanas (ambos en el 2002), por
cuanto en el mismo se sitiian el proceso de defecacion, caida del Muro de Berlin y estado ruinoso de la
Revolucién como parte un proceso histérico simultineo que remite a un sesgo importante posterior a la Guerra
Fria.

2 En 1990 el gobierno de los Estados Unidos crea en Miami la Oficina de Transmisiones para Cuba, con la idea
de centralizar las noticias y la programacién de Radio y Television Marti; ambos espacios argumentaban las
necesidad de promover una sociedad “abierta y plural” en Cuba.

? Ambas revistas fueron prohibidas el 4 de Agosto de 1989 bajo la acusacién de que estaban “paving the way to
undermine Leninism” al publicar reportes distorsionados sobre la realidad cubana. Latin American Weekly
Review, 17 August 1989.

* Discurso pronunciado por Fidel Castro Ruz en el acto de despedida de duelo a los “internacionalistas caidos
durante el cumplimiento de honrosas misiones militares y civiles, efectuado en el cacahual, el 7 de diciembre de
1989, Afio 31 de la revolucién” (Versiones taquigraficas - consejo de estado).

* Segiin Deleuze y Guattari los ensamblajes son pasionales y estdn compuesto por deseos; pero deseo aqui no
tiene nada que ver con determinacién esponténea o natural, pues “there is no desire but assembling, assembled,
desire... the rationality, the efficiency, of an assemblage does not exist without the passions the assemblage
brings into play, without the desires that constitute it as much as it constitutes them” (4 Thousand Plateaus
399). Como subrayaron Deleuze y Guattari en Anti-Oedipus “it is in order to function that a social machine
must not function well” (1984: 151)

¢ Las Milicias de Tropas Territoriales (MTT), implementadas en 1981, son parte de las Fuerzas Armadas
Revolucionarias cubanas y constituyen, segiin el gobierno, una de las formas de organizacién popular para
llevar a cabo la lucha armada y cumplir otras tareas de la defensa. Ocupan un lugar destacado en la defensa del
pais. Los miembros de las MTT se consideran militares cuando se movilizan para cumplir misiones propias del
servicio militar activo. Para hacer funcionar y mantener las MTT, los ciudadanos donan voluntariamente su
tiempo libre y se les descuenta directamente de sus salarios una suerte de diezmo tropical que se llamé ‘el dia de
haber de las milicias de tropas territoriales, que se pagaba cada vez conjuntamente con la cuota sindical.
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Tragos do Ceticismo Pirrénico nos Personagens Strether, na obra “The
Ambassadors”, e em Conselheiro Aires, na obra Esaii e Jacd
Wanderly Reis
University of California - Los Angeles

In Xanadu did Kubla Khan

A stately pleasure-dome decree:
Where Alph, the sacred river, ran
Through caverns measureless to man
Down to a sunless sea

Kubla Khan; or, “A Vision in a Dream”
by Samuel Taylor Coleridge

Strether, personagem da obra de Henry James em The Ambassadors, e Conselheiro
Aires, personagem em Esat e Jac6, obra de Machado de Assis, sfo personagens filésofos que
se perturbam diante de irregularidades das coisas na vida e se engajam numa busca ou
investiga¢do para obter o conhecimento da verdade e, desta forma, alcangar tranqiiilidade da
alma ou ataraxia’ (paz mental). Eles, como personagens céticos, posicionam-se diante de algo
que .traz intranqiiilidade & alma durante a jormada. O resultado desta jornada € que os
personagens, ao contraporem os argumentos de mesma valia, notam a impossibilidade de
escolher entre um ou outro argumento, pois os dois argumentos se mostram equipotentes. A
partir de entfio, tanto Strether quanto o Conselheiro Aires passam a investigar j4 com a
intengdo de contrapor um argumento equivalente ao ja existente, a fim de mostrar que néo se
pode escolher entre ambos. Este “desenvolvimento literdrio e filésofico [...] demonstra a
busca e a gradual defini¢do de um personagem cético que combina a suspensé@o na crenga € a
ataraxia (paz mental) do Pirronismo com uma atitude estética em relagfo a vida.”* Viso, neste
projeto, aplicar esta noc¢dio de afaraxia aqui caracterizada, na construgdo dos dois
personagens. A paz mental (tranqiiilidade), atitude do cético pirrdnico, é um comportamento
conectado ao ceticismo pirrénico que ¢ uma tradigdo da corrente filosdfica do ceticismo
fundada por Enesidemo (4enesidemus) de Cnossos na ilha de Creta, século I a.C., e registrada
por Sexto Empirico (Sextus Empiricus) no século III. Por definig8o, esta trangiiilidade da
alma, segundo Roberto Bolzani Filho: :

[...] os céticos, com efeito, esperavam recobrar a serenidade do espirito com
base em submeter em juizo a disparidade dos fendmenos e das consideragdes tedricas;
porém, nio sendo capazes de fazer isto, suspenderam seus juizos e, ao suspender seus
juizos, os acompanhou como por sorte a serenidade do espirito (ataraxia), do mesmo
jeito que a sombra segue o corpo. (Bozani Filho, 1992, p. 29-30).”

