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_ Story or history
The existing accounts of the Spanish American short story consist almase
Ccompletely of conventional literary history: the modern shortstory s sajd
- tohave been born with Echeverria or Palma or Darjo or Quiroga, to have
| been descended from carlicr sources in the Spanish or indigenous or
4 mestizo traditions, to have developed or marured or produced such
1 progeny as Borges and Rulfo and Bombal. Actention is not usually called
-to the organicist metaphors ar work in these accounts, the authors
-sseeming 1o find them beyond question, The literary historian's task, as
5 defined in the manuals by Leal, Menton, and others, consists of
§ taxonomy by movements (Naturalism, mdonovism, crioflismo, the
fantastic, Neorealism), by generations {the Generations of 1930, 1934,
4 1940,1950, and so on, depending on the history of the country in question,
o the “first,” “second,” and “third” generations of writers of the
“Mexican Revolution), by countey or region, or by the gender or ethnic
f,-b:igin ol the writers; somerimes, indeed, an uneasy combination of al] of
' IC is no agrecment berween the

o e above forms (he “history.” The
i#-different accounts ol this supposed “history,” and indeed no agreement
; uncertain foundations on which these

sould-be possible, piven the
“ecounts are built, Iy js noteven very certain that o “history” of the short
sory genre in Spanish America could be writren: the notion of the short
orvas genre has been vigorously debated internationally, and in Spanish
ation of such a genre is problema-

§ America the constitntion and preserv

Hotized by 1he uncertain ‘relations berween the “short story” and cthe
Ostumbrista sketeh,” the “tradicion,” and rhe “cronica.” Similarly, the

frontiers between the “short story” and the “prose poem” and “navella”

or“short novel” are uncertain, waiting 1o be adjudicated. o

425 Instead, then, of giving an account of a history of something that

i rethaps never was and certainly pesigys being told

-t

as history, T havé chosen
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here o el a very different kind of story, thc.smry o‘f ]t,':-:sclll;;:;:
intonations of a metaphor” or serics of mct_apllo]r:s (u? panl{»‘.n riy
from “Pascal’s Sphere”). The imugc’s cx:.unmcd Idcul \:?\L :’mmnccs by
proposed as metaphors (or narration itsclf, and It :uro:|t Iof..m pees in
diverse Spanish American texts have been collected here :

in the poctics of prose.

Circles |
[ sas : a place of death
A paradigmatic sitnation: a fat old man tellsa btzry"lho“t .:]pl :«l.lc. o a 1,
ac rurn : speaker’s own death. q
:e the ; : the place of the speaker’s .
a place thar turns out to be ker's dearh hina
sc?ics of nested narratives, the fat man tells stories, all ultimately tvca“rm '
. N )
of the same story. He uses an image to talk about his own story i

1 3 H = o L35 . "
For me reality is what is lefe when all of realicy lm.; dls.lppc..l:u.‘l',sx}rrl:)cm
‘ abi st that prevents
g as been burnt up, the (orest tha '
the memory of habit has bee . e ' fram
sceing the tree. We can only allude to it vaguely, or dr}.m:;‘ :’;f'q |’cﬁ>
imaginc it. An onion. You peel off layer alter Iuycr,_nnf W “‘. 1(;“}“;
ag . ! ' ' ’ !
Nothing, but thac nothing is everything, or at least a snn(g\l;wj,r;‘.’!d“ .
Morie y
brings tears to the eyes. .
i is ated three more times,
The analogy between the onion and the story is rcpc:.;ud th|r[L:1;k retimes
1 ) : 1) . ¢ 1] a H .
On the following page the fat man says of hlm.t.clf.( my;c L-]‘rcr .Sﬁ” ik
8 e ew layers of the onion (p. 91). L: ~still,
For what? To peel off new I el ke
s or knew when he was telling <
5 an: *“You never knew
narrator says of the fat i ' s ellinga joke
o;' remembering an ancedote, at what point one stor)."cn;llul :]:c another
M M vy . R y
one emerged from it, ‘peeling the onion™™ (p. 9},)l.I Fina );,'  marrata;
i Ori : ere all pare of the ss )
s: e 2 s stories. Perhaps they were . y
says: “'IHe told various s 1aps they were > the same on
Iet}ting o layer after layer and emitting its stinging and fantastic (I

b ion : story itself, -
e élizliously, in this story the onion is a metaphor of the short story "

i : : seeming divagations ™ -
and the story has a sort of onion structure due to the seeming divag 7

0( tl“. Old man \\]losc ll’ ldd t storic I o variants 0‘ asin ]L Swly.
) abur nest Ics turn int g
] hlS (.550“[]11] St()lv 1S tOld at tll(. Lnd llll at OULL, “'lhout l“ly more

interruptions or digressions™ (p. 95). It goes like this:

i ic in a serie s, At
A man saw the place where he was going to dic mla Stil:sf:)[r;t;i?l:,o; AL
first he did not understand too fvcll }vhcrclr was. ]hitlt::ul .i“ ! d’cmilcd E
e L;Slel pl'mcucc;d;nttltzlgf:ln ?ll;:t;‘;ll fear of comingup
description. He said that afterwa f e 0 COMMB NG
in reality with the predestined facal place. He to the story '
?:1::-1:115 )"I'hcy all agrz'ccd that he should nor pay ;l“'wmmr'i‘r[-(i),::-‘ul?i?:‘slt.illcl B
went to a psychoanalyst who f)nly succc.cdtl:(“nl] rs:c )("_)nc s
more. He ended up shutcing himself up in his house,

Il(l(l(:l'll\' r(:l]l(‘n]hcr }} 5 C(Iresd a DWN room iy .
> 4 Of I\l‘n (l cam lt was hlb 3
S C(I fhc settu 4 »

his house.
466 .

i

The Iwculiclb~c¢,-nmr)' short story

The ending, told by the young narrator, is bricf: the far magn grows silent,
his voice broken and his face ashen, one hand pointing to the empty space
of a doorway. Those listening to him suddenly understand that “what the
fatman had described pointby point was the room where we were sitting”
(. 96). When the narrator and his friends look at the far man once more he
is dead, his cyes staring at them, wich o sarcastic smile (p. 96).
The final story thus ends with the death of the far man, the one
(within the story of the young journalist narrator) tells us the
own death, even if he does so in the third person (these are che dreams of
“the man™ in his stories). To finish telling a story is o die, which means
that telling storics s Jife itself. All of his prior stories, then, put off the
essential story, the story that can be rold “4] atonce” because it leads to
theend, to nothingness, The cenrral conflict in the story between language
and silence is thus part of a dialogue thar involves not only the fat man and
“his interlocutor, our narrator, but also the author and the reader.

The problem set oue by the story is the impossibility of uttering the
sentence: 1 die now, here.” This senmience can be transposed into ocher
grammatical persons or verbal tenses, and may be urtered figuratively, bur
never directly and literally. Thus the story involves the enclosing of an
impossible declarative statement in a serics of statements that repeat it
with a series ofdiffcrcnccs. or the displacement of it onto the image of the
nathingness at the heart of the onion (or the dropping of a hat in Tristram
Shardy). On o temporal axis, cthe telling of the series of frame stories
precedes the staging of the central ancedote, which js essentially non-
narrative and nonverbal, The fact that the cenral cpisode requires the
death of the speaker makes it impossible for it to be repeated and
impossible for it not 1o be repeated: it is the ultimate story.

- The story | have been talking about is by Augusto Roa Bastos
- (Paraguay, b, 1917), and is significantly called *Contar un cuento” (in
- Moriencia |1 8.4 edn.l). It could casily be the work of a half-dozen other
Spanish American writers of short storics. This paradigmatic story unies
Ay number of the most common clements of 3 dominant tradition of the
short story in Spanish America: the concern with the relation between life
-and death and the analogous concern with the relations between writing
and silence, the use of nested narratives, the awempeo recover speech and
memory in writing,

who
story of his

Of course, by privileging this story Lam suggesting it as q paradigm of
“the Spanish American short story,” just as any other initjal example
would predetermine o some extene the categories of the subscquent
discussion. T will lager retn o the question of whether this is one
“paradigm amony many: suffice it to say for the moment thae chis Roa
“ Bastos story has a number of clements that can be found in other
important modern short storics from Spanish America, as for example
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. . g laberinto,” Juan

Luis Borges's “Abenjacan el Bojari, mucrto cn su “La C‘\l"l‘ de la

‘pe s Borges's R “arlos s Lo can .
'Illml}‘l'«&)‘s “Anacleto Morones,” juan .(‘".Ilo.? O”‘L‘nc justa few, Inall of

lll" L‘i-. “and Silvina Ocampo’s “*La furia, m|“.-”‘| “»i.[-hin IR
lu}.‘rd~|(l)|"ics the narration of a death is cne ()-‘)L,l| sure (onion, spider
these hlri : I;';I'l"ll’i\‘Cﬁ though the image for lI1|m U‘; ( ‘l} vary

SONCENLTIC RITTatIves, qee ‘ n) may vary.

k\” b, labyrinth, bicycle wheel, pile of st(;"lt‘,,: f,:ll::“ (K1 Aleph, expanded
weny, by L. TINR abert . 4
A : muerto en su kL . inth"1is one of
“Abenjacin ¢l Bojart, i Deadin Fhis Labyrinth ™} is
] Ml}:x)]-s\ [*tha Flakkan al-Bokhari. Deadin ll hls Llll:(;%l Fumous of his
cdnLolbigs2) i ive stories, and the B ’ .
4 roes’s cliassie detective stores, N . T \.-nh
« Luis Borges's classic de neh imase associated so often v
-]”m.L L feal !;hlicill\' with the labyrinth image JSTUH y story derives

) 5 o deal e 2 A . ’ sdetective s h
M~(.mt me. For Borges (Argentina, ;hw—l‘)h(’?' the k L,[%rl'cctl\' exemplified

!,,-_,'n.f- : f.mm the human desire to know, and is nl"'stll ) vithour a need

|l5|"; " [ armchair detectives who learn the truth n the armchair

m tales ol 4 : P R T eVeT, Cve - 3 *

" ‘ srience the world of crime dll‘“‘_‘fl)' ”“'““]L'r’mind) and an odd

LleL- Lu. must re-enact the crime (if only e b the c‘rilnilml (most

¢ LlLLl]‘. ity s established between the detective and

compliciy s te v la brajula™).

notably in the story “La mucerte v la br u]l:w C)()Il\'cllli()l‘l.ll sense than are

criacin’ is 1 mystery story in i me . . les of the
“Abenjacan™ is a mystery ; imes considered examples

f\hlt.']l'}: r Borges stories thatare sometimes umsullu‘;xl m“!(l‘)”’ o
sveral other borge: AR oS¢ Dafarg *

. including “El jardin de 'w"dcmi\ e T’ (:n7un7"(l‘)l3,i"

nre — L 4 . U i 1 az . -

}lt '.lf}‘ res) [*The Garden of Forking, P‘”h"' I and N - sle of the “prohlt‘lll
HLHI“' ;-) [“Emma Zunz"]. Specifically, itis an u.\‘llmfll IS CSSAYS On Crime
S Aep imma Zunz™'|. e is essay
U’ I\ ! I)»sul room* alluded to by Borges in severa IU ’l‘m and Zangwill

- close o R . “e e . ‘Lo i iadiigd 2]
;?l iom, l(n the story, in fact, passing reference is made ¢ Paoc’s " Murders in
crion. BRI " ay lirst appear: ’
}, reference more specific than may hirs v are hoth
relerence more sy e - : cNstery are
(P.(,(I}(OJ‘ L\lur;;ua;" wmd Zangwill's The Big Bou Ah;nd I‘lil\gt“)"‘hc
C Rue M : e e el 8y 4
the : -rlncd‘ with murders commirted inside d(?.\u.l Irou.l:.""-n sles mentioned,
?(I)"“'t\ of those in the rooms. Furthermore, liket e Ll‘ ( 'l|i\'L' story in that
Nty s C o armch: sLective s
|; %nll; rEes story is a classic example olana Imh.“nlt; the crime exeept
s Be 4 S b E +direet access 1 ‘
;)]l'llll"l\'!l.-“l'l and Unwin do not have direct MLL{L\' Unwin are based not
{ ' . sses ventured by *

. arratives: the h\'pnlht.\th . -¢. The murder
igh priornarratives: ' . s evidence. The
lh]“"]‘c: LI'\'idL‘HCC but on new lllt(.'i'l""“'““m;3 ““hL\Lllw only access witis
o1 ve vears earlier, and ot :