Para Balzani, o cético possui a capacidade de opor argumentos de igual persuasdo
(mesmo valor) na jornada da vida e almeja a trangiiilidade da alma (ataraxia). Neste mesmo
assunto, Anny Katia Pinto, em seu trabalho A Nog¢do de epokhé no ceticismo pirrdnico,
levanta a seguinte questdo: “Se o personagem cético pirrdnico alcanga este tipo de
tranqiiilidade da alma (ataraxia) [...], depois de contrapor argumentos de mesma valia acerca
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de uma questdo qualquer, o que assegura o prosseguimento da tranqiilidade do espirito
diante de outra questdo que o cético ainda ndo investigou?”™* Ela mesma responde:
Para solucionar esta questio, Plinio Smith propde um entendimento da trangiiilidade
da alma ndo como um estado mental subjetivo, interno e transitério, mas como a

confirmag¢@o do hédbito de um modo préprio de filosofar. Smith também fala sobre
isso:

... a tranqiiilidade que o pirrénico alcanga, ndo é, pois, uma tranqiilidade a respeito
dessa ou daquela questio, mas ¢ uma tranqiiilidade genérica que resulta da confianga
que tem na sua capacidade de argumentar dos dois lados, vale dizer, no seu método de
argumentagdo. E na medida em que ¢ indissocidvel de uma habilidade ou capacidade -
adquirida pelo pirrénico, ¢ permanente e ndo momentinea. (Smith, 1993, p. 25).

Procedendo com esta teoria em mente, avaliemos os personagens em questo:
Conselheiro Aires:

Conselheiro Aires € um narrador, “comentador irénico e onisciente, que, em
determinada altura, toma o fio da narrativa, e de modo implicito passa a governa-la a seu bel-
prazer”. Ele é aquele que “quando nfio acertava de ter a mesma opinido, e valia a pena
escrever a sua, escrevia-a. Usava também guardar por escrito as descobertas, observagdes,
reflexdes, criticas e anedotas”. (Esai e Jacob, Capitulo XII) Aires é o anotador das

ocorréncias e observagdes desta obra, segundo a “Adverténcia”:

Quando o conselheiro Ayres falleceu, acharam-se-the na secretéria sete cadernos
manuscriptos, rijamente encapados em papeldo.[...] O setimo frazia este titulo:
Ultimo. [...] Ele ndo representou papel eminente neste mundo; percorreu a carreira
diplomatica e aposentou-se. Nos lazeres do officio, escreveu o Memorial, que,
aparado das paginas mortas ou escuras, apenas daria (e talvez d€) para matar o tempo
da barca de Petropolis.

Tal foi a razio de se publicar sémente a narrativa. Quanto ao titulo, foram
lembrados varios, em que o assumpto se pudesse resumir. Ab ovo, por exemplo,
apezar do latim; venceu, porém, a ideia de lhe dar estes dous nome que o proprio
Ayres citou uma vez: ESAU’ E JACOB

J4 em “Esse Ayres”, Capitulo XII, passamos a conhecer mais um pouco sobre este
personagem cético, ao ver a confianga que tem na sua capacidade de argumentar opinides
diferentes sobre questdes da vida. Este foi um momento em que ele expressou a sua opinido
sobre a sua condigio de viavo e também de outras curiosidades que as pessoas
demonstraram: ‘

Ayres ndio pensava nada, mas percebeu que os outros pensavam alguma cousa, e fez
um gesto de dous sexos. Como insistissem, ndo escolheu nenhuma, que contentou a
ambos os lados, cousa rara em opinides médias. Sabes que o destino dellas ¢ serem
desdenhadas. Mas este Ayres, - José da Costa Marcondes Ayres, - tinha que nas
controvérsias uma opinido dubia ou média péde trazer a opportunidade de uma pilula,
e compunha as suas de tal geito, que o enfermo se ndo sarava, ndo morria, e € 0 mais
que fazem pilulas. No lhes queiras mal por isso; a droga amarga engole-se com
assucar. Ayres opinou com pausa, delicadeza, circumloquios, limpando o monoculo
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ao lengo de seda, pingando as palavras e obscuras, fitando os olhos no ar, como quem
busca uma lembranga, e achava a lembranga, e arredondava com ella o parecer. Um
dos ouvintes acceitou-o logo, outro divergiu um pouco e acabou de accordo, assim
terceiro, € quarto, e a sala toda.

Em um outro acontecimento, apos a consulta de Nascimento e de Perpétua com a
cabocla no Botafogo, o nascimento dos gémeos, Pedro e Paulo, fez com que todos tivessem
muitas expectativas com relagdo ao futuro brillante dos meninos, mas todos se esqueceram da
possivel parte trigica predita. No entanto, Conselheiro Aires, que descré desta afirmacéo,
insinua que os sentimentos de diferencas entre os gémeos poderia até existir pela predigio da
cabocla, mas por diferengas psicolégicas ou por disputas de poder. Esta circumstincia
ocorreu em uma reunido na casa do barfo de Santos, onde todos participavam de uma
discussdo sobre Espiritismo que havia convergido para o futuro dos gémeos. Nesta ocasido,
- Pléacido, o espirita, apresentava as leis cientificas para confirmar a veracidade de sua doutrina,
enquanto Santos comecgou a postular que os gémeos seriam grandes neste mundo: “dous
espiritos podiam tornar juntos a este mundo; e se, brigassem antes de nascer?” Entfo, Aires
responde a este comenario:

Antes de nascer, criangas ndo brigam, replicou Ayres, temperando o sentido
affirmativo com a intonagédo dubidativa |[...]

- Esatl e Jacob brigaram no seio materno, isso € verdade. Conhece-se a causa do
conflicto. Quanto a outros, dado que briguem tambem, tudo estd em saber a causa do
conflicto, e ndo a sabendo, porque a Providencia a esconde da noticia humana...Se
fosse uma causa espiritual, por exemplo [...] Ha ainda o caso de quererem ambos a
primogenitura.

- Para que? perguntou Placido.

- [...] O simples gosto de nascer primeiro, sem outra vantagem social ou politica, pode
dar-se por instincto, principalmente se as criangas se destinarem a galgar os altos do
mundo. (pp. 59 - 60) '

Pedro e Paulo, desde criangas demonstraram divergéncias de opinies. Natividade se
aproxima do Conselheiro e lhe pede para usar de sua sabedoria para minimizar as contendas
entre os gémeos. Aires, com uma atitude paterna, aceita o encargo. Em “Uma Hypothese”,
Capitulo XLII, Ayres afirma que ndo perdia muito tempo em conhecer os rapazes e sabe que
“se os gémeos tivessem nascido delle talvez ndo divergissem tanto nem nada, gragas ao
equilibrio do seu espirito [ataraxia]. A alma do velho entrou a ramalhar ndo sei que desejos
retrospectivos, e a rever essa hypothese, outra Caracas, outra Carmen, elle pae, estes meninos
seus, toda a andorinha que dispersava num fartalhar calado de gestos”. (pp. 152) Aires, com
um tom de tranqililidade a respeito de sua missdo demonstra este ar de confianga com uma
solugdio para esta situagio. Mais sobre a sua miss3o, vemos em “O Salmao”, Capitulo XIV,
Aires contemplando a sua missio:

Ayres queria cumprir devéras o officio que acceitara de Natividade. Quem sabe se a
ideia de pae espiritual dos gemeos, pae de desejo sémente, pae que nédo foi, que teria
sido, ndo lhe dava uma affei¢do particular e um dever mais alto que o de simples
amigo? Nem ¢ fora de proposito que elle buscasse sémente materia nova para as
paginas nuas de seu Memorial. )
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Neste almogo, Capitulo XLV, Aires, no seu habito préprio de filosofar e dotado de
conhecimento da verdade, “experiéncias vividas”, usa de uma metéfora para que cada um dos
gémeos pudesse se identificar. Ele usa de duas citagdes de Homero: uma para Paulo, no
comego da Iliada e a outra destinada a Pedro, sobre Ulisses, o “her6i astuto”, do comego da
Odisséia. A reago dos jovens foram a seguinte:

- Tem razdo, Sr. conselheiro - - disse Paulo — Pedro é um velhaco...

- E vocé ¢ um furioso...

- Em grego, meninos, em grego e em verso, que é melhor que a nossa lingua e a prosa
do nosso tempo.

Nesta tatica filoséfica usada por Aires, os gémeos “ambos sorriram de fé, de
acceitagdo, de agradecimento, sem que achassem uma palavra ou syllaba com que
desmentissem o adequado dos versos”. (pp. 162)

O Conselheiro, em uma interagdo com Flora, desmonstra a sua tranqiiilidade (paz
mental). Vemos isto ocorrem em “Terpsichore”, Capitulo XLVIII:

A voz que fallou a Flora saiu da bocca do velho Ayres, que se fora sentar ao pé della e
lhe perguntara:

- Em que € que esta pensando?

- Em nada, respondeu Flora.