. A centy-five vears ¢ ’ . ; 11 essence is
itself was committed twenty e ) AW e rin does in esse
l‘I.SL“ “I‘l Dunraven's retelling of the events, What Unwis

through L ‘ ’ ,

Y] ~ . o , yerpy ¢ N Ot . "y ‘ .
5 Vils 4 T ] FCASSC ]l l(_ lll(. arts ma
M C s (A()ld l ) l)un aven ‘lnd ‘hLl it mo l
|r.l),llanl th SLory a

ici avena
in is a mathematician and Dunrave
lifferent order. Significantly, Unwin is a m.u'lu.m.u’uurduri"R e
ddi L_r“,hc mathematical attention 1o detail .nu. o i
D roui les a more adequate explanation than the poet™s
s : ate e
pr()\'u CS ¢
story. -
Ffrer the main story <
i rinted afrer the main s
- twa labyrinths, printed & : stony
o kings and the twao Jaby . | after the wain story
o l\nl?:l discrete entity, thouagh with a note L,\|’|.H:I; :m.v Sy
“‘;"‘IL“ : ).n spoken by Rector Allaby. The nested story
al the sernie b A

_l(\.\‘

. sted story of the -

iacan” is the nested story of the - -

Onc of the interesting features of **Abenjacan™ is the -
nco )

Uhe Iuwm’rl/;-.'z'nlury short story
same themes as (he larger Gale
labyrinth ay image of the universe
Anglican minisger refers to God as Allah, Borges had in fa
published this brief (ale adecade before the composition of *
in his column ity the family magazine

= simplicity versus complexity, the

= with a quict ironic touch in that the
already
*Abenjacin®

El Hogar in June 1959, he publishes
the story exactly as it will farer appearin Ll Aleph, areributing it 1o *ghe
notes that Burton added ro his famous translation of the Ayabiun Nights.”
The tale is non, i seems, actually included i Burton, so appears that
Borges claboraed the longer Story out ol ¢lemengs contained in (he
shorter original, later subordinating the shorter ale 1o (he longer and
more complex story,

The epigraph of “Abenjacan™ comes from the Koran: “they are

comparable 1 the spider. whe builds a hoyse, ™ The Koranie original tells
aparable of those whe worship gods other than Allah, and (he compari-

son to the spider's web rurns onthe limsiness of (he spider’s house, thar js,
on the weakness of other forms of fajth, The spider web image is repeated
inthe coiled snakes in Zaid's dream and in the labyrinth on the cliff above
the sea in Cornwall, and the conmmon clement uniting the three images is
death. For this o) be true, the same “limsiness™ has 10 be erased from the
Koranie Passage, and weakness of faich replaced by the Fragility of lite
itsclf,

Yetanother crasure practiced i

nhestory is the abliteration of the faces
of the lion, the black slave,

ind the supposed Abenjacin. This crasure has
asimilar function (o the mute gesture of death in the Roa Bastos story:
death itself cannor be narraged here, exeep a posteriors (in the rwo young,
men’s versions of the storyyand a prioi (in the nareator’s imphication (hag
the two young men will soon be food for poppies on the batrlefields of
Flanders). The defaced bodies form an algebraic series which Unwin is
professionally cquipped ro solve, though perhaps his name implies his
ignorance of the fact that he 160 may perhaps soon be inscribed in thar
series,

“Continuidad de los parques™ (i Final o
Parks”) is one of the bricfest stories by
1986). [t tells of 3 character sitting in a chajr looking out on g Iy ree garden
and reading a hook about a character sitting in a chair looking out on a
large garden. 1n the novel an assailant creeps up behind the map reading
andkills him, just as an assailant creeps up behind the man in che story and
kills him. T'he essential story is the same as the nested narrarjve of the old
manin the Roa Bastos story discussed earfir. Flere too the story is told in
the third person (though here is ap example where firsg person marration
would be equally effective, especially sinee it would have o) stopa moment

ore the death of the harrator). The cireu)
sized by he title, which implics that

Jjirego) i"Continuity of
Julio Cortizar (Argenting, 1914~

arity of the story s cnipha-
thereis cont innity between the parden

.|ﬁ§)
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i : story withi : story). The
in the story and the garden in the novel (the sto;ly w uhlnp (lI:c;-::Loaﬁivc he
10 inui " us sed in the nega
Spani » 'y s continuidad, usually u .
Spanish phrase “solucion de sed in the ncgative
i a break between one narrative and ¢ ,
discuss the lack of a break nart and i
appropriate for the *solution” here: the narrative ‘solution (dc:\rl) oflti]cs
) ’ 4 s » poe - % 0o 1 1y 0] ll]‘
character in the novel significs death of the Ll..lrautu: in the story) imp ‘
the dissolution of the narrarive itself, hencee its brcvu.)‘. “The I of
“La cara de la desgracia™ (in La cara de la desgracia) | ! ;E o
-~ ' stti's [ines ies, and has been -
i is ' arlos Onetti's inest storics,
Misfortune”] is ane of Juan C . ol e
termed a masterpicce of Uruguayan l:tcrnmrc.f()lnur]l (!:Jruy,uay,hxt?c{o
plays in hi i i e theme issolution, nowhe
: s in his stories with the theme of ¢ .
e o f the story is mourning the 5.
iking effect than here. The narrator of the story 1 :
more striking effcet than her B e 11
ici [ hi g lidn a month earlier when a girl appe
death by suicide of his hrolhcr.]\.l dna e o girl appeies
on the sands of a beach resort riding a bmyclc: ';‘lul. two sr:::)z.:; “thatolthe
is final conversations with the narr: : {
dead brother (and his final conversatia e narrator) and thit b/
the girl on the bicycle —arcintertwined in an unccrl.unl\\ ay flml 21::;:1&5505
ces love to the girl, h
g ‘e :r the narrator makues love sicl, b ’
story. Near the end, after ‘ o the girl, he confasses
i 5 ilure, of having been respansible
to her his fears of failure, o . | his brother’
death, of the difference in age between rhcmlthat ||1‘uy ll‘l.l'k(. ;h:tnd e
: i i s bee tally murdered s
i sible » after the girl has been brutally .
impossible. It is only after . all er l e
unll')r'uor has been charged with the crime that he learns thac the g
supposcd was hearing his confession was deaf. ethe wirl had turned into
During the confession the narrator remarks: the girl h: purned inte.
he main theme of my story” (p. .42). The uncertainty :\bontlt he ce o
the mz s : ¢ uncertainty abo i
the st:)ry makes it unstable and circular. The bicycle \lv_hu.ls. the m:nrlling '
in si ai d : circular objects recur, ma ’
irl’s fac ilhouette against the moon: ¢ , marking
e yi its inability rogress. The difficulty of -
irculari tself, its inability to progress. !
the circularity of the story i s ity t ' ' oo
overcoming the death that marks the beginning of thF story izm,,g le
i i c ne e clipping
rrator’ sssion with the newspaper clipping '
here by the narrator’s obsessio . : Ppine Bo!hs
1 518 ¢ :nce. The story ends,
: ally aralysis and silence. ;
brother's death) leads finally to p ‘ ory ends,
i s /hen the narrator agrees 10 ans
fact, with a mute gesture. W o5 [0 answer (e
p‘oli,ccm;m‘s question about whether he knew 1!mr ll?t. gir.l wa;shcthc;hc
makes his answer conditional on the policeman’s tcllu?:; ||lm \]\nd o e
s silently .
believes in God; the policeman ends the story by silently g
aking the sign of the cross. 3 ‘
ing e ot 6—1993) is a prolific writer of poetry
Silvina Ocampo (Argentina, 1906-1993) is a pro o
and stories whose prose is marked by an odd cocmste.nu. (trog" o
innocence. One of her best stories, T nlcsI cr:llln .s;nsl ros ,;ﬁgumi-onv
‘ V i ces”’ ic s of the trans i
invi ) s Their Faces”], which te '
invitadas) [ Thus Were Tl which " guration
ofa grou)p of deaf children into something like angels, Lt,mlzams 1‘11““":r
: i 13 oo 11 oo 2 whe
thatis very telling of much of her work: Iln unhlxy ;w. r.!on :5 ::(c;\:uirul het
‘ i sther it was bea b
i rrible :n became beautiful, or whetheri : ’
it was horrible and then bec . ' her it o
became horrible” (p. 9). This volatile mixeure of cruclty and innocenceis
especially characteristic of her stories of childhood.

mrrator, a young med
references to a drum, ;
beating on the drum, he
of two storics: the series

the horror and innocen

procession and she sets

~Lavinia was proud, Wi
perfume all over her, Wi
by the same unpredictabl
- him, flees from his emb
going with him ro a hote

The narrator commen

breaking out of the circu

“of storics by Juan Rulfo (

_of stones serves o notify

“arrival of a group of old w
takes refuge in his corral

PV
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her relationship with the narrator.

correct her defects: since Lavinia was
put live snakes and spiders, and

Elllano en Hlantas (cranslated as The

~Lucatero’s father-in-law An

Thus, the story “La furia” (from La furia) **]
on the uncertain edge berween grand guignol and sentimental farce. The

The twenticth-century shore story

Fhe Fury™) is somewhere

ical student, opens his account with enigmatic

1 child
says, he could sl

and hide the body under the bed. As it unfolds, the

» and a house: if the child does not stop

it the child's wrists in the bathtub
story is the conllation

of Winifred’s stories of childhood and the story of

ce of he

Lavinia on firc;

and saddest day of my life” (p. 115).

Winifred's relationship with Lavinia was marked by her desire to
seared of animals, Winifred would
dead rats and frogs, in her bed; since

ilred would en
nifred’

Herambiguous nature is pereeptible in
r childhood, above alt in the episode in
which she and her friend Lavinia are dressed as

angels for a religious
as she says, “it was the happiest

t off part of her hair and pour

s relationship with the narrator is marked

equalities: she warns him that she will be cruel to
races, and when she finally accepts the idea of

I'she leaves him

~ e will murder ar the end of the story.

its carly in the

alone in the room with the child

story, referring to himself and

Winifred, “we repeated the same dialogue, with different emphases, one
_ might almost say with different meanings™ (p. 114). Near the end of the
story the endless dialogue is reest

ablished, this time between the narrator
and the little boy, Cintito. The n

arrator’s problem, in fact, is a difficulty

lar narvation. He js ultimately forced to kill the

Mexico, 19171

omen, Anaclcto

- child because he has threarened todoso, because of his verbal threat more
~than because of the pounding on the drum. He reflects a the end on the
~turious nature of his quandary: he commitred the crime in order not to
provoke a scandal. The pounding on the drum i
because he feels taunted for his passivity.

S “Anacleto Morones” (in El Hlano en amas) [*Anacleto Morones™}isa
- story of pride and jealousy, with a certain family resemblance to the rest of
Burning Plain), the famous collection

s maddening to him

986). In this story, as in *{Diles

- quene me maten!™ [“Tell Them Not to Kill Me!”']) and Rulfo’s lone novel
Pedro Piaramo (1 955), the murderer (here the narrator, Lucas Lucatero)

does not confess his crime dircctly, but the repeated references to the pile
: the reader of the place of rest of the body of
acleto Morones. The story begins with che

s disciples; after a while, Lucas

and begins scatrering the stones which to him

W71
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s riverbed
i They are large round stones from the riverbed,
look too much like a grave. They are larpe rn‘l e o
el ¢heir shape (“*boludas™) relates them to the eggs me per (an
o the narrat . : i e sextal double-
to the narrator's testicles, which have been alluded to in the sexu 1l uble
ween the n n). Stones — cgps — Lesticles:
talk between the nareacor and the old wonun).ISm!ul.s. : cBEss R
‘ 5 :oncealed inside this one, the
sequence s to the other story concea )
the sequence altudes to : | pide! e, the story
il s d; v, who was pregn:
rator's ;, Anaclero’s daughter, whe
of the narrator's wile, / o who pregant Wi >
Anacleto’s son {and grandson, because the incest mnfu.:\u.ll ’hg:,ur eri-
' y ' M o] e A .. e ; H
tions). When the nareator says, “*Inside Anacleto Mmonf.s 5 ¢ uu,m T
’ ’ . ) y N Y H o o s ll .C I
Anacleto Morones's grandson™ (p. 12.8)], tl;u l(..‘\’[-[l.llhl.“ ll‘lil‘l‘;’ unecr q.(m/.
¥ . : ELINUE IREYY . nes S
i : ‘met ijo. e nesting,
ith some editions replacing “nicto” with **h he son/
with some editions replac : e e estinis o (e sony
grandson inside the danghter mirrors the nesting of l'll(. d.ulu., er's s
. ) ’ N o ’ o " » - Ll. 3
inside her husband’s story (concealed in tuen by the mll;., W 1||L fests the
: . apreftre e : pile s
husband’s story inside that of the lelll(.l-l!l l.w'.). ! \% |‘|' of sones
’(1;1cc-1li|1g Anacleto’s grave and holding in his ghost ll.s .‘ ncasy
¢ ' ) : 1 340 - 0 . . o R
anticipation of the situation in Pedro Pdramo: the novcl u]u 5(. h @
; . l : restless souls 1w Comal:
reference to a pile of stones and concerns the restless souls int
graveyard. el maerativcs. in which
‘ Th;*rc are many other possible examples of nested n.lrrl.mvu, m"'"mf
. : i i 1 » CRACTING
the final story concludes not with the narration but \u(hl| heen \]Lumbmlu
) . : . . LY, e ': » g ‘ C H
a death. shall consider but one more: limgu: s El ||(;I‘;1"1rLIl;I clumbral”
'(["[ Aleph, 1952 edn.) 1 The Man on the Threshold™). . (l)l 1 ;“L”'ﬁ
" 2 usc of th me of ck, represented spatially as well as
striking usc of the theme of culture shock, rcprc_.sunru._lls.l;'.n' |",c||i,,g s
: : P : !
psychologically. The initial note tells of the |n\|msl-,s| " "l)l:“”[ P
o) ‘_ . RIS e by s cites @ verse from Juven: y L
story: the Dritish official errs when he cites from | ‘
story: the British o e rom Juvenatl, B
and Bioy Casares cannot know the truth of the official's story, ;
welling itself is uncertain: l
i il ve ¢ construct the
Among the stories Iie told that night, [ will venture 1o rum!sfmm (he
i'ollowing one. My texe will be faithful: may z\llul} free nu"ui"g the
temptation of adding circumstantial d‘ctmlsz or of TCC."“‘ P
xotic uature of the tale with interpolations from Kipling. .
[ J