Ora, o conselheiro tinha isto no rosto da moga a expressio de alguma cousa e
insistia por ella. Flora disse como poude a inveja que lhe mettia a vista da princeza,
ndo para brilhar um dia, mas para fugir ao brilho ¢ ao mando, sempre que quizesse
ficar subdita de si mesma. Foi entao que elle lhe murmurou, como acima:

-Toda alma livre é imperatriz.
A phrase era boa, sonora, parecia conter a maior somma de verdade que ha na terra e
nos planetas. (pp.180 — 181)

Podemos adicionar também o ocorrido em “De Confidencias™, Capitulo LIII. Aires é
bem humorado ao se sentir esfaldado com a confusdo de sentidos que leva todos a perdir-lhe
conselhos:

Ayres respondeu, com brandura, que ndo podia nada.

- P6de muito, todos attendem ao seus conselhos.

- Mas eu ndo dou conselhos a ninguem, acudiu Ayres. Conselheiro é um titulo
que o imperador me conferiu, por achar que o merecia, mas nido obriga a dar
conselhos; a elle mesmo s6 Ih’os darei, se m’os pedir. Imagine agora se eu vou 4 casa
de um homem ou mando chamal-o 4 minha, para lhe dizer que ndo seja presidente de
provincia. Que razdo lhe daria? [...] Appellou para os talentos do ex-ministro, que
acharia uma razdo boa. Nem se precisavam razdes, bastava o fallar delle, a arte que
Deus lhe dera de agradar a toda a gente, de a arrastar, de influir, de obter o que
quizesse. Ayres viu que ella exaggerava para o attrair, e ndo lhe pareceu mal. Nio
obstante, contestou taes meritos e virtudes. Deus ndo lhe dera arte nenhuma, disse ele,
mas a moga ia sempre affirmando, em tal maneira que Ayres suspendeu a contestag3o,
¢ fez uma promessa.

- Vou pensar; amanhi ou depois, se achar algum recurso, tentarei o negocio.
(pp. 200 — 201)
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Neste enconto, Batista também consulta com Aires, mas o Conselheiro finge ndo
compreender os sentidos das palavras:

- [Batista] Confesso-lhe que tenho o temperamento conservador.

- [Aires] Tambem eu guardo presentes antigos.

- Néo ¢ isso: refiro-me ao temperamento politico. Verdadeiramente ha
opinides e temperamentos. Um homem péde muito bem ter o temperamento opposto
as suas ideias, se as cotejarmos com os programmas politicos do mundo, sdo antes
liberaes e algumas liberrimas. [...] Francamente, que lhe parecia ao Conselheiro?

- Francamente, acho que néo tem razéo.

- Que ndo tenho razdo em que?

- Em recusar. [...]

- De maneira que, se o caso fosse com o senhor...

- Commigo nio podia ser. [...]

- Mas ndo me disse que acha...

- Acho. [...]

- [...] A presidencia foi-me offerecida.

- Acceite, acceite.

Neste incidente, o Conselheiro toma as indagaces de Batista e procura fazer com que
ele caia em contradigdo ao defender seus pontos de vista, fazendo assim com que ele
reconhega a sua falta de conhecimento daquilo que julgava saber, um método utilizado por
Socrates. Através do reconhecimento da ignordncia, passa-se entdo a reconhecer a verdade,
pela razdo, que temos em n6s.5 :

Aires, como interlocutor, tinha um costume muito interessante que fazia com que as
suas observagdes se tornassem conclusdes ao ndo discordar das opinides:

Ora, o costume de Ayres era o opposto dessa contradicgdo benigna. Has-de
lembrar-te que elle usava sempre concordar com o interlecutor, nio por desdem da
pessoa, mas para ndo dissentir nem brigar. Tinha observado que as convicgdes,
quando contrariadas, descompdem o rosto 4 gente, € ndo queria ver a cara dos outros
assim, nem dar 4 sua um aspecto abominavel. Se lucrasse alguma cousa, v4; mas, ndo
lucrando nada, preferia ficar em paz com Deus e os homens. Dahi o arranjo de gestos
e phrases affirmativas que deixavam os partidos quietos, € mais quieto a si mesmo.

Um dia, como elle estivesse com Flora, fallou daquelle costume della,
dizendo-lhe que parecia estudado. Flora negou que o fosse; era inclinagdo natural
defender os ausentes, que ndo podiam responder por nada; demais, applacava assim
um dos gemeos com quem fallasse, e depois o outro.

- Tambem concordo.

- E por que ha de o senhor concordar sempre? perguntou-lhe sorrindo.

- Posso concordar com a senhora, porque ¢ uma delicia ir com as suas
opinides, e seria mau gosto rebadel-as; mas, em verdade, ndo ha calculo. Com os
mais, se concordo, € porque elles s6 dizem o que eu penso.