Dewey, the representative of the I.’,,-m.«;h (‘””"‘""Ij llL\lll.'::?lfnlzllzr.gl\c(;:z::l‘f
Iuokir;g for a missing colonial official hc' calls D“.\,""l.l L .‘w,. er Glencaith
believed kidnapped by religious extremists. Mu.sl 0 llu.]sl w)h(, neiss ot
conversation he has with an old man sitting in a LIm‘:{: hold o \who tells img
story [rom his childhood of the imprumpn_l trial o.ll a ut'x.:.(i t “in.: ol
and of his condemnation to dcntlll by a judge \.\:m :},iimlidc el
msane; when the old man ﬁn}ishlcs h!slsmnl'ly 3l:,(,l:il:;t-::(‘n:.,d .||.c e et
isperses, Dewey sees a naked madman d: 5 v :
t(l:lscl:::lt:lI;Lh‘:tn)lnlsz(l:ns story, l'()lfl as something far away and long .lgo?
has been enacted before his unwitting eyes.

i icr, the Mrame tale told inthe
As in the Roa Bastos story discussed carlier, the frame tale v

i : i s present story,
past and in the third person permits the completion of the g

7

The Lweenticth-centiry shoy story
This refation is expressed spatially in 1l story: the house where Dewey
interviews the old man consists of a series of enclosed patios, wich the
conversation taking place at the threshold to the final patio. As in the rese
of the stories we have looked at so [ar, on bevond the threshold lies death;
thestory is only possible because the conversation between Dewey and the
old man takes place outside the space of death,

The initial paragraph of the story, an account of
Borges and Bioy Casares have in Buenos Aires with Dewey, now of the
British Counncil, restares the motil of the threshold. Just as Dewey conld
hotsee what is happening beyond the threshold, and can only reconstruer
it afterwards with the benefic of a story that was rold supposcdly aboug
another time and place, so his Argentinian friends are
trying to find their way into his story. Fowever, full enury into the story js
blacked by the first narcator’s (“Borges’s”) perception of Dewey as an
unrcliable narrator, by the changes of name and place. and by the insistent
use of nested narratives, Though the first narrator savs that he s
determined to reconstruct Dewey's story as best he can, even at the risk of
error, because he feels ic would be ashame o loseirs *

a conversation thag

also on the ouside

ancient and sinple
flavor” (p. 612), the simplicity is only apparent ar the end when Dewey
comes upon the corpse, and brings on the end (the death) of the story.

Lines
Inthe stories of Floracio Quiroga (Uruguay, 187819370, death is also a
matter of enclosure and limits in a seemingly open, boundless world.
Significantly, in story after story, deaths - and the end of the narrative —
are staged ac spots where a path is crossed by a barbed wire fence. In the
carly story “Elalambre de ptias” the death is that of 4 bull; the darker later
stories “El hijo™ and “E| hombre muerto™ narrace instead the deaths of
fathers and sons. Despite the thematic similarities between Quiroga’s
most important stories about life in the jungle arca of Misiones and the
stories discussed above, the different disposition of narrative sp
sign of a different concept of staryielling,

Perhaps the bese-known set of prescriprive principles for the
in Spanish America is Quiroga’s version of the ten commandments
{"Decalogo del perlecto cuentista,” 1927). Quiroga’s commandments
frequently use the metaphor of a horizontal or vertical journey: “Take
your characters by the hand and lead them firmly until the e

ace is a

shore stary

nd, not secing

. anything but the path you traced for them™ (Crentos, 308), “Don't start

writing until you know from che very lirst word exactly where vau are
going” (p. 307). Two less well-known essays, “La recorica del cuento™
(19:8) and “Ante ¢l tribunal” (1o 30) confiem the geometrical image, most
clearly in che 193, article, in which Quiropga writes: | strugplded for the

AT
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same pattern of ascent as Neruda's “Alturas de Macchu Picchu™: the
blackout hits Manhatean while the narrator and his friend are in the
subway, and continues s they climb out of the subway to the street, then
up the stairs of the aparement building to the room where the narrator's
wife has given birth to a son. The final ascent is to the roof of the building
~where the narrator discovers — ar the same time thar hundreds of other
. migrants to New York discover on the adjacent rooftops — that the samc
sky they know from home has been concealed behind the city lights. The
darkness and the starlight serve to reconnect Nature and culture, and to

teconnect the shatrered community, b
~ Julio Ramén Ribeyro’s ““La juventud en la otra ribera” (collected in La
Cjwentud en la otra ribera) is also abour the act of crossing into another
~anlture, bur expresses much greater pessimism abour the possibility of

preserving humanity or even life in che process. This crossing is repre-

sented spatially in terms of physical borders, as well as narratively
through the device of narrat ives that confuse the communication between

‘native and other. Ribeyro (Peru, 1929-1994) takes as his subject the
- venerable literary construce called Paris. His protagonist is a Peruvian
E visitor, Dr. Fluamadn, who is so flooded with prior images of the city thar
hecannot sce the city as it really is when he finally is ablc to take his grand
~touratage fifty. His very literariness makes him gullible, che perfect victim
~foragroup of skilled confidence men (and women). And, because “Paris”
< signifies “la vie de Bohéme” as well as the “capital of the nincreenth
century,” the sordid and unsavory nature of the life of Solange and her
- friends makes perfect sense to Dr. Huamén. The Bohemian life is also
- constructed of culryral codes, and Dr. Huaman is admirably equipped 1o
tead them, though like Borges’s detective Lonnrot in “La mucrte y [a
brdjula’ this intellectual ability only makes him casy prey for literate
criminals,
- The title = and much of the carly part of the story — hinges on Dr.
“Huamén’s initial realization thar at age fifty he has left his youth behind,
that he has finally reached faris as a stuffy bureaucrat, not a creative
‘Bohemian. This division is represented spatially in the contrast between
‘the bourgeois right bank of the Seine and the Bohemian lefe bank; when
Dr. Huamin tries to go over to the other, Bohemian, side, thanks to his
amiable Parisian guide Solange, he gets in trouble. Being able to read the
alueal codes is not the same as being able to write them. Dr. Huamin is
crippled by his ability to tell the truth and nothing but the truth, while the
others prove skillful manipulators of fictions.

‘When Solange and her friends (all members of a gang led by Petrus
“Borel) have finally stolen Dr. Fluamin’s travelers® checks and obtained his
signature, he is lured to his death, The place chosen is the forest of
~Fontainebleau, the favorite retreat of the impressionise painters (and a

short story . . . 10 have bur a single line, traccd.h)' a firm hand from
huginning'm end” (Cuentos, 317). Quiroga’s practice, Im\_vcv[cr, gou. “-Tt E
always adhere strictly to this linear mmlcl.('n n}'odcl LICI'I\'CL' ..(? .u.ulvxs y
enough, from Poc’s “Philosophy of Composition” and the review essay on
i : ’ - : v .
d;: E!}l?lrl?iLiZ)” (first published as *“El padre” in 1928, then in i.ts dehmuv(ci-
version in Mds alld, 1935) [*“The Son”|, for instance, the sg;ughtfonv:sr :
action of the story — the son goes out hunting, falls over his gun and kills
himself at ten in the morning - is in tension with the ever more cxtrcx]u;
hallucinations suffered by the father. These visions — from the first brie
mention of the son's still body to the final joyous return of‘l)oth‘ f?thcr and
son to the house in the clearing - disrupr the apparent ﬁlmphcnty of t:m ‘
action, and introduce a subject position thar is I‘ildlCﬂ]!)’ different from l:lc
more distanced narrator who informs us of the son’s death at fhc end.
Lven this narrator, however, ar the same moment that he cullhrms. th:.;
son’s death (“the facher goes looking for his son who has !usr.dlmli
Cuentos, 296) argues that we should cover our cars out of [’l‘l(‘}’ }nlr. rlkf
father’s anguish, thus making explicir the tcnsu)n.hct\\'ccn a complere \ :
cold and objecrive and a more partial telling (?f l‘l}ls story. b L
Quiroga experiments with narrative focalization ina l.“(;l;l? (‘)'\\»l;)lls: :
way in “El hombre mucrto” (1920, later ‘c‘:nllcctcd in I.()..\..c fflL.‘ rados,
1926) [“The Dead Man”’] and *‘Las .moscils (sfupposcdly wm‘l.(:n ll.l 1;):.13;
but not published until its inclusion in Mis :I.”(l,_ 19:45),' two vc.!.*.loni,o : '.ld
dearh of a man. In the first case the father of a l'nmll_v_ls crossing a mr')_c' .
wire fence at the edge of his farm when he wounds ln{nsclf mortally ‘|"l‘t‘l ;
his machete; the story focuses on his blurring consciousness as ]’IL'.(.!LS:.‘
moments before his children reach him. In the lauer story, expllu.d);-\
termed a variaton on “El hombre muerto,” a man clf:nrmg, a forcs.t slips.
on a tree root and falls against a fallen tree, l)rL::lkmg his lu?ck ln‘;[‘lﬂ‘-
process; in this version the focus is on the (lics lmzzmg'u rogmd him, an bu
the end of the story (when the man is dead) the narration is taken over }
> of them. . ' ‘
on'LI'l(:c theme of limit-situations is often presented in spa'tm] tcrlpls'rl’n:
stories of Hispanic lifc in the United S.mfcs as \\'cll; José ‘I:ms Gor}l.:‘l o2’
important story of Puerto Rican life in New York, "L:l nczt.: I'L ({‘l;c
valvimos a ser gente” (in Mambrii se fue a la gllcjrl‘ll) [“The .l\lg_n. 'e
Became People Again™|, for instance, usces th.c crossing of a spn(tll:}l ';"“5‘1
an image of a breaking through fron? :1t0m_|'/.cd'nnd.npprcs.?cl* lm'm‘]:r'
ality to a newly discovered solidarity. (T omds Rivera uses a SHHL"
structure in his 1976 story of Chicano migrane farm workers, 1s
salamandras.”) Gonzalez (Puerto Rico, b. 1926) creates a c!mrn-:‘rcr }thz :
broken Spanish and broken self are made w].mlc by :ndv‘crsuy c'}-p](]":l‘mclt !
not individually but collectively. The story is construcred sparially in ¢ e
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literary subject for many writers including Ru.b.crt' l.::)llllsh:u‘ylc{:)m;;)l:lr)('
There, amid the autumn leaves that seem so _«...xf.l)mt msl,c}[ “hombre
sincero de donde creee Ia palma,” D| FFluaman is shot,
that opposite bank of the river {of ‘Infc). 9, in his macabre and
Juan Rodolte w]”‘:“d:', (({\"ii:‘;min;‘), ;»%Li:lﬁ:frh:: existentialist notion
srous story “IEl caos” (in Ef caos), p: $ X1 alist notion
lt’l:;:(':cople wi)ll encounter their d'cc])csl' sglvcfs"\lxilachllzl:\Iv):\cg:,lclr: s::;:;:s
situations” like those recounted in the (m.n./..;‘:c.z ‘..1[0 e S
{(though the probable butt of. the parody |:,I .‘Tncs “"‘; bato, whose
existentialist novels were much in vogue w!wn nL s(;ory ]‘t s written in he
19508). The philosopher—prince of the lll.llt.lcnl.lll.t. cout f[)hcir aues el
berate chaos in his realm so as to furcc“h_ls subjects m‘n ot e by
and also in an actempr to *“find himself” in some sense not cuermined by
i“'l ‘ |‘(. Thus, he organizes masked balls —one of the most fami lnr“ :nd
S N 8, q LCY ' : o
(:;fqt;‘:; European tradition of the Grote.squc - |.u. ?vlu'cll);lliz;]csz;tl ::I.z:lnwrcs
wires set to trip up the revelers, surprising llnl"llm:‘s-“-[ ;-,f e oac
and religious exercises, and the .IICCHS'L' to play l.u. P.[ of anyone except
*s habitual role. What surprises him is lhm. h.OfIC y e eds mors o
;)l‘l;(s: s‘im'u:l' despite the fact thae former politicians rurn hair-sty
s act, des

hl:- S tur -h S8 ters l e o 1 O OVE e t 1sters "n! .
sters [’1 pagenm n L IRt
WCIOINCs turn chess ma s Barnag on urn [.,U\Ll ment mniseers L} |

l g . seems llltl"hl[{l m )OSbll)lL to create
) '
marque S CUrn greengrocers l( Sce
$SCS b '
Cllcl()‘i S0 “-s‘.l"bi(-b tll(. ()l(l OIL[CI tll.lt '.IIL very dl&[“lL“O" s
Lllnl()s. [hc NCwW b

alled into doubt. o T
) The best moments in the story are those reserved for the narre:

t $ . E B - p. CS 4 1m aurin
f 1 h 3] 1 L,) g
lL'VLI 1110NS ()' SC" I ll(.' St OCCLUrS whien some g SICS SCI2C II l

i ic himt ske and proceed

carnival to be the King of Carnival, tic him to a long s»k(.wel;,rim:crrcﬂmgl‘r
1 < = ! - ) ‘

to roast him slowly during a hailstorm. The unfortunate | , ‘

between fire and ice, resigns himself to his fate:

H . et veleewe thc way
Luckily it hadn’t occurred to them to picree me w 1:11 the st;i\::r',wc 0[};
i;'s done with chickens, and besides the coals of ¢ \f: m:urcw n?.kcdncss,
sleasant hear, which rendered more tolerable my LOI{ P ‘ w;lh i

' . » h
: inappropriate in all truth to the scason of the yLL:\r.f: lmml\ ithagreat
black ] ' the crank of the skewe a
5 a2y he crank o ‘

black beard, dressed as a gypsy, turned t 2 ‘

SCrve » casily everything
slow circular motion thar allowed me to observe more casily {‘L "
that was happening around me.

i 're e protesque by
The peculiar nature of the account is rendered all the more grotesq

> arra L LN l)L'l LA 14 ¥ d a panors 1€ view Of IIIS E
[ I "“:Ld | an 1m )
th narrators g .ltl[ll(l(. at "b |

sircumsrances. ) o e sea whete
L“'"‘i'lha.: second moment of epiphany occurs on a cliff above th :

e H Wwe e o w IL‘L‘] l" * has been pr .\Cnc"lg
h narrator h"l's l cen t \'\(.n m l'".‘: l Chc\ll . ¢ hu l ,\" l
d it ol ¢ ‘
n )Sl lL'\l CXCreises lh 1t p] QIMISE an overcoming, ()‘ th b L“. s at once (he‘
ye < A S :
IIT ZIVCS way, SC ll(lln}.. narratog -lnd \UhLL]LIl-”I llllll‘)ll[lg (]“\V“ !()ﬂ-"d
(.l 2IVCS o SC I
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the ocean: “Who would have imagined that ac the very moment | thought 1
was finally detaching myself from che carth, it was the earch thar was
detaching itsclf from me!” (p. 20). The narrator of course does not die,
since his account must be made to continue,

A variant on the same paitern is the well-known story “Viaje a la
semilla” (Guerra del tiempo) [“Journcy to the Seed”] by Alejo Ca rpentier
(Cuba, £904-1986). In this story, narrative rime runs backwards, so thar
instead of coming up against the limit-situations (the death of the
protagonist and of various members of his family), the story moves away
from them. The limit-situation thar haunes the end of the story is the
disappearance of the protagonistinio a different kind oflimbo, that which
existed before conception.

Borges’s famous detective story “La muerte y la brijula (in Ficciones,
1944} [“*Death and the Compass”] also plays on the connections between
spatial limits and existential or vital ones. The action of the story is
arrayed in a rhombus shape over the map of a city thar bears an uncanny
relationship to Buenos Aijres, However, as the detective and victim Erik
Lonnrot correctly perecives at the end, che story is not really diamond-
shaped but linear, The three dimensions of extensive space are super-
Mious; the essential story, the luring of Lonnrort to Triste-le-Roy, is a rwo-
dimensional one. Indeed, the tension between the rtwo models is reenacted
in the contest, between Lonuror and Treviranus, ro give an adequate
account of the events as they unfold, and also on another level in the duel
of wits between Lénnrot and Scharlach. The struggle over the proper
dimensions of the story is present also in a number of smaller details. The
statue in the garden of the house at Triste-le-Roy is called a “two-faced
Hermes” but also a “two-faced Janus™: the image of Janus, looking both
forward and backward in time, is being confused with those of Flermes
the messenger and the boundary god Terminus, often represented in
classical times by markers called herms. The conflation of spatial and
temporal limits similarly informs the inscription of che message from
“Baruj Spinoza” about the fact that the Jewish day begins at sunsct on
map of the city emblazoned with an cquilateral triangle. Finally, the

festatement of Zeno’s paradox at the end of the story restates the marter
~of limits in space and time from the rwo dimensions of triangles and
-thombuscs to the one dimension of “*that labyrinth that consists of 1 single
ostraighe line ., | invisible, endless” (Obras completas, so07). The story

plays, then, with the tensions between a simple story and the complex
design of nested narratives studied earlier, and the two kinds of stories are

- explicitly identified with geometric shapes. Though Treviranus s right in
seeing the simple story for what it is, Scharlach is a skilltul reader of
Lénnrot's more intricate plotting, and is able to draw Linnrot into his
-own more direct and elemental design,

e - -
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photographer), is dead, and that at least pare of the narration is heing
carried forward by his camera. The clouds, mentioned throughout the
story but with increasing insistence toward theend, imply that the camera
has fallen with its lens pointed up toward the sky, and their passing
through the field of vision is presented in a completely impersonal and
objective way, alicn to the human emotion that pervades the story of the
love triangle on the He Saine-Louis, The cold “camera eye™ narration

Photographs, mouing pictires
Another well-known statement about the genre is Julio C(}rt:’uur".; essay
“Alpunos aspectos del cuento” ["Son‘w Aspects pf the bh;)r.r(.?tor;v' l
Originally the texe of a speech given in Ha.\':mzl in '{9§1, the ! .f)rl.;anr
picce, like the Quiroga cmnmnndmcn.ts, is prescriprive r;u'u.rd.t han
deseriptive. Cortazar seeks to persuade his revolutionary Cuban audience

Jov g e

that writing shorr stories is an art with laws of its own, and that it 15 not . 4 experimented wir.h scvatml dcc:ndcs‘cnrlicr by Dos Passos and Isherwood
s‘u.ﬂicicnr simply to describe things as they are: he argues, then, against a 4 serves hcrc-;is a dlslillll.'l‘l‘l[!, mechanism tl}:,u undercuts the melodrama on
;mivc kind of Realism. In fact, he says, ordinary people may be more 1 theisland. The camera casts a cold eye” on the story.

interested in fantastic than in realistic fiction; he gives thc{ cxnmplc.of = In contras, tlllf L'l:s'(:?nbodl'(:‘d gaze of the camera in the l-:m.-r story
some rural people whom he and some other writer friends in Argentina ) & a‘\POCiﬂ:pSls en ‘5(,](‘.”[“}“““_, .pr()wdcs a passionate corrective to the
| friended, who proved more interested in a ghost story by W. W, Jacobs lmrr.at()r.:; hum‘:m cxperience. The narrator has n.jrur'ncq fron.1 a clan-
" N in Sorics o chil i themes. (Oddly, Cortazar’s speech . . ] destine trip to Ernesto Cardenal’s utopian community in Solentiname on
('mfl o rsl‘nrlc‘s (l)n n;l;;)u lrl :0:1]011:21_ story ::lil LEvangelio segun Marcos™ - anisland in Lake Nicaragua, and when he shows his slides to his (riends in
]l‘l""(llﬁl(.pg‘[(fZI:rlLf{)cz:):ziin;:Il-f;tz;\'inr‘lc"I in Il informe de Brodie, 1970.) | Paris the slides reveal a rerrible truth that the narraror had not suspected,

SRS Lo} LaR I P

that Solentiname has been destroyed by a Somocista atrack,

Silvina Ocampo uses photographic images as leitmotivs in two import-
ant stories: “Las forografias” (La furia) [“The Photographs™) and *“La
revelacion' (Las invitadas) [“Revelation™]., “Las fotografias™ is the story
of a birthday party for Adriana, a girl of fourteen who has just been
released from hospital after an accident that lefe her paralyzed. The story
is organized around the cight photographs taken of Adriana and her
family and friends by a photographer with the uncanny name of Spirito
(“the lecter killeth bu Spirito giveth life2”). As the story progresses, twa
other marcers increasingly distract from Adriana herself: the rivalry
between the narrator and one of the guests, Hum berea, and the discourses
of self-sacrifice by the various members of Adriana’s family. The narra-
tor'’s ire against Fumberea explodes when Humberra discovers that
Adriana, whose head has slumped down like a melon, has diced shortly
after the taking of the cighth photograph: “How unfair life js! Instead of
Adriana, who was an angel, that wrerch Humberta could have died!” (p.
93).

Much of the power of the story derives from a series of tragi-comic
displacements berween the photographs and the characters themsclves.
For the third photograph, for instance, Adriana holds a knife as if to cur
the birchday cake, while the guests banter with the photographer that she
~should stand for the oceasion. Spirito replics to an objection that her feet
may not look righe in the picture by saying: “Don’t worry ..., if they don’t
ook righe I'I cut them off larer™ (P 91), a sentence in which the cropping
of the photograph and the medical interventions on Adriana’s body are
- confused. Throughout the story the photographs are carcfully posed to
ive the impression of happiness and love; the family and friends, and

Corrazar’s essay is perhaps best-known for the comparison made
berween the short story and the photograph on the one l\\and’, and the |
novel and che film on the other. Particularly because (,n_rr:wl.:ll" 1'154.3
photography as a theme in smrics. like “Las babas del »;.lx.n!). n‘ :nin
“Apocalipsis en Solentiname,” and mcludcs‘ references m.liu. u_nf.l'n-. ;
his navel Raywela [Hopscotch), this compa rison has seemed to Ll‘l[llfs o‘
inform his own writing. In the essay, however, this cmnpnr:son‘ls o~n y u;u
of many; Cortizar also compares the shore story o a nmg@t, l‘hc s.un-,»t he
atom, and sao forth., His more important point is that shc‘ :.h(.m a(;)rl)]' ;
should be endowed with what he calls “intensity,” “lhc.c!umnrm(m f) a
intermediare ideas or situations, of all the filling or trnnsmm:ill E'm.gcs; fl;at'
the novel permits and even demands” ("f\lgun(')s'ashcctu:f. Cusa « ll.) as
Ameéricas, 10). This is a restatement of Quiroga's idea (derived from Poc; -
Stevenson, and others) that the wrirer of a short story s!xould cnnccn‘;r:lu:c
on building a single cffect, though Cortazar's intention hc'rc (an .\'ns ‘
practice in his own stories) displays a much gr.cntcr interest in narmmcl =
ambiguity than that sought alter by Poc or Qm_rog:l. R

In any case, the photograph is a dominant image in Cortdzar’s own ;
pmcticc- of the shorrt story. **Las babas del diablo™ (La.'s armas sccirctas)‘ ;
“Blow-Up”’] and *“*Apocalipsis cn Solentiname” (Al,-qmen: qu(i' an (,l ]1:)1:
ahi) | Apocalypse at Solentiname™| both use l'h'c deviceofap 1().togv,rn|.
that shows a sharper wruth than the one I'L‘];IHICI'CLl. by an cyewitness
narrator. *‘Las babas del diablo,” which served as inspiration for thti
Antonioni film Blow-Up, begins with a discussion about \\'hc.thcr’thc stﬁ)r)z
should be told in the first or the chird person, :m'd this dlslc.uls;»\u;n
prefigures the narrative problem later wluln it lwccqlxl'cs lnufcasn_n'g ’y l‘(.‘)] :
that rhe narrator, Roberto Michel (a Franco-Chilean translator and:
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Spirito himself, clearly understand l|.l.ll A ;w!\«:1<»gf';|l|)!\,|t :::n:u:;l:glltlln;::‘;lly
lived experience, not the cxrscricnc'u'llscll. Uncovl { 1; ;.; :-l.’ “'\L i]‘m. e
I this is the happiest day of her life, bow can you ‘l: X ,.h,-.“c ! picturs
next to her grandfaher who In\fc.?' her somuch Ql. (){)l- '..'lln‘l“\‘.ll;\ppi'lct‘s,
the i clause ranges from certainty to doubt as tw .I.Ill.l l'lhl‘t.;_-( appes

but in which her grandfather’s love, thongh not itsell subj
se posed or staged. ‘ o

m“\;/lhlx:l '.‘\dri;nm's head falls le\'l.| and l!:lngs from I{cl“ I.I:t;‘]:’l(l)[l\:.u.lll‘:;;t::l:;
the puests are so caught up in their idea of a good lll.lvlL t 1': no e suspects
for a while that something is wrong. it is the Il:.lf‘l‘.ll'().l‘ :1 i..' I
who fiest narices that Adriana is dciu‘J, and that dl.\;(.)\('..ll)l (:;a::.“.w ahrupt
end to the party —and o the story. The [‘ll()l.()gl';tl? \Is.“\\(lxl ol (,"L.Ai,m“_.'i,ws
alasting tribute o the party that sm.;:cd ;.\drmn:l.s. d t.lf l, but ane imaghies
that the sadisue nature of the t’XL‘FClSC.\\‘I.”‘[‘)L' lost (IIAI. u .|. RN
memorial album. Perhaps, as in “La Turia’ by the ?‘”}K.\.lh-j-"n:g ey il
say that this was the h;lplpicsl .mg: tll\c"s.\ld‘a\l'c:i]ll;l;li\uf; \..p:cc.h \‘\.;.‘_.; [‘,r‘c\-cr
Ad riana was not allowed 1o speak that day, ¢ ». eeeh 2 Laree
x\lllj.'l:::.)dl The staging of the photographs hrccl;“'l%,:{TL[::I:,L::,;;O:,‘:‘tt
extent, and the later examination of lhu‘n, thoug 1.1.1';1 : s S
stelling of stories, cannat recover the sitenced speee ho iy .| N ,ﬂ i
[hLl““l t revelacion,” Ocampo uses the usual cnnhdgl\ﬁt that [‘ Stic
gm;:hv liupicr.\ reality as it is to pl‘u\'idg: an pnc;wny l,’f(::;l l]:L.:]:l‘:-:l‘.::r':
event. Valentin Brumana, the protagonist of |hu‘:sf.nlr)li.lull:i“licq ek
cousin, though handicapped by mental and pll_\'sn.l.l d .}l]m un;:i"s oo
with clairvoyvance, which he lll,,s‘cs]lu rlc:lld ;I\;: lh::Llf'l:: :”m.i" lh;‘ s (who
are also his tormenors). On his death hed, he asks his . rrA‘. b narrater
akea picture of him with “the lady? hL'[!S}'.()lng_((lln:l y.mastar. e
i-::lsin dlluifully takes a picture ()S'V;:'I;.:;mq :ului :)|'(,::,l:.5 nl.';:f.,:?::,?&;}
s insists the Lady is. When the roll o ilm s deve Wi y Imageo
ll))LLlll:Lh:;;ul:Lw:, in the guise of the star of the silent screen, Pola Negri,

iNOILC III.'I! ll oungn Cery s IIH‘I“I(H]Ld l(ll 5 Il 1 star th !,’]\Uqlh '
mn hll ¢ca “ ] s
(\ l )] “}.,I f\ 3

image that appears has more of the promotional \"ll‘u P|IN).“?:l:;‘(‘:‘l,},l]ﬂﬂ::,::{
the cinema per se.) The twist given 1o the Tm.-) Il l“:u.:: .hu“mn e
photography is used 1o prove that Al)c;uh ;;T. (.'1 L“".f human g
however that guise is associated not w.uh the ol Ll".\l-ll' o .”'lh(,"l.], o
the commercial world of the entertainment “uh'h::l).:;“:\,“r.w],_.; o
Negri is no longer a familiar name to lh”c n“)\]‘;tf‘(’?:-]l"i."‘,_--ﬂl‘g||~“; e
selves, then, succumb ta change in what Walter Benjs alls

By I e . o m. ) . .
mc(;':l.:t‘::‘ltsln:L;I:;:::i’:,f:f"s::)ricx that utilize photographs in different ways:

ido.” iis knownaboveallasthe
{ ' “Elintier ante U Onettiis known above s
“Elialbum™ and “Elinfiecrno tan temido

S ace thag persists in perpetual
creator of the fictional city, Santa Mana,a p|.lu. that persist pery
¢ .

Q8o

I
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decadence through a series of shore stories and novels since the Lte

above all in 1he major novels Lo pidu brepe
astillero (1901) [The Shipyard],
Gatherer|. Onetti’s stories partak
mniverse, Fle proceeds thy

19.40s,
(1950) |A Brief Life], #1
and Juntacadaveres (196.4) [Corpse-
¢ of the same Fractured view of the
ough mordam irony and nareative ambiguity to
deny his fiction any sort of transcendengal meaning, vet the “eertainty in
degradation™ that T E. Lawrence discovered in the Seven Pillars of
Wisdon is present in One, Suifering serves as evidence of life.

His procedures are well exemplitied in the story “El albuny
collected in ..t car e fy desgracia, 196c) [ The Phoragraph
which Jorge Malabia, the son of
dedicates his vouth 1o the discov
orsilenced by his tamily
oceurs very fregue

(1953, lacer
Album™}, in
A prominent Santa Mariy family wh
ery of everything thae b
and their milicu, 1ells of his s
ntly in Onetti, the story is Jde
phrases like **T'he day before the story
the Story wer

as been repressed
xual initiation, As
ferred 1o the lasy pages with
really began™ or ' The prologues 1o
¢ Sinee here, as elsewherein Oneui,
story occupy the greater part of (he narrative
how Onetri s distinguishing *“the story®
this case, for

the prologues to the
At imporaang 1o inquire
* from the rest of the narrative, In
instance, Jorge Malabia's sexual initiation,
stories, the mater of the tr
remains outside the bouny
mrrative of Jorpe Al
lictions of an extr

his pariners
aveling salesman, Tiro's rivaley, all of this
aries of “the story, ™
alabia’s discovery thar wl
aordinarily imaginative

“The story,™ here, s the
whe had taken for the
liar were in fact
The story, then, hinges on the discoye
kraph album, the apparent proof of the truth of the
of the multiplicity of stories (the woman's, Jorg
story that matters, that she really was there:

accounts of
ry of the photo-
woman's stories, Out
¢'scothers') comes the one

lived expericnce.

Syuatting, matured, trving to handle my pipe w
the photographs in which a woman - less Young and more gallible as |
furiously turned che pages = palloped in Lgypr, smiled ay golfers on
Scottish meadow, hugged movie actresses aca nighiclub in California,
had forebodings of death ac the Ruanglacier., making real and defaming

cach of the stories that she had ol me, all the afteenvons | had loved
her and listencd 1o her. (Crentos, 152)

is infamous, for it takes away the magic of
mendacity, of invention. The rhotographs come ar the end of “the story,”
butin eflect urn it back from story to mere incide
ascandal for the young narrator becanse

Itis interesting tha it js precisely the
evidence of certainey, of lived experie
stories about it, As Roland 13
their books on photog

ith obvions pride, 1 saw

What is more, the truth

nt. The truth constitures
it dissociates desire and fantasy.
photograph that js posited as the
nee beyond the possibility of telling
arches and Susan Sontag have reflected in
raphy, the photograph has a paradoxical Stitus as
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the ultimate procf of *“the real” (as in Euclides da Cunha’s rcl'crcncc’to the
photograph taken of Antonio Consclheiro’s corpse at rhc‘conclusmu of
the Canudos War in Brazil in 1897), yetitis a medium that is f;n- rcmow'.-’d
from transparency, far from necessary or simpl’c |'cfc|'e}|t‘inl!t)'. IOm.'ttl s
use of photography is quite different from Cortazar's. For C.o'rmzn'r, 'l'hc
photograph is an image of the short story, bricf, frozen in time; it is a
discrete entity subject to multiple interpretations. For Onetri, the phoso-
graph is a narrative (like the stories in which ir appears), bue a narrative
which is somchow final and determinate, o
Similarly, in Onetti’s “El infierno tan temido” (C()”.L’Clcfl m‘l'.l mﬁc:rno
tan temido, 1962) [“Flell Most Feared™), the breakup in Risso's marriage
is confused, protracted, and uncertain, yet the photographs char his

estranged wife, Gracia César, sends him, obscene photographs of herself

with a series of men, have a fierce unambiguity. Yer, according to the
narrator (who for a moment scemis to visit the wife's ll’li!ld), the obscene
photographs are intended to allude to love, to Risso‘?’ I'f.'l[’(.'l‘:ll’l:d declara-
tion that their love will survive any test or trial. This is an cven dn{kcr
story of the power of photography than the other discussed so far, since

the medium has the power to degrade the viewer even more completely -

chan rumor or hearsay: the visual images of Gracia are bits of staged
narrative dependent for their very power on being staged in the flesh for
the camera.

i ; . L eyia HIR et
“Cine Prado” (Los cuentos de Lilus Kikus) {**Park Cinema™] by Elena g

Ponintowska (Mexico, b. 1933) tells of a similar confusion in the mind of -

the viewer between reality and a narrative formed from visual images.  “{f -

Here, using the cinema instead of the seill phot(}gr:\ph, I’onintowsk)a gi\'tis v
us an updated version of the episode in Don Quixote of M;\Slc‘r 1 cdnjof -
puppet show. The story consists of a love lctu.:r written from prison; iris
only at the end of the story, with the introduction of a newspaper clipping s
into the narrative, that we learn that the letter is ncl(lrcsscc.l to the.Frcnch
actress Frangoise Arnoul and that the writer of the letter is in prison for v
having stabbed her cinematic image on the sereen of the movice thcatrc_th::t
gives the story its title. The letter itself is the account of the writer's
jealousy ar secing his beloved kiss another man wn.h what Ioo.ks to lm.u -
like an unnccessary degree of passion. The perversity o(: the situation is -
heightened by the narrator’s confession that he always ms!stcd ongoingro
the cinema with his wife; according to him, she shares his outrage at the .
behavior of the beloved actress, though her own account of her (eelings s .
a spectator to her husband’s voyeurism and eventual attcm!atcc_l I.nurdcr is
suppressed. Since the husband’s perceptions of female sublccr{vny are so
notoriously mistaken in his evaluation of the uctrcss"s behavior (whose.
acting he takes as indicative of her *“real feclings'), the reader may,
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reasonably suspuct that the wife’s perceptions are anything bur what the
husband says they are.

Virgilio Pificra (Cuba, 1912-1979) was a prolific writer of plays, poems,
short stories, and novels whose narrative fiction bears comparison with
thar of Kafka and Gombrowicz. In fact, he was the head of the translation
committee responsible for the Spanish translation of Gombrowicz's
Ferdydurke (1947), and his later work contains clear gestures of homage
to the Polish master, A number of Pifiera’s carly stories, written in Cuba in
1944 before his emigration to Argentina, have the hallucinatory quality
associnted with the later works of the literature of the Absurd. Pifiera’s
stories are often told in a neutral monotone; they are disquicting because
of the cold objective description of atrocious cvents. In his preface to
Crentos frios (r956) [Cold Tales), Pificra writes: *“These stories are cold
because they limit themselves 1o the pure exposition of the facts” (p. 7).

“El dlbum™ (1944, later collected in Cuentos frios, 1956} [“The
Album™), for instance, is a masochistic ritual, experienced by (and
through) a male narrator caught in the web of a series of women whe are
cruel in cheir very indifference to his existence. In this story, the young
narrator rents a room. The first night he is unable o sleep because of the
cries of the child next door. The next morning, as he is getiing dressed to
g0 1o his fiest day at a new job, thac of reader to the blind, he is interrupted
by the doorman who announces that the best sear has been reserved for
him in the session that afternoon when the landlady is going to show her
photo album. The new arrival pays the doorman for the seat, only 10 be
interrupted by Minerva, the woman who lives next door with the crying
child. Minerva talks interminably of her life, and when she leaves another

. visitor, a *“woman of stone,” arrives to beg for che spot the doorman has
" reserved for the narrator. When the narrator finally goes down to the

living room and takes a scat, the landlady opens the photograph album,

~and begins a description of a photograph from her wedding chat will last

for cight months. The spectators will sleep, cat, defecate, even die at their

© . places, prisoners all 1o the expectation of what the landlady may show

them.