- Ja o tenho achado em contradigdo;

- Pdde ser. A vida e o mundo nfo séo outra cousa. A senhora nfo sabera isto
bem, porque € moga e ingenua, mas creia que a vantagem ¢€ toda sua. A ingenuidade é
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o melhor livro e a mocidade a melhor escola. V4 desculpando esta minha pedanteria;

alguma vez € um mal necessario. (Capitulo LXXXVI, Entre Ayres e Flora, pp. 319 —
320)

O erudito Conselheiro Aires em Esau e Jaco usa de uma perspicécia e ironia em suas
respostas, pervertendo o sentido original de seus interlocutores. Nesta visdo cética do
experiente ex-embaixador, ele, mediante algo que traz intrangiiilidade a sua alma, se
contrapde aos argumentos de mesma valia. Aires nota o enfado da parte dele de escolher
entre um ou outro argumento, pois os dois argumentos se mostram irrelevantes. Este tom e
modo de filosofar, muitas vezes cético, demonstra as sua trangiiilidade da alma ou ataraxia
(paz mental).

Lambert Strether:

A obra de Henry James, The Ambassadors, baseia-se em um tempo e lugar em que as
representacdes ficcionais de “uma vida ideal”, que inclui, a viagem & Europa, se torna bem
ambigua. A questdo de como um individuo pode viver uma vida ideal é apresentada ndo
somente pelo narrador, mas pelo personagem de Strether, o centro da consciéncia que se diz
ter “um conhecimento completo”. A narrativa utilizada por James nesta obra depende
inteiramente de ambas vozes: da primeira e da terceira pessoa. Levando em consideragdo
estas duas perspectivas de analise, esta dificuldade de responder “o que € uma vida ideal” e a
questdo do “conhecimento completo” séo aqui caracterizadas por um ceticismo na forma e
estilo adotado nesta obra.

The Ambassadors € narrado por Henry James de uma forma complexa apresentando o
ponto ponto de vista, observagdes, pensamentos e reflexdes de Strether. No entanto, cada
evento ¢ filtrado pelos olhos e pensamentos deste personagem narrador. O mesmo se pode
dizer pelos comentarios de Strether que reflete as suas impressdes e ideologias. Por estas
razdes, Strether € o personagem mais importante desta obra. Ele aparece em muitos
acontecimentos da novela e serve como um instrumento motivador na vida dos outros e
mesmo de influéncia para convencer Sarah Pocock da moral de Madame de Vionnet. No
final, ele falha na missdo de querer que os outros sigam as suas proprias ideologias, mas
encontra uma trangiiilidade (paz mental) que resulta numa confianga que tem na sua
capacidade de argumentar na vida.

Percy Lubbock, em seu estudo “The Jamesian Tradition”, comenta em seu livro The
Craft of Fiction, sobre o personagem de Lambert Strether: e

[...] with a mind working so diligently upon every grain of his experience, is a most
luminous painter of the world in which he moves...standing above the story and
taking a broad view of many things...transcending the limits of the immediate
scene...The man’s mind has become visible, phenomenal, dramatic; but in acting its
part it still lends us eyes, is still an opportunity of extended vision. (pp. 149)

Strether passou por uma jornada que contribuiu para que ele se tornasse uma pessoa
completamente diferente do que era antes. No inicio, era completamente dependente, nio
confiava em si mesmo, suspeitava de tudo e de todos, e sentia que havia perdido muito na
vida j4 que tinha 55 anos de idade. No final, o personagem se encontrava amadurecido.
Strether tinha uma grande capacidade de sentir e de viver. J& era também mais confiante,
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independente nas suas decisdes, e mais feliz. Pode-se dizer que Strether obteve o
conhecimento da “verdade” na sua jornada da vida e, como consequéncia foi capaz de
adquirir a tranqiiilidade de sua alma.

Em vérias cenas, a comegar com a sua chegada a Paris, Strether passa por um estado
de concientizagdo de sua existéncia. Vejamos no seguinte exemplo no Capitulo II do Livro II
a sua primeira conscientizag@io do significado da mudanga que experimentou em Paris. Este
foi um momento de paz absoluta para o personagem:

In the garden of the Tuileries he had lingered, on two or three spots, to look; it was as
if the wonderful Paris spring had stayed him as he roamed. The prompt Paris morning
struck its cheerful notes — [...] The palace was gone, Strether remembered the palace;
and when he gazed into the irremediable void of its site the historic sense in him
might have been freely at play — the play under which in Paris indeed it so often
winces like a touched nerve.