The absurdly slow pace of the exhibition of the album is due to the
digressive nature of the landlady’s stories. She takes cight months to
describe a photograph of herself cutting the wedding cake because she
describes the baking of the cake, the story of the baker, the stories of the
presents on the rable, the details of the lace on the wedding dress, the story

- of the dressmaker. Often these stories are the stories of some terrible

violence done to the female protagonises by men, and che landlady’s
stories (like those of Minerva and the “woman of stone”) have elements of
revenge, The women tell of past events when they were the vietims and
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specrators: Minerva, for instance, tells of the suicide of her husband, who
shot his brains out in her presence, and deseribes her own mute cry of
horror, a cry that can only be described in silence, thl‘()\lg!] gesture. The
landlady’s own story contrasts dramarically with these stories of violence:
utterly trivial, she dwells lovingly on such kitsch derails as the stuffed
pupp)" given her as a wedding gift by Mrs. Dalmau, a gife that has
outlasted the giver: ““Look: chis is what is left of Mrs. Dalmau (mjd she pu'l'
her finger on the point that was no doubt the image of Aflrs. Dalmau)
(Cuentos, 80). Thus the photograph album, instead of being a meansto .
remember the past, is itself the point of the exercise: the story returns at
last to the image which scemed at first its pretext.

Though it has not been thought of in this regard, t!\c fmuo.us.liorgcs ,
story “El Aleph™ (EI Aleph, 1949) [ The Aleph”} is also intimately
concerned with photography. The story begins with a rcfcrcncc.m the
posting of new billboards with cigarette advertisements and with the
narrator's remark on the relation hetween the new ads. and the death of
Beatriz Viterbo: “the event caused me pain, because I understood that the
unending and vast universe was already moving away from her and tha‘t
that change was the firstin an infinite series™ (Obras completas, G17). It is
thus an image (in all probability a photographic image) that sparks his
reflection on time and infinite series. (Remember that when the narrator
finally comes to sce the Aleph, itis as an infinite scries of images.) When he
visits Beatriz’s house he comes face to face with innumerable pictures of
her, and says that he studies again and again the “*circumstances” ofth.usc
pictures: her Carnival mask, her first communion dress, her sometime
husband, her companions at a lunch at the Jockey Club, her friends, her
pekingese. Beatriz Viterbo comes to signify for him, then, not fmly hersell
but her circumstances, to paraphrase Ortega y Gasset’s maxim, and the
figure that produces her significance is metonymy. l-r is thercfore not
surprising thart the visions provided by the Aleph later in the story sl.mu_ld E
be a kaleidoscopic jumble of images that show the universe in its

T 3 o S . LYo H A » -
multiplicity and in its disorder. The famous “chaotic cnumeration Lll(lSt :

in a desk drawer 1 saw (and the handwriting made me tremble) obscence,
unbelievable, precise letters thae Beatriz had written to Carlos Argen-
tino, | saw a beloved monament in the Chacarita Cemetery, 1 saw the

atrocious relic of what had once deliciously been Beatriz Viterbo, Isaw - -

the circulation of my dack blood, | saw the intertocking of Jove and rhe
modifications of death, I saw the Aleph from all points, in the /\!cph 1
saw the carth, and in the carth 1 once again saw the Aleph and in the
Aleph the earth, saw my face and my viscera, | saw your face, and I'M;
vertigo and cried, beeause my eyes had seen that seerer, hypothetica
object, the name of which is usurped by men, but which no man has
seen: the inconceivable universe. {p. 626)
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Though this ecnumeration has the feel of a cinematic montage, it is a
montage in which each discrete clement s still: it is a montage of
photographic images. What is surprising about the scries is the aggressive
fragmentation and mutilation of bodies (described so well by Lacan in his
essay “On Aggressivity in Psychoanalysis™): first Beatriz Viterbo, then
Borges himself, then the reader, are shattered, and out of the broken parts
comes the idea of the universe. These images decompose the viewer, and
the decomposition marks the death of the narrative.

Bodies, statues, dolls

I a note written to be read aloud together with the text of one of his
stories, Felisberto Hernander (Uruguay, 1902-1964) says: “‘my storics

- were made 1o be read by me, just as one might tell someone something

strange that one just discovered, in the simple language of improvisation,
even in my'own natural language full of the repetitions and imperfections
that are characteristic of me” (Obras completas, m: 277). He adds: “*And
my problem has been: to try w prunc off the ugliest parts, without taking
away what is most essential; and 1 am always afraid that the ugly parts of
my writing arc perhaps the richest in self-cxpression® (1 277).

“Las Horrensias™ (Las Hortensias, 1949) is Herndndez's most import-
ant (and most distucbing) exploration of the problems of representation.
The main character, Horacio, orders the creation of a series of life-size
female dolls, called “Fortensias™ after his wife, Maria Hortensia. His
butler, Alex, stages tableatx vivants using the dolls in two glass-enclosed
tooms. The tableaux vivants contain implied srories, but these stories
when most effective are ambiguous - was the poisoned bride murdered or
did she commit suicide? The stories Horacio imagines can then be checked
against the “legends” that Alex leaves in written form. Horacio likes the
scenes the bese when the meanings are not explicit. Though he likes to

~puess right, he is often less pleased by those legends that confiem his
~ hypothescs than by those that allow a freer play of the imagination.

The dramatic effect of the story is heightened when the boundaries are

erased between the glass cases holding, the tableaix vivants and the rest of

Horacio and Maria’s house and garden. First, Maria establishes a special

“relationship with the most important of the dolls, the firse Hortensia.

Then, Horacio has Hlortensia modified so that the doll can serve his sexual

- pleasure, a modification that provokes-Maria to violence. Finally, Hora-
“doand his associates, sensing the commercial potential in the dolls, sell a
“line of Hortensias to solitary male citizens. In each of these stages, moral

limits, and the limits between imagination and reality, are transgressed.
That these transgressions are produced by the interpolation of life-sized
dolls into che real world of men and women implies thar visual and
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marrative art serve 1o confound the linuts set by the conscience and the
rational mind in their vain efforts 1o exert contral over the world.
Horacio goes mad atthe close of the story (though for some rc;.uk]-r,s.ltu:
wits never quite sane carlier on), ;.nul hix IH.;l\.lIN.'..\‘h has its c'ulrvc';m'\.c
throughout the story in the noise ot the m:lc‘hmcs Irom the I:ul.u‘|) .HQ;
door to the house. Noise here is the sound of chaos that exceeds rationa
and artistic discourse. and Horacia’s inal movement um-.lr_d‘tlfc noise
marks the failure of his project of a controlled cconomy of libido and
imagination, Similarly, the artitice tfflhr Horwensias is ||n.|||_\'.rc\'c.;11|<.:d ..15;;
futile attempt 1o replace the body. for the Iwud.y‘c;m be rcpr-_;.scu.lu.‘ in .{nuf
10 the mind only as absence and cmptiness. l'h-: Hortensias, insteac .T,
being a mechanism for controlling and subduing frustration, ulimately
Tease it. o o
I“L';-}IJ.-\rLclll;l\'c been at least two more recent versions ol l'Lill.S'l\L'l'll) s l;l!:lc
of the female body i Latin America. Rubem Fonseca's .l\rnllmfu story “A
Matcria do Sonho™ necessarily falls outside ’lh-.' pusvicw of .llns 511uly
(though its absence serves to remind us that a Iul'| discussion ol (|\c,.-|'\.u'1it-
story genre in Latn America would necessarily also IIIC]‘l‘I}!L‘ brazi ).
Rn.\:lrin Ferre’s “La muncca menor™ (I’.i,’m/us de Pandora) !' ll\g \f’."".
gest Doll™ ], however, may be prohably Lh\'k’llSS.L‘LI |1({rc, since I.Ill‘\ an
evident reworking of the topos we have u.\';u.mnul in the |‘L']l7|)t'l’l'()
Hernandez story. (Ferre has published a brief eritical lvfmk on |~Icrn;m.d|j'/_z
and the relationship between her project and his is ulwmu.s. coough.) Ferre
{Pucrto Rico, b, 1yg2) rearranges the clements of the L‘:ll"l?‘l' SLOTY, §O llm;
now a maiden aunt makes dolls for her nine nircc.\,‘nnc lor each year 0‘
their lives untl they marry. The story focuses on the linal dall mzld‘cllnr l:u‘
weddmg of the youngest nicee, and how that d()l! u.mls up .Iill\lllﬁl e
niece’s place in the house thanks to the husband’s m;mcnlu.m. ! u;.s:
mstead of being a story in which men .c(.)mrnl wonen l]"ml.g.‘,;ijs
manipulation of dolls, this is a story of female \.'cn;fc::nui.’ \\ll'u ;
through the simulacra of the dalls. Also, sinee the niece’s hus “”ﬁ |'.~. ; ‘lL
son of the doctor whao lailed 1o cure the maiden aunt of the parasite that
encrusted nself in her leg, the act of revenge is simultameously that of aum
J":I):::::)} Cortazar’s most renowned storics 1s "Fi.nnl del juego™ (ll'llx.llj{c'f
juego) |End of the Game™'). The childrcp plaving s'l:lll.lc:».h,\: l|l.c l:‘.ll'll
track in a slum neighborhood in Buenos Aires (by the train line t 1t lfm?
to the clite northern suburbs) live for fantasy: dreams, rc;ulmgs. ud
adventure books like those about Rocambole, and the postures .nl
starues they assume for the benedit of the passengers on lll.t.‘ u':.n_n. ['I;;lr
game consists of two possibilities: “atitades,™ usually ;llwslr:ulu-lm' | (
envy or apathy or indectsion {for which no costumes or urn:'mu.t\ll.s .ml
necessa rvd, and “statues,” imowhich the giel chosen s dressed and
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decorated by the other two and then has to find anappropriate pose. The
two games are opposite in kind: the one emphasizes abstraction, the
second, individualiry.

The naerator of the story has a grear deal of intellecrual curiosity and
some artistic pretensions. She speaks for instance of the *Venus del Nilo,”
eriticizes commonplaces (the example of dhe sealded cat) for their

inaccuracy, and reveals a knowledge of the composition ol granite and
other information gleaned from the Argentinian children's encyclopedia,
Estanislao Zeballos's Tesoro de la juventud. She even criticizes the
handwriting of Aricl, the young man on the train.

Spatial positioning reflects social class in the story, and the curve of
railroad track is described in g way that recalls an amphicheatre, with the
actors (the narrator, Hortensia, and Leticia) on & stage enclosed by the
caurve of the track. Oddly, though, the audicnce in this case is mobile and
the actors are static. Ariel, the boy on the train, is perhaps the (clite) vouth
of Latin America to whom Jos¢ Enrique Rodd dedicared his famous essay
in 1920, and the spectacle that is a rranged for his benetit is one of savagery
dressed up as civilization.

The gameis an aftirmation of the sell and the group: the place wheretis
played is called “nuestro reine™ [“our kingdom™] perhaps in echo of the
concern in Rodo and Dario for an inner realm of the (clite) psyche
preserved from the clutter and confusion of the sovial world. Rodo's inner
realm here, however, has become the provinee of lower-class girls, and the
speaking statue of the master’s voice in the Rodd essay has grown mure,
replaced by the fantastic contortions of the pirls. Leticia may well be the
finest “statue™ of the three because of her parually paralyzed spinal
column. In any case, her defects are considered privileges by che other 1wo
girls, envious of the special treatment she is accorded. Fler real authority,
however, derives from che mute pain she expresses in her statues.,

JR.OWilcock's story “1La enganosa’™ (i caos) shows the female body as
aninfernal machine. The narrator of the story, a young man who keeps
the books in an olive plantation near the Andes,
sensuous Spanish farmworker named Conchita. (Her name in Argenti-
nian Spanish signifies the female genitalia) The nareator's attempts 1o
possess Conchita’s body, however, are frustrated by the discovery that her
breasts come apart when touched, that her buttocks are riddled with licgle
holes surrounded by sharp teeth, and thae her genitalia are protected by
clectrified rabbit traps. When the narrator decides to cease and desist from
his courting, it is with the regeetful admission that the adventure was one
which, though exciring, would have been dangerous to pursue any furdher
{p. 127,

Wilcock™s representation of the male body is no less bizarre, L festa
de los enanos™

falls in love with a

(El caos) tells of the disruption of the cozy houschold i
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which Dona Giiendolina lives with her dwarves Présule and Anfio by the
arrival of her nephew, Radl, with whom she initiates an affair. The
dwarves, suddenly excluded from the paradise of her table and her
company, plot to avenge themselves by poisoning, Radl, bur Giliendolina
takes the poison instead and they are reduced 1o atacking Radl and
torturing him o death. The desceription of this event, which occupics
much of the story, is orgiastic, since at the same time that the dwarves
mutilate the young man’s body they indulge in forbidden foods and drink
that excite their carnality. The description pauses over the amputation of
Raal’s nose, kneecaps, Angers, Achilles tendons, yet the dismembering of
his once handsome body is recounted with sensuous glee, as the narrator is
infected with the dwarves’ enthusiasm. The culmination of the feast tells
of their opening several cans of fish: “Delight exalted them beyond the
suffering of the flesh, heyond present and past, to a future that might well
prove ciernal; the fish resolved the contradictions of reality™ (p. 63). The
mystical language is tinged by its physical substratum: “*las miscrias de Ja
carne,” for instance, is both the religious “sufferings of the flesh”™ and the
all oo material suffering of Raal's Hesh.