[...] In the Luxembourg Gardens he pulled up; here at last he found his nook,
and here, on a penny chair from which terraces, alleys, vistas, fountain, little trees in
green tubs, little women in white caps and shrill little girls at play all sunnily
‘composed’ together, he passed an hour in which the cup of his impressions seemed
truly to overflow. [...] It was the difference, the difference of being just where he was
and as he was, that formed the escape — this difference was so much greater than he
had dreamed it would be; and what he finally sat there turning over was the strange
logic of his finding himself so free. He felt it in a manner his duty to think out his
state, to approve the process, and when he came in fact to trace the steps and add up
the items they sufficiently accounted for the sum. He had never expected — that was
the truth of it — again to find himself young, and all the years and other things it had
taken to make him so were exactly his present arithmetic. He had to make sure of
them to put his scruple to rest. (pp. 76 — 78)

_ Strether passa por varias experiéncias que o ajudam gradativamente na sua maneira
filosdfica de pensar e que o afetam de uma maneira completa, ou podemos dizer assim que de
uma maneira permanente. Uma das cenas da novela que proponho uma observagio deste
processo foi a visita de Strether com Maria Gostrey, logo depois da cena do barco e quase no
final da novela (Livro 12, Capitulo III). Aparentemente, ele j4 menciova o estado de
felicidade que estava passando na sua jornada da vida. No Capitulo III do Livro 11 lemos:

[...] Strether’s sense, out of elements mild enough; and even after what he had, as he
felt, lately ‘been through’ he could thrill a little at the chance of seeing something
somewhere that would remind him of a certain small Lambinet that had charmed him,
long years before, at a Boston dealer’s and that he had quite absurdly never forgotten.
It had been offered, he remembered, at a price he had been instructed to believe the
lowest ever named for a Lambinet, a price he had never felt so poor as on having to
recognize, all the same, as beyond a dream of possibility. He had dreamed — had
turned and twisted possibilities for an hour: it had been the only adventure of his life
in connexion with the purchase of a work of art. [...]

He observed in respect to his train almost no condition save that it should stop
a few times after getting out of the banlieue; he threw himself on the general
amiability of the day for the hint of where to alight anywhere — not nearer Paris than
an hour’s run — on catching a suggestion of the particular note required. [...] It will be
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felt of him that he could amuse himself, at his age, with very small things if it be
again noted that his appointment was only with a superseded Boston fashion. [...] he
didn’t know, and didn’t want to know, the name [of the site] — fell into a composition,
full of felicity. (410-411)

Nesta fase de sua vida onde participava desta harmonia e paz mental, o resultado da
cena do barco contribuiu para que ele pudesse ficar decepcionado com seus amigos. A
expectativa de seus amigos ¢ que poderiam influenciar e alterar nas suas escolhas, mas ele
prefere “manter-se calado”, provando assim que j4 havia obtido o conhecimento da verdade e
qualquer que fosse as escolhas apresentadas no seu caminho, elas seriam equipotentes:

They now took on to his fancy, Miss Gostrey and he, the image of the Babes in the
Wood; they could trust the merciful elements to let them continue at peace. He had
been great already, as he knew, at postponements; but he had only to, get afresh into
the thythm of one to feel its fine attraction. It amused him to say to himself that he
might for all the world have been going to die — die resignedly; the scene was filled
for him with so deep a death-bed resignedly; the scene was filled for him with so deep
a death-bed hush, so melancholy a charm. That meant the postponement of everything
else — which made so for the quite lapse of life; and the postponement in especial of
the reckoning to come — unless indeed the reckoning to come where to be one and the
same thing with extinction; It faced him, the reckoning, over the shoulder of much
interposing experience — which also faced him; and one would float to it doubtiess
duly through these caverns of Kubla Khan. [...] he was to-see, at the best, what
Woollett would be with everything there changed for him. (pp. 447 — 447)

Strether se encontrava diante de duas condi¢Ges na vida: a vida passada em Woollett e
a nova em Paris. Ao mencionar a sua condigio de Kubla Khan’, o autor transporta o leitor 4
mensagem de um poema que fala sobre este estado de paz e imortalidade, no qual se
encontrava Strether no final de sua jornada. Foi do seu confronto com “Woollett” e “Paris”
que resultou a sua transformacgfo e aceitagdo de que seria impossivel escolher entre um e
outro (Woollett ou Paris), pois qualquer uma das opg¢des seria vilida, uma atitude cética.

A anélise aqui apresentada, e que encoraja futuros estudos, expde qualidades céticas
nos personagens de Strether, da obra The Ambassadors, e de Conselheiro Aires, em Esail ¢
Jacé. Estes personagens filosofam sobre coisas irregulares na vida e investigam para obter o
conhecimento da verdade. Nesta busca de conhecimento da verdade, ambos alcangcam
trangiiilidade da alma (paz mental), mesmo mediante circunstiancias diferentes. O resultado
das jornadas tomadas por estes personagens ¢ o reconhecimento de que € impossivel escolher
entre um ou outro argumento, pois os dois se mostram de mesma valia e os levam no mesmo
caminho da tdo desejada tranquilidade de qualquer distirbio na vida que resultard numa paz
mental. '
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Notas

! Ataraxia “is a Greek term used by Pyrrho and Epicurus for a limpid state, characterised by freedom from
worry or any other preoccupation. For the Epicureans, ataraxia was synonymous with the only true happiness
possible for a person. It signifies the detached and balanced state of mind that shows that a person has
transcended the material world and is now harvesting all the comforts of philosophy.” Source:
Ataraxia:http://www.websters-online-dictionary.org/definitions/ataraxia?cx=partner-pub-
0939450753529744%3 Av0qd01-tdlg&cof=FORID%3A9&ie=UTF-8&q=ataraxia&sa=Search#922

Pyrrho was a Greek Phylosopher, from Elis, and a founder of the Greek School of Skepticism. Source:
http://www.iep.utm.edw/pyrrho/ )

* Bernardo, Gustavo. Literatura e Ceticismo. Sio Paulo, SP: Annablume Editora, 2005. pp. 12.