A sadistic ritual of a different kind is that practiced by Eréndira’s
heartless grandmother in Garcia Marquez’s well-known “La increible y
triste historia de la cindida Eeéndira y de su abucly desadmada® (in the
book of the same tide) {*The Incredible and Sad Tale of lnnocent
Eréadira and Fer Fleartless Grandmorher™). When Eréndira ac age
fourteen inadvertently burns down the grandmother's house, valued aca
million pesos, the grandmother insists that she pay back the debt by selling
her sexual favors at fifey pesos per client. Though much of the story
focuses on the festive atmosphere thae surrounds the tent where Eréndira
lics in a small town in the desert, there are sudden revelations of her
experience when she complains, for instance, that she feels as if she had - -
glass in her bones (p. 112). Thus, though the story is presented largely
from the outside lovking in at Eréndira in the tent, her voice is heard
intermittently, asserting that she is a person who feels, not a doll to be
used. Her humanity is called into question, however, by the ending, when
she flees from her lover Ulises after they have killed the grandmother;
when she runs off into the desert and disappears, the narrator says that
nothing was cver heard again of her misfortunc (p. 163): her misfortune
has become her identity, and the loss of one means the loss of the other.

Silvina Ocampo’s “leera” (Las invitadas) |**leera®), finally, is the story
of a body that aspires to the condition of a doll. The protagonist, little
leera, is a child whose mother cannot alford to give her a doll, but whose
insistently admires the dolls’ clothes and furniture in the window of a toy
store thac the salesman gives her one iten after another, culminating inthe -
gift of the box in which a doll was delivered to the store. leera chooses to
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sIcc H . . revayre | .
» pin lhI:~ box, and years lacer it appears thae that decision has stunted
WO +ly. 1 ]yer slver 1o 9 1 w |

[ ;'t,l;mt 11. when she returns 1o the store with her mother, now an old
ady oy lercrry - il o M ‘

: ‘}il lle.l L:ﬂlnan thinks that the old woman is leera and the younger one
rer ditughter. Teis a scandal to his sense of 1 - X

o his sense s thae leera has g
- ‘ ense of time that leera has not grown

' Mirrors

Mirrors are abominable, says Al Moqannain Borges's version of the st
ol the Masked Prophet, because they multiply and rcal‘ﬁrn} the \\'orILde:ry
also l\ccu.usc they rellect his own leprous face). This truch, reaffirme | lt’f
‘rlhc hcrc:s‘mrchs of Ugbar, is the belated rejoinder to the hibl,ic-li injun ‘r .

Be irruuful and mualtiply™ (and indeed the Masked Pro ;hct l~m’i l(I)lt
lxcrcsmrch:?' are as fearful of copulation as they are of mirror's)' in I'l \: lI"}
of mccl.mmc;'tl reproduction, the work of ;ll’['(zllld the self) ~1~;vi|':< rm‘ X
older kl'llti ol unity, a decorum of wholeness and purin.' a l'rln::d():1 I'() ~"‘
cn@amination or prostitution, Yer the other fear is :Il.\'.(),:l modern ( )m'm
romantic) onc: the fear of publicity. Dividgar: the verb means o cii\'nll‘v)t‘(’-
sccru:t.bul also to make something known, to spread i;lf(‘)rm-ui( : H‘d
p‘slhhmzc. Aswith the lamdresses in the Anna Livia Plurabelle se , ') ]"' of
Finnegans Wake, who labor by the river to make I-IC'I::ﬂ riv: t-lll"-“u' o
public, there is a transgression of the 1) boordder.
the private and the public. The
berween wuside and inside,

aundry
! (ahways imaginary) border between
ll;ll’l‘()l‘ challenges the notion of a limit
: and opens the face (and the /
unspca!cnlalc_nllc[llirics. Morcover, if the individual mils:()lrdrcl\l'l:ll?::)lr)l1)' “;
the !ufms of individuality, the hall of mirrors, with its infinjte r res fon
an::tlnl:ucs the sell (as so often in Borges). . Crreon,
- \:,.-‘.l ‘lu!ic;; ldc f\’}'c.rmcs" (1947, later included in 1 Aleph, 1949)
willh :rl({t.s ..T.n_'c.h.j is one C.\':.1I1.|[7]t:' of a story in which the encounter
dmwrror brings on the annihilation of the protagonist and che deacl
of the narrative. Borges's narrative focuses on Averroes’s actempe to \"' 1
acommentary on Aristatle’s Poctics, frustrated by his lack o ; fence

- » L . f c.. pe i : ¢
of theatrical representation e

and his consequent ignorance of the meani

of the words “rragedy” and “comedy.” It II\ (h(clsl‘t’(‘)(r);'.lc;l;:’;l:,i!x:)h;)::s!‘l'll"l“F
then, and one in which Averroes’s impossible search for tl\n ' “l fl)"’
.parzlllc!cc.l .hy the narrator’s impossible search for Averroes. Th; lhttlm' y "h
Impossﬂuh.tics are the same is deamatized in the story \‘\:hcndf\ "‘L t“'(?
looks ar himsell in the mirror and his world (and m.:ll') (licqulv‘:fmltf
mrrator explains thar the story depends on a sore (Jf\'ic}()lls cir.c"lc inL\.v,hT *\IL
totell the story he had to be the character and that wo be the Ch:ll‘:‘lClL‘l‘l;:l:

- had 1o tell the story (Obras campletas, §88). His own belicl in his project

vamlshcs along with Averroes’s image,
Elena Garro's “*La culpa "
na Garro's *La culpa es de los thixealtecas™ (L sentina de colores)
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[**It"s the Fault of the Tlaxcalteeas™ ] is a story of doubles: Laura, a middle-
class housewile in modern Mexico City, discovers a shadowy other Indian

self when she encounters a bleeding Aztee warrior, her first husband, The .

story then wobbles back and forth in time as she suffers tl\rm_lgh the
misunderstandings of her modern husband and the accusations of
treachery by her Aztec husband. The links established between the two
time periods in which the action of the story takes place are not temporal
but spatial. Thus, for instance, when Laura goes to the Café Tncuba the
scene shifts abruptly to the Tacuba causeway during the final b:.mlcs
berween Azeecs and Spaniards for the possession of Mexico-Tenochtitlan.

To picture this double and conflictive world, Garro makes frequent use”

not only of temporal and spatial doubling but also of mirrors. ;
When Laura returns home, for example, she notes: *“When I returned
home, I was assaulted by the furniture, pitchers, and mirrors, and they l'cft
me sadder even than [ was before™ (pp. 16-17). Later she (now the Indian
sclf) looks at the cyes of her firse (Indian) husband, and chey serve as
mirrors: ' remembered thae I was in front of my facher’s house, that the
house was burning and that there behind me my parents and licele brothers

and sisters were all dead. I saw it all pictured in his eyes™ (p. 22). The -

images Laura sees of hersclf also contain all of those others, yet the

unstable context in which she finds herself makes her self-image iself .

highly Huid.

Lola) again plays with the mirror image. The “mirror stage” rccal_lcd in
the title of the story is of a discovery of identity, all right, but the sub)ccu?f
that discovery is not a human being bur a litte green frog. The frog, whois
the narrator of the story, begins the story with an account of a Good
Friday when the women were dressed in black and the men wore black

ribbans, of a time that some say was a better time though the nareator -
knows better: ““there are no times that are better or worse, all times arethe

same time although appearances may try to deceive us with their optical

illusions” (p. 33). (The frog is a very literate frog, refereing with case tothe

beginning of A Tale of Tiwo Cities.) The frog enters the house of the Valle

family (during the period of the struggle between the Emperor Maximff :
lian and Benito Judrez for Mexico) and hides in a bedroom; there it
discovers a deep and dangerous lake, *“a pool made prisoner on a ’wall" {p. -
34). When the frog tries to bathe in the pool it discovers that it cannot *

enter the water, but simulrancously discovers a beautiful figure: itself,
Lacer, during the Mexican Revolution, the frog enters the National Palace

. "
and on seeing itself in the many mirrors there “Iturned green, so to speak”

(p. 40). The story continues with abrupe changes of rime and place: !ate in
the story the frog is cven deported from the United States as an illegal
alien. The one constant is an uncasy contemplation in mirrors - at the
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4 deportation oftice the frog sces a licle girl weeping when she sees herself in

* the mirror, and moments later in the Waldorf Astoria the frog and the

21 lirde girl see a woman plucking her eyebrows by a large mircor (p. 51).

Garro’s use of mirrors is peculiar in chat a number of these events occur
- not when the characrers see themselves in the mirror but when they watch
- -others looking at themselves in the mirror, and this vicarious gaze is linked
with the frog’s (and the other Mexican characters’) problematic sense of
~self. Like much of Garro's larer writing, this story is implicitly parodic of

4 Octavio Paz’s El laberinto de la soledad (1950), which is also concerned

with the discovery of identity throngh difference.
- Cortdzar’s story *Axolot]” (Final de juego) [“Axolot]”) again uses the
- conjunction of an amphibian and a sheet of glass, though in the Cortizar

) story the glass is the transparent pance of an aquarium, which serves as a

~mirror only because the narrator chooses (o recognize himself in the

| ‘axolodl. The axolotl is a Mexican amphibian something like a sala-
3" mander; the aquariom is in the Jardin des Plantes in Paris; the narrator is a

4 Latin American in Paris vexed by the same amphibious nature that

troubles Roberto Michel in “Las babas del diablo.” The story plays, then,
- with the “amphibious™ nature of Latin American identity, with the
~uncertain relation berween self and other.

The climax of the story is the moment of transformation of the narrator

1 into axolotl:
Garro’s later story “La primera vez que me vi'* (Andamos buyendo -

i From very close up I could see the face of an axolotl holding still nexe o
the glass. Without transicion, without surprisc, I saw my face against
“the glass, instead of the axolot] | saw my face against the glass, 1 saw it
outside of the tank, 1'saw it on the other side of the glass. ‘Then my face
drew off and [ understood. (p. 166)

“The delicate play of possessive pronouns here tells the story. The “I" of
the narration is constant, but its links to a body and a consciousness shift.,
= The story tells of an odd new “mirror stage” in which the encounter with
“theself in the mirror simultancously also becomes an encounter with the
“other.

- “Sombras sucle vestir” (Sombras sucle vestir, 1942) [**Shadow Play”]
by José Bianco (Argentina, 1909-1986) is punctuated by two mirrors. The
first, when Jacinta Vélez looks at herself in the mirror on the night of her
“mother’s death, is described in these terms:

« And there she was herself in the mirror, her face composed of shifting,

mobile surfaces, her features innocent and fine. Still young. But her eycs,
of an uncertain gray, were old before the rest of her person. 1 have the
~eyes of a corpse.” (Ficcion y reflexion, 113)

-0n a second reading of the story this description can be taken as a
~description of the moment before Jacinta’s suicide: according o Maria
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Reinoso and Dona Carmen she killed herself the day of the mother's death
by taking digitalis, mentioned (along with a gl.:tss ;u.\d a _pitchcr‘nf \.v:uc.r)
in the passage just before the one quoted. l'.\'Cl.l if l:hl§ r 'zulln.’; is u(_»f
aceepred, however, the description is disconcerting. This dcsc.l'lpt.l()n is
preceded by the reference to Lli[.’,il'ﬂ“.‘?. m_ul f()llq\\'ccl l?)' :l_llusmn.s l()”:l
Shakespeare sonnet and a Carpaccio painting; Jacinta Vélezis not lu:rsLl R
is anything or anyone but hersell. The mirror serves to accentuate the
strangencess of the revelation. .

Thesecond reference to a mirror is at the very end of the story. Sweitzer,
who has been trying o decipher whar has hnppcncttl to his partner
Bernardo Stocker and is even more perplexed by the desire to know what
has become of Jacinta, cacches sight of himsclf when he gets ap from bed
to turn out the light:

When he passed the wardrobe he saw himself rcllcctyd in .lhl:'lllll'r()l‘.
shorter than usual because barefoot, his double chin quivering, l-llc
rejected this far from seductive image ufhizmscll’3 wirned off the lighe, fci- r
his way back to bed in the dark; then, hugging his shoulders through the
x\igl\tsf\ir(, he tried ro slecp. (p. 149)

Sweitzer's function in the story is that of an astute reader \\'.]uf trl.;.;s. (,0
decipher the story of his partner Bcr.n-.\rdn §[{)ckcr :lll't.l. of 5;‘1[0} (jl'lz;
magnificent obsession, Jacinta Vélez. His uns;msl;\cmr_\.' vision of himse ‘
in the mirror, which serves to bring the story o a cllnsc, is a recognition o
his failure and = since he stands for the reader — of the r‘cndcr.s f:ulurc‘ to
find a coherent, simple story. Sweitzer's rejected mirror image, llkL:
Jacinta’s estranged vision of herself as a corpse, un.cl::‘rnnm:.sI d.“f: vcf)
notion of personal identity. Since “Sombr.as sucle vestir proA\"u~ t'.s .(’)r :’.u
least) two mutually exclusive interpretations, |h.c ch:n':tc}crs sehnse ]u' ,n
lack of identity with themselves is in turn mirrored in the reader’s
experience of estrangement and unc_crmimy. . e included
Finally, Felisberto Hernindez's “El ncm'noda.dor (1946, qttzr l,l).L 'uc‘c
in Cuentos, 1968) is the story of an usher in a cinema w.lu') :..hsw\ Icrs that
his cyes emit a sharp lighe like rh:u' of a llashlight. The um’ml rcadlz.u;i):
takes place before a mirror — as in many mlcs‘: of vampires an ;)r t
monsters — when the narrator looks at himself in a Slark'room'um sees
himself with his own light. Fle sees his own face “divided into picces lhl:'lt
1o one could have put together or understood” (Obras cmnpl(t'lus, u). T he
revelation makes him faint and he resolves never o Ioolf at himsclf again
in the mirror, His little world then turns into a sort (.af mirror, because .thu;
amount of light emitted by his cyes varics according to the amount o
curiosity he feels. He is wimess, then, to the wm:knu!.s of 'TIS'()\\I}
imagination. The maceriality of much of what he sees in the l;-‘lfcl pdl‘: or
the story, particularly that of his host’s daughter, is uncertain; no othe
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character in the story verifies the figments of the narrator's imagination,
Near the end of the story the narrator's eyes, “like two worms that moved
frecly inside my eye sockets™ (p. 90), see the daughter as a skeleton, “and
her facial bones had a spectral glow like that of a star seen through a
telescope” {p- 90). Here an identification takes place between self and
other, but it is the realization of the death of the self through the death of
the other.

Copies

The final device 1o be explored here is that of the proliferation of copies of
awritten text, a theme thae plays with the materiality of the printed word
as well as with the repeatability of oral narrative, and with the very
different relations of the two kinds of narrative ro “originals,” Once
again, several interesting examples have to be excluded here for lack of
space, including Adolfo Bioy Casares’s “I| perjurio de la nieve,” Roa
Bastos’s “Ll pajaro mosca,” and Manuel Ramos Otero’s recent “Vivir del
cuento” and “Descuento,”

Elena Poniatowska has been most active as a journalist, and several of
her books are collections of eyewitness accounts of events Jike the
Tlarclolco massacre of 1968 (in La noche de Tlatelolco, 1971) or the
Mexico City carthquake (Nada, nadie, 1988). Rather like Osear Lewis,
with whom she worked bricfly in the preparation of the oral interviews for
Pedro Martinez, she seems to place equal weight on letting her informant
speak and on having thac speech it into (or even validate) ideas she is
trying to express. This form of mediate discourse, like other forms of the
testimonial, is terribly fragile: it works only when the reader feels the
writer’s presence but not too much. The dangers posed by this sort of
writing arc inauthenticity if the voice of the writer can be too strongly
heard, awkwardness and indirection if the informant’s waords are trans-
cribed too faithfully. In her short fiction Poniatowska plays with the
ambiguitics of testimonial writing by casting some of her stories as official
reports, most notably in “*Cine Prado” (discussed above) and “De noche
vienes” (De noche vienes) [**The Nighe Visitor”).

“De noche vienes” is a pastiche of the report of a court stenographer,
ending with the ritual formula of the Mexican Revolution, “Sufragio
Efectivo = No Re-cleccion.” Throughout the story, the judge reproaches
the narrator/court stenographer for not making the requisite ten copies of
the reports and for omiteing the revolutionary slogan. The ironic subrext
is that his obsessive bureaucratic concern for precise copices leads to a
fundamental misunderstanding of the issues ar hand in the case. The
accused, Esmeralda Loyden, is married to five husbands, all living and alt
present in the courtroom. The judge repeatedly asks questions that imply
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a belief that the five husbands must be carbon 4.0pu.s(;)fi_;);t‘:l;::;ll)il;‘f::
G e alda; she repeatedly insists that cach one is vn.-r_\ ‘ IL por her,
5}}'{“’-"‘( i;ulccd as the days of the week when she visits lfum.\cn,_-sq
re - M . ” S
mlistll;:i]crstanding -a masculim; burcaucr:}nc asmu:f{:;:);:l ci)" :}:2 eness
versus a feminine assertion of difference — is so‘m.\ r.] e the cout
:cedings themselves, as the female employees ‘mci ue {,l narrator)
me?‘l‘t‘) f'i,cl solidarity with Esmeralda and frustration with “f:., fﬁ],c
::::J(;r)( Iusr.'ud of czlrb(_m copies the story conveys the sense o
oo asklmiquc ;)rigll;ﬂi':(.my is perceptible in the insistence on the
iatowska’s autharia £ ) ‘ e on the
}\'I(l:):iz:;::(:-cvo]utionary slogan ;\bouttv;:fflcct(lvicn.-;:ifiril):i;zzi(tli::: :;C::‘::;iri()
is slogan, 1 d by Francisco Madero s opposit riri
gl;':: ::I'lotﬁl.:lcl:l::it?gxt\l: of 1’9 ro, was pilfcrcd- f rom Diaz. lums‘cqli, ::':;)(; u;;j |.:
o ri;ic to power in the elections in 1 8_76.. T'he slog:‘mftoln l;;riclcq’(;f o
degraded onc at that: its institutionalization as one O|t.‘3£c.u|cs‘si"cc it
of the Institutional Revolutionary [f:\ny (PRI) ]3;35 m. ld\‘: p|(‘| L5 sinee dhe
Revolution come to sound increasingly paroc:l(.., as he PR has used ab
sorts of means to prevent effective suffrage and .m prot
;’"c e Of'itsl 0“;" s il::vl.;‘i‘i':::l'ﬁ?;'is-wg'xin%t the burcaucratie
‘he solidarity he human als agains acrati
t s hzlt;?l\ls::lli:'::)p?;s tls expressed in’lhc next to I_nst.sglll?rtcg oflrlnxfl snl:‘nz;
f”s'blsi h all the parties in the case wish that the judicial action h
1IN which ¢ H A

gone forward:

¢ because accusers and
Nonctheless a new case could not be nlmLh l)L.LJ.lI;)L .IL'L':I' s and
‘ i 5 had re g aving broug
judge ritnesses had repented of hay ) .
accused, judge and witness d ¢ g | shi Lhe firs
:ztion ‘n’umll’)cr 479/32/875746, page 68, .mfl curl)lhn!;: l:;gltl;c()nc
.\\'l’itlt‘l,l in the sa-called book of life that is very silly and pru.t..t _(.)m cone
now used to record the facts, which has a very ugly nmm(.pgp " l;o-|)
certification.
i it cuments is depen-
Thus even the notion of telling stories and writing dou;llmt.l;:z“ifc P -
1 L v ey cor h
dent on copics of the accounts “written” in the “*so L.ll“CL 00 A )ic;nh
o ) rite write.
unwritten book which all are condemned to write and r:. ;g - th:‘ N
i s stories be IMOTOUS WItNess
igi Yoniatowska’s stories bear n
lost original, Poniato

tion compulsion at the heart of narrative itsclf.

B()( ICS S l 1CTIC 1L|I(l]d autor ] 193¢ L“Ll LO']LC[cd mn
tjote )})
b N > ut d(.l Ql l ( )

1‘ ? b re >nat I 1¢ g 2! j ole C’llS \\'I’lh l'hc th(:“‘c
lCLiO"( S) [ I icr < 1\'[(.!1‘ d, Aulho ()f[l C [{ Ry L. ] ll t 'i N
’ . . . i -
O > Y in Vv [y l'hﬁ(.rc”t vein. Nlc“.ll'd, a4 minor ]"0\ "‘vll‘l l lchh
fth(. COp) ma ve

1
is scide swrite Cervantes's
writer heavily influenced by Symbolism, decides to rev :

Y : narrator of the
vel, and to rewrite it exactly, word for word. When l.ht. n::sq oo e
c ‘ J i i 3¢ o o o o
nto)‘r -,bcgins to explain Mcnard's project with high .sulluursx ess {aftes ihe
f)url}csqu‘c introduction, which concludes with a rather
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bibliography of Menard), the project sounds quite reasonable, cven
interesting. For most readers, the moment of scandal comes when a
nwenty-nine-word phrase from Menard is compared with the correspond-
ing twenty-nine-word passage in Cervantes, and the reader discovers that
the passages are indeed identical, even down o their punctuation. This of
course is precisely what the narrator has been telling us all along, but the
encounter with the instance of deliberare plagiarism often evokes not just
surprise but moral outrage,

The story plays, in fact, with the theme of the writer’s social and cthical
commitments; the narracor s only o willing 1o excuse Menard's lapses
or his own, bur is unforgiving of those of the rest of his circle. What he
terms “deliberate plagiarism” and “erroncous ateribution™ (Obras com-
pletas, p. 450) may be celebrated for their ludic qualitics, but the substraca
of the story, the celebration of arms over letters and the violent appropria-
tion of others® lives and works, shed 4 sinister light on Menard's
intellecrual games. The story is dared 1939 and the narrator’s Fascise
inclinations are never in doube, though the full political implications of
Menard’s projects are cereainly open 16 debate.

A groundbreaking story by a younger writer, Ricardo Piglia (Argen-
tina, b. 1941), further explores the cthical issucs involved in welling (and
retelling) stories. Piglia is best known for his novel Respiracion artificial
(1981), widely considered one of the most significant works written from
inside the terror of military dictatorship, Piglia’s carlier collection
Nombre fulso concludes with a long story/essay called “Homenaje a
Roberto Arle,” followed by a supposed Atle story about a prostiture,
“Luba.” The frame story tells of the narrator's acquaintance with a friend
of Arlt’s, Sanl Kostia (mentioned in Onetti's memoir of Arly), his
acquisition of the supposed Arle manuscript of “Luba,” and then of the
publication of the manuscript by Kostia before the narrator can publish jr
himself. A potential pitfall 1o many carly readers of the story was to read
with the assumption that “Luba™ is in face a story by Arle, whereas it
might equally be thought thac the story is by Piglia or by someonc else. (In
fact, the story is by the Russian writer Andreyey, who s mentioned several
times in passing.) The crrorisinstructive. In the lack of certainty abour the
authorship of “Luba” it would be better to venture hypotheses, not offer
definitive interpretations (much as Wolfgang Luchting was ill-advised to
venture a “definitive” iterpretation of Onetti's Los adioses, and why
Onetti had some fun ac his eriric’s expense). The question of truth in

“marrative has been carefully bracketed by Piglia: the narrator js obsessed

with finding “the cruth” but writer and reader may well prefer to be
skeptical about the possibility (even the desirability) of doing so. The

-~ “death of the author” in “Homenaje a Roberto Arlt” is that of Arle
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himself, yet - as Barthes and Foucault describe in their essays on the theme
— what is really being narrated is the death of narrative authority as a
unifying principle.

Conclusions
The images | have studied = concentric circles, lines, photographs, dolls,
mirrors, copies — are all duplications. This is not by chance: since
storytelling involves cither the mirroring of reality (mimesis) or the
invention of a scparate reality, narration is invariably involved in
repetition. The dogma originally espoused by Al Moqanna, the Masked
Prophet in Borges's Historia universal de la infania (1935), that “The
carth we live in is a mistake, a clumsy parody. Mirrors and paternity are
abominable, because they multiply and reaffiem it (Obras completas,
127), and later echoed by Adolfo Bioy Casares in the opening of Borges'’s
“Tlén, Ugbar, Orbis Tertius” (Obras completas, 431), 1s 2 futile protest
against narrative itsclf, a furile assertion above all because it implics
endless stories ta justify i
If this essay has been marked by a refusal of the history of narrative,a
refusal to tell the story of the so-called evolution of a disputed genre, that -
is due to my skepticism that the shore scory has a “history™ in Spanish
America, since history would imply continuity and change. 1 have .
fragmented my account and traced a variety of paradigms and images, but -
if there is a story to be tald about them Leannot eell it The initial paradigm :
provided by Roa's *“Contar un cuento” made telling a story impossible
(because it leads to deach), but makes it possible to talk around a story.
Metanarrative, so characteristic of modern fiction in Spanish America, is
thus more possible than narrative itself: paradoxically, representation is
perhaps only possible when its difficulties are inscribed in the text by thes
devices we have studied here.