? Filho, Roberto Bolzani. O ceticismo pirrénico na obra de Sexto Empirico. Sdo Paulo: Tese de mestrado, 1992.
http://www.urutagua.uem.br//005/08fil pinto.htm

% pinto, Anny Kétia da Silva. A Nog#io de epokhé no ceticismo pirrdnico. Revista Urutégua.
http://www.urutagua.uem.br//005/08fil pinto.htm# ftn5

* Eulalio, Alexandre. O Esat e Jacé na Obra de Machado de Assis: As personagens e o Autor Diante do
Espelho. Escritos, Sdo Paulo: Editora da Unicamp/Unesp, 1992, p. 350.

® The Socratic Method (or Method of Elenchus or Socratic Debate), named after the Classical Greek philosopher
Socrates, is a “form of inquiry and debate between individuals with opposing viewpoints based on asking and
answering questions to stimulate rational thinking and to illuminate ideas.[1] It is a dialectical method, often
involving an oppositional discussion in which the defense of one point of view is pitted against another; one
participant may lead another to contradict himself in some way, strengthening the inquirer's own point.” Source:
The Socratic Method: hitp://www.absoluteastronomy.com/topics/Socratic_method

7 "Kubla Khan; or, A Vision in a Dream: A Fragment" is a poem by Samuel Taylor Coleridge, which takes its
title from the Mongol and Chinese emperor Kublai Khan of the Yuan Dynasty.” Coleridge claimed that this
poem came to him in an opium dream. It opens with an enigmatic but precise description of an emperor's
pleasure dome located in an enchanted, savage spot where a woman cries for her demon lover and the sacred
river is flung up violently, then meanders before plunging through caverns into a sunless sea. The poem is also a
classic case of European fantasizing about the exotic and luxurious East.” Source:
http://www.wsu.edu:8080/~wldciv/world_civ_reader/world_civ_reader 2/coleridge.html
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Te ecnoﬁagia y cultura popular: Notas sobre el feno’meno regiocoﬁamﬁiano
Juan Sordo
‘J"ecnofo’gico de Monterrey

1. Introduccion

El término ‘cultura’ es uno de los més polisémicos de todos los que se utilizan en las
ciencias humanas y sociales (Kroeber y Kluckhohn 1952; Bauman 1999; Eagleton 2001)".
Cuando a éste se le agrega el calificativo de ‘popular’, las dificultades propias de éste 1iltimo
hacen alin mas complicada la cuestion. ‘Cultura popular’ es un concepto que se ha utilizado
para referirse a una variedad tan amplia de fenémenos y desde posturas tedricas tan dispares
que se puede considerar como desorientador para llevar a cabo un estudio riguroso (Bennet
1980, 18). Pero aun entre los defensores de su uso es ampliamente aceptado que nos
encontramos ante una crisis de dicho concepto debida no sélo a las tensiones teéricas no
resueltas que acarrea, sino también a las transformaciones de las dindmicas culturales en las
ultimas décadas (Franco 1997, 62-65; Storey 1998, 203-218). '

En el presente articulo, destacando la especificidad del contexto latinoamericano,
sostenemos que el concepto de cultura popular puede seguir siendo orientador para referirse a
fenémenos culturales particulares. Reconocemos, sin embargo, que deben tenerse seriamente
en cuenta los cuestionamientos que se le dirigen y proponemos que la atencion al papel que
los artefactos tecnoldgicos juegan en las practicas concretas de produccién, difusién y
consumo cultural puede brindar una alternativa para su reelaboracién y para la orientacién
metodologica de su empleo. Posteriormente presentamos algunos de los rasgos y précticas de
un fenémeno cultural especifico que consideramos muestran suficientemente la pertinencia
de conservar el concepto y del abordaje propuesto. Se trata del fenémeno colombia o
regiocolombiano en el drea metropolitana de Monterrey, México; una serie de précticas
culturales, en las cuales resulta central el uso de tecnologia sonora, y que constituyen un
mundo de vida o una identidad colectiva de los que participan principalmente miembros de
las clases marginales.

2. La ‘crisis de la cultura popular’

De forma concisa puede sefialarse que lo popular de la cultura se ha definido
siguiendo alguno de los siguientes criterios: su aceptacion o consumo por amplios sectores de
la poblacién, su caréacter tradicional o folclérico, su oposicion a la alta cultura, su circulacién
masiva, o su origen o identificacién con las clases dominadas o trabajadoras (Bennet 1980,
20-22; Storey 1998, 7-16). Cada uno de estos criterios sefiala cierto tipo de fenémenos bien
particulares, sin embargo, si se busca una definicion satisfactoria y rigurosa no todos ellos
resultan igualmente relevantes (Hall 1998, 446). Consideramos que, a pesar de la gran
dificultad que ello supone, una empresa tal no puede eludir la cuestion de encontrar criterios
para distinguir vélidamente al pueblo del no-pueblo (Hall 1998, 448). En el mundo
angloparlante esta labor ha sido afrontada con mayor decision dentro de los llamados
Estudios Culturales, especialmente los que parten de la labor del CCCS (Centre for
Contemporary Cultural Studies) de la Birmingham University y retoman las aportaciones de
autores continentales como Gramsci, Bourdieu y de Certeau. Sus principales méritos son el
planteamiento de una concepcién de la cultura popular no esencialista sino relacional o como
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un campo de encuentro de diversas fuerzas en las que resultan centrales las nociones de
alteridad y hegemonia, asi como la atencion a las dimensiones econdmicas y politicas en las
que los procesos culturales se encuentran insertos (Bennett 1998; Hall 1998),

Ahora bien, estas formulaciones sobre la cultura popular en los Estudios Culturales
poseen dos limitantes: se encuentran contextualizadas particularmente en los procesos de
modernizacion industrial britdnicos (Parker 2011, 148; Reynoso 2000, 41) por lo que se
construyen sobre las practicas de las clases trabajadoras de dicho contexto y, al menos en sus
primeras etapas, resaltaban —quizds de una forma excesiva que rayaba en la militancia
(Fabian 1998, 2)- el carcter oposicional y subversivo de la misma®. Pero durante la segunda
mitad del siglo XX fue ya ineludible que la dindmica cultural fue siendo cada vez mas
dominada por los productos desarrollados por las industrias culturales y por la circulacién
masificada de los mismos. Ello difuminé los contornos claros de la cultura dominante a la
que una cultura popular podia oponerse y redujo drésticamente la vida cultural de cualquier
sector de la poblacién que sea identificado como popular a poco més que el consumo de lo
que dichas industrias ofrecen. Asi, y alin cuando los sectores intelectuales méas
comprometidos politicamente apelan, apoy4ndose en formulaciones como las de de Certeau
(1984), a que las posibilidades de subversién (o bien negociacién, apropiacién, etc.) se
concentran ahora en las posibilidades de un consumo activo, creativo y productor en si
mismo de sentidos que siempre pueden escapar a aquellos pretendidos por los productores y
quienes controlan la circulacién de la oferta cultural®, lo cierto es que en el mundo
angloparlante, cada vez es mas complicado distinguir clara.mente la cultura popular de la
nocién de cultura de masas o de la de pop culture.

3. La cultura popular en Latinoamérica

Pero si en el mundo angloparlante éste ha sido el desenlace ante la “crisis de la cultura
popular’, en Latinoamérica la situacién es un poco dlstmta La alteridad inherente a la cultura
popular implica en la reglon una carga mas ambivalente’ (Beezley y Curcio-Nagy 2004, xvii)
y un contenido étnico mas definido. Mientras que, por otra parte, la comparativamente mayor
limitacion en el acceso de grandes sectores de la poblacion al consumo de los productos de
las industrias culturales hace inaplicable en la misma magnitud la nocién de una clara
reorganizacion de lo popular en el consumo de lo que estas industrias ofrecen, ain cuando
autores como Martin Barbero con cierta justificacion puedan hablar de “lo popular que nos
interpela desde lo masivo” (2001, 247).

En una aproximacion superficial, se observa que el uso del concepto cultura popular
en Latinoamérica sigue manteniendo una mayor referencia a lo tradicional, a las formas de
produccion artesanal, e implica una relacién mas problematica con los medios masivos de
comunicacion. Ello responde parcialmente a la realidad de la regién donde, en mayor medida
que en los paises desarrollados, se ha dado una “realizacion heterogénea del proyecto
modernizador” (Garcia Canclini 1990, 235), los elementos indigenas suelen ocupar un lugar
privilegiado en el imaginario identitario nacional y, a pesar de los cambios demograficos del
ultimo medio siglo, el “campesinado y las clases trabajadoras [...] superan en niimero a la
escasa clase media y a la mindscula alta burguesia” (Yudice 2002, 91-92).

A pesar de que este matiz terminoldgico resulta en cierta forma adecuado suele

introducir nuevas dificultades para la comprensién cabal de los fendmenos a los que el
conce